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In 1955–56, while studying at Sarah Lawrence College in Westchester County, 
New York, an institution at the time devoted solely to the education of women, Yoko 
Ono published short texts and poems in the school newspaper, The Campus. 
One of these contributions was a story titled “Of a Grapefruit in the World of Park”  
(figs. 2, 3), which appeared in the October 26, 1955, issue and would be of consid-
erable importance to the development of her work in the years to come.1 

Ono left Sarah Lawrence in the spring of 1956, after meeting experimental com-
poser Toshi Ichiyanagi, whom she married later that year. She kept working on the 
text in the subsequent years and, through successive versions, developed it into a 
score for a performance work titled A Grapefruit in the World of Park. The work was 
first presented in a group evening of music and poetry, in April 1961, at the Village 
Gate in New York. Other interpretations of the piece followed, including in the art-
ist’s performance at the Semaine Internationale de Musique Actuelle, Montreal, 
in August 1961, and in her first two solo concerts, held at Carnegie Recital Hall, 
New York, in November 1961 (fig. 1, pp. 68–69) and at the Sōgetsu Art Center, 
Tokyo, in May 1962 (pp. 84–91). In these events, A Grapefruit in the World of 
Park, whose manuscript had been written by a twenty-two-year-old student still 
very much unaware of what was happening around her,2 was presented alongside 
other works by Ono, in which key figures of the period, such as Yvonne Rainer 
and Tatsumi Hijikata, participated. Bridging Ono’s early years, from 1955 to 1962, 
A Grapefruit in the World of Park provides an opportunity to better understand both 
the unfolding and the singularity of her practice.

The original story, which calls to mind a theater piece, features a small group of 
mostly undefined characters in a park at the end of a company picnic, including 
a tall girl, a beautiful boy, an old, fat man, and a little girl. The plot centers on an 
unwanted grapefruit. The fruit cannot be thrown away, the reader is told, as food 
should not be wasted and the wastebasket is already full. The story quickly turns 
to the quandary of what can be done with the grapefruit. The beautiful boy starts 
by throwing the fruit into the air, and, when the tall girl asks him what else can 
be done with it, he sticks a pencil into it. Perhaps reacting against such a waste-
ful gesture, the girl laments about how she had only ten dollars to buy the food 
for the picnic. The boy, under the girl’s gaze, then enacts a series of actions that 
today might evoke the staging of a performance: first peeling the grapefruit’s skin, 
then dividing it into portions, and finally squeezing its flesh. Without being explic-
itly ordered to, the boy is led to destroy the fruit with his own fingers after having 
painstakingly prepared it, thus adding an unexpected dramatic ending to a story 
that began in the most mundane way. “His nostrils were slightly expanded, and his 
breath was quiet but violent,” according to the narrator, describing the boy after he 
had completed the act.

The association between violence and the everyday, often revealed through people’s 
interactions with one another, is a theme that would remain central to Ono’s work in 
the following decade, from Voice Piece for Soprano (1961), which asked participants 
to scream against the wind, the wall, and the sky, to Cut Piece (1964; pp. 106–9), in 
which the members of the audience are invited to cut away the performer’s clothing. 
Ono’s 1955 story also includes other elements that would later play an important 
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role in her work. The text starts, for instance, with people turning their bodies to the 
sky—a sky “too high,” the narrator puzzlingly observes—and ends with an almost 
magical wind, which “crossed over the table, and gradually dried up the pasted skin 
and the row of the [grapefruit’s] seeds.” These motifs of the sky and the wind reap-
peared with force in the 1960s in a number of Ono’s works, such as Painting for the 
Wind (1961) and the media installation Sky TV (1966), which broadcasts in real time 
an image of the sky on a television monitor. “Of a Grapefruit in the World of Park,” in 
which nature, through the sky and the wind, bookends the story, shows that already 
in the mid-1950s Ono counterbalanced images of violence and darkness—the clos-
ing, for instance, tells us that “all vanished together into darkness”—with moments 
of pure contemplation and utter serenity. 

Around the time that Ono wrote “Of a Grapefruit in the World of Park,” she also 
started performing, privately and among friends, one of her oldest recorded works, 
Lighting Piece (pl. 25). The piece, which was not publicly presented until the 1961 
Carnegie Recital Hall concert,3 similarly brings together elements of plain beauty 
and latent violence. The instruction simply states: “Light a match and watch till it 
goes out.”4

One of the overarching characteristics of Ono’s work is that it doesn’t always require 
a public setting, such as a gallery, a museum, or a theater, to exist. It represents a 
notable shift from a past generation of artists dealing with the readymade and the 
everyday. Some of the most daring works of the twentieth century, from Marcel 
Duchamp’s Fountain (a urinal on a pedestal) to John Cage’s 4'33" (a musical score 
according to which performers are required not to play their instruments), are difficult 
to understand without taking into account the public nature of their presentation.5 

When A Grapefruit in the World of Park was presented to the public in 1961, the 
text (figs. 4–15) was significantly different, both in its syntactic structure and its 
symbolic connotations, from the earlier version. Ono preserved details from the 
original—such as the sky’s being too high and the need to purchase all the pic-
nic’s food with ten dollars—but edited the wording, redistributing the material and 
intertwining it with new text. The piece, now divided into twelve parts, reads not 
as a story but rather as a long freeform poem. The grapefruit itself takes on new 
significance with the added verses. The fruit is no longer fresh and juicy, but dry 
and wrinkled. The phrase “baby carriage” appears isolated in a strophe, devoid of 
any connection to the rest of the poem, and a chorus emphasizes even further the 
poem’s morbid tone:

let’s count the hairs of the dead child
let’s count the hairs of the dead child

At the Village Gate, Ono read the text onstage, while various contributors—Cage, 
Ichiyanagi, David Tudor, and La Monte Young, among others6—performed accord-
ing to her instructions, for instance by laughing aloud or playing atonal music. The 
piece fit well into the New York avant-gardist atmosphere of the moment. At times, 
the work was irreverent—as when a toilet was heard flushing during the action—
and at others somber and dark, but as a whole it was deeply personal and experi-
mental in its attempt to bring together poetry, music, theater, and performance. 

The grapefruit, a citrus hybrid, would soon become a metaphor for hybridity in 
Ono’s work, conveying both a personal point of view—her crossing of the Eastern 
and Western worlds—and a new artistic approach able to combine existing dis-
ciplines. When, in 1964, Ono self-published a collection of her instruction works 
in Japan, a book of prophetic importance to the art of the 1960s, she titled it 
Grapefruit, capturing in a single word a period of her life.

Grapefruit (pp. 100–105) is divided into five chapters. One of them, the second, 
is devoted to painting. The emphasis is surprising for an artist who had previously 
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1. Photograph conceived as poster for  
Works by Yoko Ono at Carnegie Recital Hall,  

New York. 1961. Gelatin silver print,  
9 15∕16 x 7 15∕16" (25.3 x 20.2 cm). Poster: Yoko Ono.  

Photograph: George Maciunas
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2 and 3. “Of a Grapefruit in the World of Park,” The Campus  
(Bronxville, N.Y.: Sarah Lawrence College), October 26, 1955: 9–10
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alterations to the space in order to turn it into a gallery environment. He removed 
the plaster from some of the walls, thus exposing the original bricks, and altered 
the ceiling. The Fluxus archivist Barbara Moore, who didn’t see Ono’s installation 
but came to the gallery early on, remembers that Maciunas had “arch[ed] large 
sheets of semi-translucent heavy paper stock between the [ceiling] beams.”12

Ono installed her works without frames or pedestals. The pieces of canvas 
and sheets of paper were simply affixed to the walls or to a translucent screen 
installed in front of the gallery’s front windows (pl. 16). Painting to Be Stepped On, 
Waterdrop Painting (Version 1), and Waterdrop Painting (Version 2) were on the 
floor, in locations that vary from photograph to photograph, suggesting that some 
works were moved over the course of the exhibition. A long table stood before 
the window screen with additional items displayed on it, including Painting Until It 
Becomes Marble. 

Overall, the works didn’t compete with the architecture but let themselves be 
absorbed by it. Ono seems to have intentionally positioned her paintings, made of 
unprepared canvas, against the rough brick walls and on the worn tiled floor, and 
her drawings, consisting of black ink on white paper, on the plastered white walls. 
The impression of the work merging with its surroundings was reinforced by the 
hanging of ink drawings on both sides of the translucent screen, two on the front 
side and one on the back.

At AG Gallery, the feeling of a unified display was further reinforced by the fact that 
all the pieces of canvas had been cut from the same roll, which Ono had acquired 
a few months earlier from an army surplus shop during the Chambers Street Loft 
Series. A photograph shows that a large portion of canvas had been hung in the 
loft, essentially creating a makeshift backdrop and surface for actions performed 
by the artist. 

Ono’s contributions to the Chambers Street Loft Series and the staging of her 
first exhibition attest to how crucial a role the environment plays in the conception 
of her work. A similar interest is seen in a body of work made a decade earlier: 
Robert Rauschenberg’s White Paintings, created at Black Mountain College, in 
North Carolina, during the summer of 1951. Cage, who was a friend and supporter 
of Ono, first captured the groundbreaking nature of Rauschenberg’s achievement, 
when, in 1961, he described the monochromatic panels as “airports for the lights, 
shadows, and particles.”13 

Neither Ono’s early paintings nor Rauschenberg’s White Paintings are to be under-
stood solely in relation to their materiality. What gives them the status of works of 
art is less the canvases that constitute them than the process of interaction and 
change triggered by their display. In some ways, they exist only while they are being 
experienced, very much as live performances would. As Rauschenberg explained, 
“My black paintings and my white paintings are either too full or too empty to be 
thought—thereby they remain visual experiences. These pictures are not Art.”14 
Similarly, Ono’s works are not intended as art in and of themselves. Painting to Be 
Stepped On, for instance, does not have to be stepped on, but it must be placed 
on the floor, within reach of visitors. Its materiality remains secondary to its ability 
to generate potential activities in the viewer’s mind. Perhaps like nothing before 
it—Rauschenberg’s White Paintings included—Ono’s works are performative by 
nature. They exist primarily by means of their being shown to the viewer.

In November 1966, five years after the AG Gallery exhibition, Ono opened a show 
at Indica Gallery in London (pp. 158–63), only her second solo gallery exhibi-
tion to date. The presentation featured Ono’s first body of sculptures. For one of 
these, she placed a fresh apple on a tall transparent pedestal that had been spe-
cially designed for it (pl. 70). The work comes with no instruction: the engraved 
plate affixed to the pedestal contains only a title, Apple. If Apple can be seen as 
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shown little interest in traditional painting. Rather than images of paintings, the 
publication offers instructions for paintings in which the paint and brush are often 
relegated to a secondary role. A number of these instructions were realized on the 
occasion of the artist’s first solo exhibition, at AG Gallery, New York, in July 1961 
(pp. 58–67). At least three of them had already been enacted a few months earlier, 
during the Chambers Street Loft Series (pp. 48–53), a run of performances and 
concerts held in Ono’s loft. 

At AG Gallery, in at least two instances, Ono presented a text written on a sheet of 
paper next to an exhibited work. In 2008, she mentioned that she had “asked Toshi 
Ichiyanagi to write out cards explaining the functions to display on the side of each 
painting . . . [but] he managed to write [only] two cards.”7 The text, from 1960, for 
Painting to Be Stepped On (1960/1961; pl. 13) states: 

	 A WORK TO BE STEPPED ON 

For Painting in Three Stanzas (1961; pl. 11), a piece of canvas with a vine stuck 
through it, we read:

	 It ends when its covered with leaves,
	 It ends when the leaves wither,
	 It ends when it turns to ashes,
	 And a new vine will grow, __________

The first text offers the viewer the opportunity to physically interact with the work—
even at the risk of damaging it—while the other implies that a number of upcoming 
changes in the painting, not explicitly dependent on the participation of the view-
ers, need to happen for the work to be complete. According to Ono’s explanation, 
these texts state the “functions” of the exhibited works—so, in other words, the 
particular activities intended for each painting. “The works on display all had some 
function,” Ono further explicated.8 Painting to Let the Evening Light Go Through 
(1961) filtered the light at the end of day, while two pieces titled Waterdrop Painting 
(1961; pl. 14) received drops of water. 

The status of the texts displayed in the exhibition, or of the verbal commentaries 
that replaced them when no text was given, is different from that of the instruc-
tions shown by the artist the following year, at Sōgetsu Art Center in Tokyo. On this 
occasion, the instructions, composed and translated by Ono and handwritten in 
Japanese by Ichiyanagi, were simply hung on the walls, clearly meant to be con-
sidered works themselves (pls. 28–31). In 1995, Ono explained: “I did a show of 
instruction paintings at AG Gallery in New York, but that was exhibiting canvases 
with instructions attached to them. Displaying just the instructions as paintings 
was going one step further, pushing visual art to its optimum conceptualism.”9 

Most of the works shown at the AG Gallery are presumed to be lost, and only 
a few have been realized again by the artist since the exhibition. We know the 
content of the show thanks to photographs taken by one of the gallery’s found-
ers, George Maciunas. Maciunas treated photography as a means “to create an 
inventory of world art,”10 photographing, for instance, building facades, details of 
sculptures, and city views “with a very sharp focus in the depths of the image, 
devoid of human beings and traffic.”11 He shot Ono’s exhibition with the same eye 
toward intelligibility and comprehensiveness that he demonstrated in his previ-
ous photo campaigns. The works are unexpectedly documented at close range, 
with only a few overall installation shots, as if the photographer considered the 
paintings to exist primarily on their own and not necessarily in their relationship 
to the visitors.

The AG Gallery was located on the second floor of a small building on Madison 
Avenue, on New York’s Upper East Side. Maciunas made a number of significant 
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4–15. Typescript for A Grapefruit in the World of Park. 1955/c. 1961.  
Twelve typewritten pages, each 11 x 8 1∕2" (27.9 x 21.6 cm)
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POSTERIORS 

In a sketch from 1971, part of a book of ideas for a possible one-woman intervention 
at The Museum of Modern Art, Yoko Ono drew images and wrote directives for an 
imagined exhibition called Posterity Show (fig. 1).1 Over the course of four frames 
and in the description that accompanies the drawings, Ono lays out her vision for 
a participatory work that would progress as the evening unfolded, in which “the 
backside of every person who attended the opening was photographed for world 
peace.” Illustrated by renderings of a variety of cropped cheeks hung on a wall, the 
text continues, “They were instantly blown up to appropriate size and exhibited in 
the posterity showroom.” Ono’s speculative piece (written in the past tense, as if 
it had already happened) incorporates and annexes the presumed spectators of 
the show, putting them, and their vulnerable bodies, on display. Along with provid-
ing simple renderings of their naked forms from behind, she labels some of her 
potential subjects: Salvador Dalí, Truman Capote, Jacqueline Onassis. One frame 
shows a photographer at work with his camera and tripod, and Ono explains that 
the pictures would later be aggregated into wallpaper for purchase, with proceeds 
benefiting the United Nations Children’s Fund (UNICEF, here spelled UNISEF).2 

With this unrealized project, Ono crystallizes her unique brand of corporeal institu-
tional critique—akin to what Chrissie Iles has dubbed the “erotic conceptualism” 
in Ono’s film works3—as she conjoins bared buttocks, upended museum proto-
col, and global politics. Playing on the close proximity of the words posterity and 
posterior, Ono offers a raucous alternative vision of a future art world that is con-
cerned with de-hierarchizing the artist, stripping down the audience, and securing 
world peace. These were issues she dealt with often, as in previous works like her 
instruction paintings and scores; her billboard project WAR IS OVER! (1969– ;  
pp. 200–203), conceived with John Lennon; and films including the two works 
titled Film No. 4 (1966–67; pp. 164–67), compilations of ambulating asses that she 
considered “a petition for peace.”4 

In Posterity Show, Ono blurs the public/private division, honing in on, uncovering, 
and celebrating a body part often associated with shame, excrement, and scatol-
ogy; the divide is further complicated when, according to Ono’s plan, the butt pic-
tures enter the realm of the domestic as decorative wallpaper. Art historian Mignon 
Nixon astutely grasps the double nature of Ono’s utilization of the derrière, noting 
that Film No. 4 is both “hypnotic and sweetly sixties” as a reminder of “a decade 
of love” as well as a “performance of a mock march.”5 Infantile but also militarized, 
the trooping backsides are a fraught locus of innocence, pleasure, and sensuality, 
but also disgrace, training, and parental discipline. In Freudian language, a fixation 
on the anal is an indication of psychological devolution or a “return from a higher 
to a lower state of development.”6 Ono’s bodies advance as they regress, a rejec-
tion of Freud’s terms and an implicit embrace of one of the least gender-specific 
erogenous zones (neither breast nor genitalia). Evoking looping bodily rhythms, 
oscillations between past and present, swerves away from strict linearity, fleshy 
reminders of physical processes that are not predicated on a male/female binary, 
Ono’s forward march of behinds prefigures and modulates what French theorist 
Julia Kristeva would, later that decade, call “women’s time.”7 
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sculpture, then it’s because of its mode of display—inviting viewers to go around 
it—and its three-dimensionality. The work is also, however, a readymade item—an 
object chosen, rather than created, by the artist. To complicate things further, it is a 
perishable item that requires replacement with every new showing. Not only does 
the fruit-as-artwork thus resist fetishization and commodification, but our focus 
shifts from the apple to the action of choosing it and displaying it to the public. As 
a result, each presentation of Apple should be regarded as a unique and singular 
performance of the work. The piece encapsulates precisely what makes Ono’s art 
so essential to our time: its capacity to always be in the present and to never make 
us look back. 

	 NOTES

1.	� Ono contributed to four other issues of The Campus: those 
dated May 4, 1955; May 11, 1955; September 28, 1955; and 
April 25, 1956.

2.	� See Edward M. Gomez, “Music of the Mind from the Voice 
of Raw Soul,” in Alexandra Munroe and Jon Hendricks, 
eds., Yes Yoko Ono (New York: Japan Society and Harry N. 
Abrams, 2000), p. 237n9.

3.	� In the Carnegie Recital Hall concert, Ono performed the 
piece, albeit without calling it by name, as part of AOS—To 
David Tudor. 

4.	� Yoko Ono, Grapefruit (Tokyo: Wunternaum Press, 1964), n.p.
5.	� Duchamp first proposed Fountain to the American Society 

of Independent Artists for inclusion in their inaugural exhibi-
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6.	� About the participation of Cage and Young, not listed in 
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Maciunas excerpted in the present volume, p. 70.

7.	� Yoko Ono, “Summer of 1961,” in Jon Hendricks, ed., with 
Marianne Bech and Media Farzin, Fluxus Scores and 
Instructions: The Transformative Years (Detroit: Gilbert and 
Lila Silverman Fluxus Collection, and Roskilde, Denmark: 
Museum of Contermporary Art, 2008), p. 40. This volume, 
p. 72.

8.	� Ibid.
9.	� Yoko Ono: Instruction Paintings (New York: Weatherhill, 

Inc., 1995), p. 5.
10.	� Thomas Kellein, The Dream of Fluxus: George Maciunas, 

An Artist’s Biography (London and Bangkok: Edition 
Hansjörg Mayer), p. 27.

11.	� Ibid., p. 28.
12.	� Barbara Moore, e-mail to Francesca Wilmott, August 6, 
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On Sunday, December 18, 1960, Yoko Ono opened the doors of her New York loft, 
at 112 Chambers Street, for an evening of piano and saxophone music headlined 
by California composer Terry Jennings. It was the inaugural event in what became 
known as the Chambers Street Loft Series (pp. 48–53). Organized by Ono and La 
Monte Young, a composer who had recently relocated from California, the series 
featured programs by notable artists, musicians, and dancers, such as Henry Flynt, 
Simone Forti, Jackson Mac Low, Richard Maxfield, Robert Morris, and Young himself. 
On that brisk winter evening, at the threshold of the new decade, Ono helped initiate 
a six-month series that was to significantly shape the direction of art in the 1960s. 

Ono had discovered the fourth-floor walk-up through Japanese artist Minoru Niizuma 
two months earlier, while visiting downtown Manhattan.1 Ono and composer Toshi 
Ichiyanagi, her husband at the time, were living on the Upper West Side, working 
various jobs and conducting cultural demonstrations for New York’s Japan Society. 
Born in 1933 in Tokyo, Ono had moved to New York State and enrolled in Sarah 
Lawrence College in 1953. She had previously been studying at Tokyo’s Gakushūin 
University, but wanted to be closer to her family, which had relocated to Scarsdale. 
In 1956, Ono left her music composition and literature studies at Sarah Lawrence 
to marry Ichiyanagi and pursue a life in New York City as an artist. 

During the 1950s, Ono and Ichiyanagi established relationships with critical figures 
in the New York art scene, including John Cage, whose class in experimental com-
position at the New School for Social Research inspired an interest in chance and 
improvisation in the rising generation of artists and musicians.2 Although Ono and 
her friends were beginning to find venues in which they could perform and exhibit 
their work, opportunities were limited.

When Niizuma learned that Ono was looking for an affordable space in which to 
present both her work and the work of others, he suggested renting a loft in down-
town Manhattan’s warehouse district.3 Greenwich Village, approximately twenty 
blocks uptown, had been the stomping ground of artists and musicians since the 
Beat Generation colonized it in the mid-1950s. Midtown, meanwhile, housed New 
York’s blue-chip concert halls. Though it seemed illogical to open her space so far 
south, Ono, after seeing the loft on Chambers Street, whose rent was $50.50 per 
month, envisioned a new frontier in which artists could present their work without 
the constraints of established institutions. “The night after I looked at that space,” 
she recalled, “I felt my whole fate was sealed.”4 

Ono transformed the low-ceilinged, gray-paneled loft into a vibrant meeting place 
for artists. She borrowed a baby grand piano from a friend and created makeshift 
furniture with fruit crates.5 Her favorite feature of the space was its skylight. “When 
you were in the loft,” she explained, “you almost felt more connected to the sky 
than to the city outside.”6

 
Jennings’s program inaugurating the loft series extended over two evenings 
and included multiple performers, setting a precedent for the ten events that fol-
lowed. Though the series skewed toward experimental music, a number of pro-
grams also incorporated visual art, dance, and performance, such as Forti’s Five 
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1. Yoko Ono with Figure (1926–30, cast 1937) by Jacques Lipchitz,  
The Museum of Modern Art, New York, c. 1961.  

Photograph: Minoru Niizuma
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Cage, Ichiyanagi, Young, and other musicians responded to Ono’s spoken reci-
tations, creating a jarring soundscape. The Times reported that the composition 
“called for instrumentalists to improvise sounds according to written, rather than 
notated, instructions, and their effects were supplemented by the amplified flush-
ing of a sanitary facility.”15 

In the spring of 1961, Ono learned that Lithuanian architect and designer George 
Maciunas, inspired by the concerts he had attended at her Chambers Street loft, 
was developing a performance program for his Upper East Side gallery, located at 
925 Madison Avenue. Maciunas ran the gallery with his friend Almus Salcius, who 
had been operating his own space in Great Neck, Long Island. They called their 
gallery the AG Gallery, at once combining the initials of their first names and ref-
erencing the avant-garde. Maciunas oversaw the gallery’s concert program, while 
Salcius organized visual art presentations.16 Maciunas also programmed a few 
exhibitions and invited Ono to present her first solo show in the space.

Paintings & Drawings by Yoko Ono (pp. 58–67) ran from July 17 to July 30, 1961. 
Ono recalled that attendance was slim, as many New Yorkers had vacated the 
city for the summer.17 Nonetheless, a number of important figures visited the 
show, including Cage, Flynt, Gordon, and Noguchi. The presentation centered on 
a group of instruction paintings, consisting of at least twelve canvases, and a 
small accordion-fold book, Painting Until It Becomes Marble. (The book by that 
title illustrated in pls. 17 and 18 may not be the same version shown at AG.) Ono 
also exhibited a selection of calligraphic ink drawings on paper. At least three of  
the instruction paintings, Painting to Be Stepped On (pl. 13), Shadow Painting  
(pl. 15), and Smoke Painting, had been realized in her loft, though it is possible 
that new versions of them were shown at AG. Whereas Ono had enacted some of 
the instructions herself at Chambers Street, here she distanced herself from the 
work by calling for viewer participation. 

Each canvas was assigned an instruction that Ono communicated to visitors ver-
bally or, in a few cases, on adjoining handwritten cards. For example, next to 
Painting in Three Stanzas (1961; pl. 11)—a canvas punctured by a vine—a short 
text encouraged viewers to imagine the work undergoing a cycle of death and 
rebirth (pl. 12). Such division between a work’s physical and conceptual manifes-
tations was acutely expressed in the catalogue for Ono’s 1966 London exhibition 
YOKO at INDICA: “Instruction painting separates painting into two different func-
tions: the instructions and the realization. The work becomes a reality only when 
others realize the work. Instructions can be realized by different people in many 
different ways. This allows infinite transformation of the work that the artist him-
self cannot forsee, and brings the concept of ‘time’ into painting.”18 Ono viewed 
her paintings not as finished works of art, but rather as mutable propositions 
dependent upon external conditions and the ways in which viewers interpreted 
her instructions. 

At the time of Ono’s show, Maciunas could no longer afford to pay the gallery’s 
electricity bill, and thus, in a break from his usual evening hours, kept the exhibition 
open only during the daytime. Ono reflected, “Sunlight streaming through the gal-
lery windows cast shadows on the canvases—making beautiful, natural changes 
to them throughout the day.”19 Indeed, the realization of one work, Shadow Painting 
(pl. 15), relied entirely on that play of shadows over its surface.

The AG Gallery exhibition marked the first time that Ono’s instruction paintings 
were presented together as a group. Only one year later, at the Sōgetsu Art Center 
in Tokyo, she exhibited just the text-based instructions (pls. 29–31), encouraging 
visitors to realize the paintings in their minds without her direct supervision or her 
canvases as a guide. By renouncing her artistic authority and privileging a work’s 
idea over its material form, Ono anticipated developments in Conceptual art.
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Dance Constructions & Some Other Things and Morris’s large-scale installation 
An Environment. Notable art-world personalities attended the series, including 
Cage, Jasper Johns, Robert Rauschenberg, Marcel Duchamp, Isamu Noguchi, 
Peggy Guggenheim, and Max Ernst, who visited around the time of his spring 
1961 Museum of Modern Art retrospective. Ono, however, grew frustrated with her 
male peers, who expressed little interest in her work. She reflected, “There was 
no mention that I should have a concert there, and I wasn’t going to be the one  
to mention it.”7 Despite never featuring in a program of her own, Ono participated 
in the works of others and presented, unannounced, at least six new pieces in 
the loft: Kitchen Piece, Smoke Painting, Pea Piece, Painting to Be Stepped On  
(pl. 13), Shadow Painting (pl. 15), and Add Color Painting.8

Ono’s lease for 112 Chambers Street contained a typewritten addition stating 
that the unit would serve as “an art studio for painting on canvas and like mate-
rial.”9 Though the lease neglected to specify the loft’s various other functions, it 
did note Ono’s use of canvas, which figured prominently in her work at the time. 
Ono purchased a large amount of the material from an army surplus store and 
used it to create the majority of her above-mentioned pieces at the loft. A num-
ber of these were carried out on a long stretch of the canvas that—as seen in a 
few of the existing photographs from the time (see, for example, pl. 3)—Ono had 
hung along one wall of the space. The six pieces she created for the loft series 
represent some of the earliest public enactments of her “instructions,” which 
she had been conceiving since the mid-1950s. Such instructions generally con-
sist of short written directives specifying actions to be carried out by Ono, by 
other participants, or by natural phenomena like sunlight. At Chambers Street, 
the artist realized many of the instructions herself. The instruction for Kitchen 
Piece reads: “Hang a canvas on a wall. Throw all the leftovers you have in the 
kitchen that day on the canvas. You may prepare special food for the piece.”10 
Beate Sirota Gordon, who in 1958 became the first performing arts director of 
the Japan Society, recalled witnessing Ono’s performance of Kitchen Piece and 
Smoke Painting in the Chambers Street loft:

Yoko ran to the refrigerator, took out some eggs, ran to a wall cov-
ered with a huge piece of white [canvas] and hurled the eggs onto 
the [canvas]. Then she ran back and got some jello which she also 
threw at the wall. Then she splattered some sumi-ink on the [can-
vas] and used her hands as paint brushes. When the painting was 
completed, she took a match and set fire to the [canvas]. . . . Luckily, 
John Cage had warned Yoko to put a fire retardant on the [canvas] 
so it burned slowly, and we escaped a fiery death.11

In the midst of the Chambers Street Loft Series, Ono was preparing for a three-
person program, An Evening of Contemporary Japanese Music & Poetry, with 
Ichiyanagi and Toshiro Mayuzumi at the Village Gate in Greenwich Village. In antic-
ipation of the concert, which took place on April 3, 1961, the three performers 
worked with Niizuma to create a series of publicity images. Along with traditional 
head-shots, Niizuma took photographs of the smartly dressed trio positioned 
around the baby grand piano in Ono’s loft. When the New York Times published 
one of Niizuma’s images alongside a review of the concert, however, Ono had 
been cropped out of the group (p. 74).12 Although she was one of the headlining 
artists, the article only cursorily discussed her contributions, focusing mainly on 
the performances of her male counterparts. 

Ono’s primary contribution to the Village Gate concert was an adaptation of her 
short story “Of a Grapefruit in the World of Park,” which had first appeared in the 
Sarah Lawrence College newspaper in 1955 (pp. 14–15).13 The original narrative 
revolved around a grapefruit, abandoned on a park table after a picnic. The 1961 
performance script introduced darker elements, including the lines, “Would you like 
to speak to the dead?” and “Is he the one who killed you?”14 In the performance, 
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to Japan the previous summer. Though she planned to stay for only two weeks to do 
a concert, she remained until September 1964.24 

In the roughly sixteen months leading up to her departure from New York, Ono had 
not only co-organized the highly influential Chambers Street Loft Series, presented 
her first one-woman exhibition, and performed her first solo concert, but had also 
nurtured ideas and relationships that would more fully develop during the decade 
ahead. The collaborative, process-oriented artworks that Ono and her peers boldly 
put forward during these early years set the tone for their work in the remainder of 
the ’60s. And yet, Ono was also unafraid to stand alone. She brazenly imagined 
a future in which she—a Japanese woman whose often immaterial artworks con-
trasted starkly with modernist precedents like the sculptural giants she had posed 
beside at MoMA—would expand the scope of our institutions to accommodate 
works that exist primarily in the mind.

—Francesca Wilmott

Around the time of Ono’s AG show, Maciunas asked her if she could think of a 
name for the circle of artists, musicians, and dancers who had exhibited and per-
formed together at venues like 112 Chambers Street and his gallery. Ono, however, 
had little interest in being subsumed under an artistic movement. She recalled: 
“The next day, George said ‘Yoko, look.’ He showed me “the word ‘Fluxus’ in a 
huge dictionary. It had many meanings, but he pointed to ‘flushing’. . . .  thinking it 
was a good name for the movement. ‘This is the name,’ he said. I just shrugged my 
shoulders in my mind.”20 Maciunas went on to establish Fluxus as an international 
group, in part inspired by the instructions, scores, and events that he first saw in 
the work of Ono and her peers.

Just days after her AG exhibition closed, Ono traveled to Montreal to perform A 
Grapefruit in the World of Park in the Semaine Internationale de Musique Actuelle—a 
weeklong festival of new music and performance, organized by Canadian com-
poser Pierre Mercure. As with her instruction paintings, A Grapefruit in the World of 
Park took a different form each time it was carried out, and in this performance Ono 
introduced props, including a garden hat hanging twenty feet above the stage. The 
Montreal Star recounted this latest incarnation as follows: “As Miss Ono read her 
lines (picked at random from the script), she was accompanied by a large number 
of loudspeakers through which was played a tape recording of what might have 
been the cries of some creature in a terminal stage of idiocy. Sample lines from 
Miss Ono’s script: ‘Let’s count the hairs of the dead child.’ ‘Drink Pepsi-Cola.’”21

A few months later, on November 24, 1961, Ono presented another version of A 
Grapefruit in the World of Park during her first solo concert, Works by Yoko Ono at 
Carnegie Recital Hall (pp. 68–69). Approximately twenty artists, musicians, and 
dancers participated in the performances, including Byrd, Jennings, Mac Low, 
Yvonne Rainer, and Young. Carnegie Recital Hall seated 299 people at the time, 
and, according to an account in the New York Times, the venue “was packed” for 
the concert.22 Throughout the evening, Ono used various strategies to engage her 
audience, such as turning the lights on and off, using microphones to amplify the 
sound of performers, and positioning a man at the back of the room in order to 
elicit fear in the audience that someone was behind them.23 

As with the Village Gate concert, Ono carefully considered publicity for the event. 
She created a poster by piecing together newspaper pages, over which she hand-
painted the concert details in large text. Maciunas, ever a master of marketing, 
photographed Ono with the poster in a series of promotional images that were 
ultimately never distributed (p. 12, fig. 1). The official concert program featured an 
image by Niizuma of Ono standing in MoMA’s sculpture garden alongside what 
appears to be Germaine Richier’s 1952 bronze The Devil with Claws (pl. 19). Other 
images from the session show Ono jovially posed with works including Gaston 
Lachaise’s Standing Woman (1932), Pierre-Auguste Renoir’s The Washerwoman 
(1917), and Jacques Lipchitz’s Figure (1926–30, cast 1937; pl. 1).

On January 8, 1962, Ono participated in a benefit to raise money for a publication 
titled An Anthology. Published by Young and Mac Low and designed by Maciunas, 
An Anthology brought together poetry, instructions, scores, and other texts by over 
twenty artists, including Ono. Many of the contributors would soon become iden-
tified with Fluxus. Maciunas moved to Germany in late fall 1961 and continued 
to send his designs back to Young and Mac Low in the United States, while they 
worked on raising the funds necessary to print and assemble the volume. Held 
at the Living Theatre, the January event featured Ono’s Touch Poem #5 (c. 1960; 
pp. 54–57)—a small booklet containing hair and collaged pieces of paper—in the 
lobby and The Chair #1, a performance in which Ono interacted with a chair on the 
dramatically lit theater stage. 

As Fluxus gained momentum, many of Ono’s friends began to disperse internation-
ally. On March 3, 1962, Ono departed for Tokyo, joining Ichiyanagi, who had returned 
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DECEMBER 18–19, 1960

Terry Jennings
Two Performances
With Toshi Ichiyanagi, Kenji Kobayashi, 
Scott La Faro, and La Monte Young

JANUARY 7–8, 1961

Toshi Ichiyanagi
Music
With Robert Dunn, Kenji Kobayashi,  
Jackson Mac Low, Richard Maxfield,  
Toshiro Mayuzumi, Simone Forti,1 Yoko Ono, 
David Tudor, and La Monte Young 

JANUARY 26–28, 1961
Held at Judson Memorial Church  

in Greenwich Village

Philip Corner
Music
With Charles Adams, Styra Avins, Ansel 
Baldonado, David Busher, Joseph Byrd, 
Du-Young Chung, Michael Corner, Terry 
Fracella, Jack Glick, Arlene Rothlein,2 
Malcolm Goldstein, Dick Higgins, Terry 
Jennings, Joel M. Katz, Alison Knowles, 
Kenji Kobayashi, Jackson Mac Low, Herbert 
Marder, Norma Marder, Norman Masonson, 
Skip Merems, Larry Poons, Florence Tarlow, 
Vincent Wright, Ralph Zeitlin, and  
Nicholas Zill

FEBRUARY 25–26, 1961

Henry Flynt
Music and Poetry
With Walter De Maria, Joe Kotzin, Simone 
Forti, and La Monte Young, among others

MARCH 4–5, 1961

Joseph Byrd
Music and Poetry
With Chester Anderson, Judith Dunn, 
Robert Dunn, Charlotte Greenspan, Toshi 
Ichiyanagi, Iris Lezak, Jackson Mac Low, 
Richard Maxfield, Simone Forti, Yoko Ono, 
David Tudor,3 Diane Wakoski, and  
La Monte Young

APRIL 8–9, 1961

Jackson Mac Low
Poetry, Music & Theatre Works
With Chester Anderson, Joseph Byrd, Robert 
Dunn, Spencer Holst, Toshi Ichiyanagi, 
Joan Kelly, Robert Kelly, Iris Lezak, 
Simone Forti, John Perreault, Shimon 
Tamari, Diane Wakoski, and La Monte Young

APRIL 28–30, 1961

Richard Maxfield
Three Evenings of Picnic and 
Electronic Music
With David Tudor and La Monte Young,  
among others

MAY 19–20, 1961

La Monte Young
Compositions
With Robert Dunn 

MAY 26–27, 1961

Simone Forti
Five Dance Constructions & 
Some Other Things
With Ruth Allphin, Carl Lehmann-Haupt, 
Marni Mahaffay, Robert Morris, Steve 
Paxton, Yvonne Rainer, and La Monte Young 
(audiotape)

JUNE 3–7, 1961

Robert Morris 
An Environment

JUNE 28–30, 1961

Dennis Lindberg 
Blind: A Happening 4

With Jake Bair, Charles Cost, and  
Ben Spiller

1.  �Simone Forti, then married to Robert Morris, appears throughout the programs for the series as Simone Morris.
2.  �Arlene Rothlein, as she is commonly known, was married to Malcolm Goldstein and was credited in the program as Arlene 

Goldstein.
3.  �David Tudor is not listed in the program for the event, but Joseph Byrd has indicated that he was one of the perform-

ers. See Joseph Byrd, interview by Klemen Breznikar, It’s Psychadelic Baby Magazine, February 9, 2013, http://psyche-
delicbaby.blogspot.com/2013/02/joseph-byrd-interview.html.

4.  �Ono does not recall this performance and may not have been present for it.

SCHEDULE FOR THE CHAMBERS STREET LOFT SERIES

All events took place at the 112 Chambers Street loft except for Philip Corner’s. Unless oth-
erwise noted, information reflects that which appears in the concert programs. The initial 
series schedule, as devised by Ono and La Monte Young, extended through Young’s performances. 
The contributions by Simone Forti, Robert Morris, and Dennis Lindberg were added later.
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CHAMBERS STREET LOFT SERIES
112 Chambers Street, New York

December 18, 1960–June 30, 1961

In December 1960, Yoko Ono rented a loft in down-
town Manhattan, on the top floor (the fourth) of a build-
ing located at 112 Chambers Street. She not only used 
the space as a studio but also offered it as a venue for 
artists, musicians, dancers, and composers struggling 
to find a place in a contemporary performance scene 
dominated by Midtown concert halls. Over the course 
of six months, Ono and La Monte Young presented the 
Chambers Street Loft Series. Ono recalls that there 
were as many as two hundred attendees on any given 
evening. These included art-world figures such as John 
Cage, Marcel Duchamp, Peggy Guggenheim, Jasper 
Johns, and Robert Rauschenberg. 
	 Each of the eleven artists participating in the 
series was given a scheduled time slot (usually two eve-
nings) to present his or her program. Several works com-
bined visual art and performance, blurring the distinctions 
between mediums. Simone Forti’s Dance Constructions, 
for example, included Huddle (1961), a performance in 
which participants climb atop one another to form an 
ephemeral human sculpture. Robert Morris’s installation 
An Environment (1961) provided a performative experi-
ence for visitors, who walked through Passageway, a 
plywood corridor painted gray that gradually narrowed 
and curved away from the entrance to the loft, with the 
faint sound of a heartbeat playing from above.
	 Though Ono did not present a program of her own, 
she participated in various works by others. Additionally, 
she installed her instruction-based paintings for the 
first time, demonstrating some of them on a horizontal 
stretch of canvas that she had hung in the space. She 
also used canvas for most of the works in her exhibition 
at AG Gallery that summer. Several of these works, such 
as Painting to Be Stepped On (1960/1961; pl. 13) and 
Shadow Painting (1961; pl. 15), were displayed during 
the Chambers Street Loft Series, although Ono may have 
made new versions of them for the AG presentation.
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4. Yoko Ono during the Chambers Street Loft Series. 1960 or 1961.  
Photograph: Minoru Niizuma 
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3. Unidentified performance in the Chambers Street Loft Series. 1961.  
Background: Yoko Ono’s Add Color Painting (1961)  

and other works in progress. Photograph: Minoru Niizuma
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2. Yoko Ono with friends at her loft during the Chambers Street Loft Series,  
1960 or 1961. Left to right: Ono, Simone Forti, John Cage,  

David Tudor, Kenji Kobayashi, La Monte Young, Toshi Ichiyanagi,  
and (standing on Ono’s Painting to Be Stepped On)  

Toshiro Mayuzumi and Isamu Noguchi. Photograph: Minoru Niizuma
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6. Program for Compositions by La Monte Young at 112 Chambers Street, New York.  
May 19 and 20, 1961. Spirit duplicate, 11 x 8 1∕2" (27.9 x 21.6 cm)
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5. Program for Music and Poetry of Henry Flynt at 112 Chambers Street, New York.  
February 25 and 26, 1961. Spirit duplicate, 11 x 8 1∕2" (27.9 x 21.6 cm)
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7 and 8 (next page). Touch Poem #5. c. 1960. Human hair, cut-and-pasted paper,  
and ink on paper, open 9 7∕8 x 13 7∕16" (25 x 34.1 cm); closed 9 7∕8 x 6 7∕8" (25 x 17.5 cm)

TOUCH POEM #555

TOUCH POEM #5
c. 1960

Touch Poem #5 is a handmade booklet whose thirty-two 
pages are punctuated with locks of black and red hair 
(Ono’s own and that of a friend) and horizontal strips 
of cut white paper. Containing no written text apart from 
the title, the poem turns the act of reading into a tactile 
encounter—viewers can run their hands over the pages 
to experience the various textures and the staccato pat-
terns of the paper collage elements, which differ in length 
and seem to be arranged according to a numeric or lin-
guistic logic. 
	 One of Ono’s earliest extant artworks, Touch 
Poem #5 was likely the fifth such object of a series, 
although no record remains of numbers one through four. 
It was first shown in the lobby of the Living Theatre, New 
York, on January 8, 1962, during a benefit concert for An 
Anthology, a publication edited by La Monte Young that 
included contributions by many artists who had partici-
pated in the Chambers Street Loft Series (pp. 48–53).  
In May 1962, Ono showed the work again—though 
possibly a new version of it—at the Sōgetsu Art Center, 
Tokyo, on the occasion of her concert and exhibition there  
(pp. 86–91). Throughout the 1960s, Ono explored the 
theme of touch in various formats, including postcards, 
instructions, and performances.  
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9. Yoko Ono with Painting to See in the Dark (Version 1) (1961), at AG Gallery,  
New York, July 1961. Photograph: George Maciunas
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PAINTINGS & DRAWINGS BY YOKO ONO
AG Gallery, New York

July 17–30, 1961

Paintings & Drawings by Yoko Ono, Ono’s first solo 
exhibition, took place in July 1961 at the short-lived 
AG Gallery, located at 925 Madison Avenue. Artist and 
designer George Maciunas and his friend Almus Salcius, 
an art dealer at the time, codirected the gallery. All the 
works on view in Ono’s exhibition were made earlier that 
year or completed during the course of the show, and are 
now lost or no longer extant.1

	 The paintings were manifestations of Ono’s 
instructions, which were communicated verbally to visi-
tors or written on cards placed beside the pieces. (Some 
of these works were first realized during the Chambers 
Street Loft Series, though different versions might have 
been shown at AG.) Most works required the participa-
tion of the artist or visitors. Smoke Painting involved 
burning holes in a piece of canvas with either a ciga-
rette or a candle; according to the instruction, the work 
was completed only when the canvas had been entirely 
destroyed. Painting to Be Stepped On (pl. 13) was placed 
on the floor and meant to be walked upon. (The circle of 
canvas in Waterdrop Painting [Version 1] [pl. 14] was 
cut from Painting to Be Stepped On and was installed 
nearby, with a bottle of water hung from the ceiling above 
it [pl. 16]). Other works relied on their environment to be 
realized. Shadow Painting (pl. 15), for instance, was a 
piece of canvas over which sunlight streaming through 
the windows (and through a translucent screen installed 
in front of them) cast shadows of the window framework 
and the lettering on the glass. 
	 The drawings were sumi-ink compositions on 
sheets of white paper and referred to the tradition of 
Japanese calligraphy. One work loosely resembled a 
musical staff missing the fifth line; another consisted of a 
field of black ink that almost entirely covered the sheet. 
	 Painting Until It Becomes Marble, an accordion-
fold book, was displayed alongside a bottle of sumi ink 
on a table placed before the windows and the translucent 
screen placed in front of them.2 According to the instruc-
tions for the piece, later published in the artist’s book 
Grapefruit (1964; pp. 100–105), visitors were asked “to 
cut their favorite parts until the whole thing is gone” or, 
alternatively, “to paint black ink over them.”3

	 1. The following paintings 
are known to have been included: 
Painting to Be Stepped On (pl. 13); 
A plus B Painting; Painting for the 
Wind; Painting in Three Stanzas 
(pls. 11, 12); Painting to Let the 
Evening Light Go Through; Painting 
to See in the Dark (Version 1) (pl. 9); 
Painting to See in the Dark (Version 
2); Painting Until It Becomes Marble; 
Shadow Painting (pl. 15); Smoke 
Painting; Time Painting; Waterdrop 
Painting (Version 1) (pl. 14); and 
Waterdrop Painting (Version 2).
	 2. The book by that title illus-
trated in this section [pls. 17, 18] may 
not be the same version that was 
shown at AG.
	 3. Yoko Ono, Grapefruit (Tokyo: 
Wunternaum Press, 1964), n.p.
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11. Painting in Three Stanzas. 1961. Installed in  
Paintings & Drawings by Yoko Ono. Sumi ink on canvas with vine, 

dimensions unknown. Instruction (pl. 12) partially visible at  
upper right. Photograph: George Maciunas

12. Instruction for Painting in Three Stanzas. 1961.  
Handwritten by Toshi Ichiyanagi. Ink on the  

back of an AG Gallery program announcement card,  
3 3∕8 x 10 5∕8" (8.5 x 27 cm)
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10. Poster for Paintings & Drawings by Yoko Ono. 1961.  
Designed by Yoko Ono and George Maciunas. Offset, 8 x 10 3∕16" (20.3 x 25.8 cm)
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14. Waterdrop Painting (Version 1). 1961.  
Installed in Paintings & Drawings by Yoko Ono.  

Sumi ink and water on canvas, dimensions unknown.  
Photograph: George Maciunas
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13. Painting to Be Stepped On. 1960/1961.  
Installed with instruction in Paintings & Drawings by Yoko Ono.  

Sumi ink on canvas, dimensions unknown.  
Photograph: George Maciunas
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16. View of Paintings & Drawings by Yoko Ono.  
From left: Waterdrop Painting (Version 1) (1961; pl. 14) (on floor);  

Painting Until It Becomes Marble (1961) (on table);  
and Painting to Be Stepped On (1960/1961; pl. 13) (on floor).  

Photograph: George Maciunas
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15. Shadow Painting. 1961. Installed in Paintings & Drawings by Yoko Ono.  
Sumi ink and shadows on canvas, dimensions unknown.  

Photograph: George Maciunas
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17 and 18. Painting Until It Becomes Marble. 1961.  
Ink on paper, unfolded 6 1∕4" x 9' 3 13∕16" (15.9 x 284 cm); folded 6 1∕4 x 4 1∕4" (15.9 x 10.8 cm)
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WORKS BY YOKO ONO
Carnegie Recital Hall, New York

November 24, 1961

Yoko Ono’s 1961 Carnegie Recital Hall presentation, her 
first solo concert, included A Grapefruit in the World of 
Park, A Piece for Strawberries and Violin, and AOS—To 
David Tudor. A fourth work, Hide Piece, was also per-
formed, although it was not listed on the concert program 
and may have been incorporated into one of the other 
performances. About twenty of Ono’s friends partici-
pated in the Carnegie concert, playing various roles. 
	 In A Grapefruit in the World of Park, Ono recited 
a text into a microphone on the darkened stage. The text 
was based on a short narrative she wrote that was pub-
lished in her college newspaper in 1955 and that unfolds 
around the peeling and distribution of a grapefruit at a pic-
nic. The performed work, which Ono had first presented 
in April at New York’s Village Gate, was a radically differ-
ent version, now a series of phrases, sometimes dispa-
rate, with macabre elements like the repeated statement, 
“Let’s count the hairs of the dead child.”1 Ono instructed 
musicians to improvise in response to the verses. As in 
the Village Gate concert, a performer stationed in the 
bathroom with a stopwatch and microphone flushed a 
toilet at designated times, providing a humorous real-
world intrusion into the event. 
	 A Piece for Strawberries and Violin comprised, 
as noted by one reviewer, “neither strawberries nor vio-
lin.”2 Choreographer Yvonne Rainer and another female 
performer took turns standing up and sitting down. 
They then began to eat from a table at the center of 
the stage. This seemingly mundane activity escalated 
as the sounds of their actions were increasingly ampli-
fied by a microphone hidden somewhere nearby. The 
work ended with the performers smashing their dishes, 
an unexpected finale highlighted by several critics who 
reviewed the concert.
	 The last performance, AOS—To David Tudor, 
was a complex opera, with parts set to a soundtrack con-
sisting of recorded words and mumblings, Ono’s own 
distinctive vocalizations, and audio playback of events 
that had been recorded earlier in the performance. In 
the first act, the lights were turned off and participants 
attempted to read newspapers by match light. In the next, 
tin cans and chairs were bound to a group of performers 
who were instructed to move across the stage without 
making a noise. Toward the end of the concert, a large 
canvas was hung across the stage. Dancers cut holes 
through the material and stuck out their limbs and various 
objects, such as flashlights, as an audiotape of Ono’s 
vocal improvisations played.

	 1. Reproductions of the text as  
it appeared in Ono’s school newspa-
per appear on pp. 14–15. The type-
script for the later version appears on 
pp. 18–19.
	 2. Alan Rich, “Far Out Music Is 
Played at Carnegie,” New York Times, 
November 25, 1961. This volume, p. 76.
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19 and 20. Recto (top) and verso (bottom) of program flier 
for Works by Yoko Ono. 1961. Designed by Ono and incorporating photograph  

by Minoru Niizuma. Offset, 5 1∕2 x 8 1∕2" (13.9 x 21.6 cm)
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The idea was mine, and we did it together.

—Yoko Ono, November 18, 2014

CHAMBERS STREET LOFT SERIES

701960–1962

 ... if you are going to talk about being fair to Jackson 
MacLow who’s credit was taken by Andy Warhol, etc., use the 
same caution and sense of justice to write about Chamber Street 
Loft, you shouldn’t write as if La Monte Young was the producer 
just because he has taken the credit for it. I agree with him 
or you that he was the editor of the Anthology magazine, but  
I don’t agree at all that he was the producer of the shows at 
my loft. I am not alone in this.

Once I tried to tell you on the phone about what happened in 
Chamber Street Loft—and you stopped me from talking about it by 
saying “We don’t talk about the past—that’s past”. But if you 
are going to write about “the past”, it’s only fair to find out 
my side of the story of what happened there—because you were 
not there and didn’t know.

For instance, Marcel Duchamp was brought by Earle Brown, not 
John Cage. In my Village Gate Concert, John Cage, David Tudor, 
and LaMonte Young performed in my piece as well—this was 
decided at the last moment, and was done. So I repeat, don’t 
talk about what you don’t know.

—Excerpt from a letter by Yoko Ono to George Maciunas,  
December 3, 1971.

A LETTER TO GEORGE MACIUNAS
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Toshi stopped there. He didn’t do any more cards. Why? Why not? 
You can see those two signs glaring out of those photos from 
the show that have managed to survive all these years later. I 
am very thankful for those two cards—without them, no one would 
ever know that this was my first show of Instruction Paintings.

When George and I finally put up all the paintings, and put a 
card that said 400 dollars on the side of each painting, we 
looked at each other. What if somebody bought one painting? 
What are we going to do then?” If somebody bought one painting, 
we can go to Europe!” he said. We felt like somebody already 
bought one. We became so happy we suddenly took each other’s 
hands and danced around the room.

George said we had to have a name for this movement that was 
happening. “You think of the name,” he told me. I said, “I 
don’t think this is a movement. I think it’s wrong to make it 
into a movement.” To me, “movement” had a dirty sound—like we 
were going to be some kind of an establishment. I didn’t like 
that. So I didn’t think of any name.

The next day, George said “Yoko, look.” He showed me the word 
“Fluxus” in a huge dictionary. It had many meanings, but he 
pointed to “flushing.” “Like toilet flushing!” he said laugh-
ing, thinking it was a good name for the movement. “This is the 
name,” he said. I just shrugged my shoulders in my mind.

The summer of 1961 was very hot, and only few people came 
to the show. I remember some dear friends who did show up. I 
remember explaining the Smoke Painting to John Cage, and actu-
ally made thin smoke come out of the canvas ... like the smoke 
you get from burning incense. I remember Beate Gordon and her 
daughter, Nicky, who were encouraging about my work. That was 
a nice surprise. Beate called me later, and said, “Yoko, Nicky 
liked it. I was so scared that she would not like it, that I 
told her not to say anything. I found out later that she actu-
ally liked it and wanted to say something, but I told her not 
to say anything!” We both laughed. I remember Isamu Noguchi, 
stepping on Painting To Be Stepped On with a pair of elegant 
Zohri slippers. All that seems like yesterday.

George had a closet full of very expensive canned goods. They 
were canned gourmet nobody wanted to buy because they were so 
expensive. A friend of his had the great idea that it would 
make a fortune, which it didn’t. So George got them. That was 
our meal every day: canned foie gras. It wasn’t bad. But I 
thought it needed something with it. Just something.

We used to walk around the city. It was warm and rather 
quiet. Most people on the Upper East Side probably went to the 
Hamptons or something. We felt good, like we owned the city. 
Both of us were totally bigheaded people. So, yes, we were the 
owners of something. Maybe not the city, but something... maybe 
not so tangible.... As they say, those were the days.

y.o.
April ‘08
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Early summer, I got a call from one of the artists who did one 
of the evening performances at my loft on Chambers Street. He 
said there was this guy who opened a midtown gallery on Madison 
Avenue and was planning to do exactly what I had been doing 
in my Chambers Street loft. All the Chamber Street Series art-
ists were now lining up in front of his gallery, the artist 
said. “The guy got the idea when he came to one of the eve-
nings at your loft. His name is George Maciunas. You were prob-
ably introduced. Do you remember him?” I didn’t. There were 
about 200 people attending those evenings at my loft. Many of 
them wanted to say hello to me. So I might have been introduced 
to the guy. I felt a bit miserable. “You’re finished, Yoko. 
He’s got all your artists.” “Oh,” I thought, so the Chamber 
Street Loft series would be over. Finito. That didn’t make me 
feel that bad. So what’s next? Then I got a call from George 
Maciunas himself. He wanted to do my art show in his gallery. 
Nobody ever thought of giving me a show yet in those days. So 
the guy who supposedly “finished me off” is now giving me a 
show? Things work in mysterious ways. I was happy.

It was dusk when I visited the AG gallery for the first 
time. The staircase in the hall was already half dark. I went 
upstairs, and the door was wide open. I entered into an already 
dark room. I heard some people just whispering to each other 
and laughing in another room. The light was coming from that 
room. As I walked over, I saw a very handsome man, obviously 
European, with a beautiful woman sitting together at a table in 
candlelight. They both looked at me. I remember thinking what 
a romantic picture the two of them made! There was an IBM type-
writer on the table gleaming in the dark. One of the artists 
had once commented, “That IBM typewriter! That alone must be 
something. Just means he’s rich!” But turns out, everything was 
not as it seemed.

The very young and pretty woman George was sitting with was 
actually his mother. They used the candle because the electric-
ity was cut off. And that great looking IBM typewriter? It was 
a loaner. George also had phones everywhere. There was a story 
for that, too. He told me his phone service was listed under a 
new name every month. Whenever his phone was cut off, he just 
registered a new phone under a new name. Of course, that night 
I, like the rest of the artists, just thought, “WOW!”

George told me that he wanted to do a show of my artwork. That 
was to be the last show in this gallery. The electricity was 
already cut off, so we had to do it just during the day. That 
did not faze me. So I started to assemble the works I wanted to 
show. The fact that there was no electricity actually worked 
to my advantage—sunlight streaming through the gallery windows 
cast shadows on the canvases, making beautiful, natural changes 
to them throughout the day. The works on display all had some 
function. I stood in the gallery, and when people came, I took 
them around to each painting, and explained what the function 
of each piece was. I asked Toshi Ichiyanagi to write out cards 
explaining the functions to display on the side of each paint-
ing. Well, he managed to write two cards. One was Painting To 
Be Stepped On, and the other was Painting In Three Stanzas. 

SUMMER OF 1961
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Gene Swenson, Artnews 60, no. 5 (September 1961): 17.
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Ross Parmenter, “Contemporary Japanese  
Offering at the Village Gate Proves Unusual 

Fare,” New York Times, April 4, 1961.

Yoko Ono, Toshi Ichiyanagi, and  
Toshiro Mayuzumi. 1961.  

Uncropped photograph by Minoru Niizuma.
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WORKS IN THE EXHIBITION

A number of works, such as Touch Poem 
for Group of People (1963; pl. 32) and Bag 
Piece (1964; pp. 110–13), will be performed 
with the participation of the public and are  
not noted on this selected checklist. The 
checklist also does not include various 
ephemera, albums, and new realizations or 
interventions carried out by Yoko Ono on  
the occasion of the exhibition. 

WORKS BY YOKO ONO

Touch Poem #5. c. 1960 (plates 7, 8) 
Human hair, cut-and-pasted paper,  
and ink on paper, open 9 7∕8 x 13 7∕16" (25 x 
34.1 cm); closed 9 7∕8 x 6 7∕8" (25 x 17.5 cm)
Private collection

Instruction for Painting in Three Stanzas. 
1961 (plate 12)
Handwritten by Toshi Ichiyanagi
Ink on the back of an AG Gallery program 
announcement card, 3 3∕8 x 10 5∕8"  
(8.5 x 27 cm)
Private collection
 
Painting Until It Becomes Marble. 1961 
(plates 17, 18)
Ink on paper, unfolded 6 1∕4 x 9' 3 13∕16"  
(15.9 x 284 cm); folded 6 1∕4 x 4 1∕4" (15.9 x 
10.8 cm)
Private collection

A Plus B Painting and Smoke Painting. 
1961
Burned cardboard with magazine clipping 
adhered to verso, 6 13∕16 x 4 1∕2" (17.3 x  
11.4 cm)
Private collection

Sky Machine. 1961/1966 (plates 57, 58)
Stainless steel dispenser, stainless steel 
pedestal, and cards with graphite inscrip-
tions, 51 3∕16 x 16 1∕8 x 16 1∕8" (130 x 41 x  
41 cm); each card 1 x 1 3∕4” (2.5 x 4.5 cm).
Inscription: “WORD MACHINE PIECE #1 
‘SKY MACHINE’ BY YOKO ONO 1961, 
REALIZED BY ANTHONY COX 1966”
The Museum of Modern Art, New York. 
The Gilbert and Lila Silverman Fluxus 
Collection Gift, 2008 

Add Color Painting. 1961/1966 (plate 69)
Paint, newspaper, and foil on canvas,  
15 15∕16 x 15 15∕16" (40.5 x 40.5 cm)
Private collection

Painting to Hammer a Nail. 1961/1966
Painted wood panel, nails, metal chain, 
and painted hammer, 13 3∕4 x 10 1∕2 x  
4 1∕2" (34.9 x 26.6 x 11.4 cm)
Private collection

Instructions for Paintings. 1962
Twenty-two works corresponding to the  
following instructions by Yoko Ono:

Painting for a Broken Sewing 
Machine.1961 winter

Painting to Be Constructed In Your 
Head. 1961 winter 
  �  (“Look through a phone book 

from the . . . ”)
Painting to Hammer a Nail. 1961 

winter (plate 31)
Painting for the Buriel. 1961 summer
Painting for the Wind. 1961 summer
Painting in Three Stanzas. 1961  

summer (plate 30)
Painting to Enlarge and See. 1961 

summer
Painting to Let the Evening Light  

Go Through.  
1961 summer

Painting to See the Sky. 1961  
summer

Painting Until It Becomes Marble. 
1961 summer

Smoke Painting. 1961 summer  
(plate 29)

A Plus B Painting. 1961 autumn 
  �  (“Cut out a circle on  

canvas A . . . ”)
A Plus B Painting. 1961 autumn 

  �  (“Let somebody other than 
yourself cut out . . . ”)

Painting to See the Room. 1961 
autumn

Painting to Shake Hands. 1961 
autumn 

Waterdrop Painting. 1961 autumn
Painting to Be Constructed In Your 

Head. 1962 spring 
  �  (“Observe three paintings 

carefully . . . ”)
Painting to Be Constructed In Your 

Head. 1962 spring 
  �  (“Imagine dividing the canvas 

into twenty . . . ”)

Painting to Be Constructed In Your 
Head. 1962 spring 
  �  (“Hammer a nail in the center  

of a piece . . . ”)
Painting to Be Constructed In Your 

Head. 1962 spring 
  �  (“Go on transforming a  

square canvas . . . ”) 
Portrait of Mary. 1962 spring 

(“Send a canvas to a Mary of  
any country . . . ”)

Painting to See the Sky. 1962  
(plate 28)

Handwritten by Toshi Ichiyanagi
Ink on paper, each 9 13∕16 x 14 15∕16"  
(25 x 38 cm)
Gilbert B. and Lila Silverman Collection, 
Detroit

Pieces for Orchestra to La Monte Young. 
1962/1965
Ballpoint pen on cardstock, and transfer  
type and graphite on four boards,  
card 3 1∕16 x 4 15∕16" (7.7 x 12.6 cm);  
sheet (“TEAR”) 3 3∕16 x 3 9∕16" (8.1 x  
9.1 cm); sheet (“RUB”) 3 1∕8 x 3 1∕4"  
(7.9 x 8.3 cm); sheet (“PEEL”) 3 5∕16 x 3 3∕4" 
(8.4 x 9.6 cm); sheet (“TAKE OFF”) 
3 1∕8 x 5 1∕4" (8 x 13.3 cm) 
The Museum of Modern Art, New York.  
The Gilbert and Lila Silverman Fluxus 
Collection Gift, 2008

Soundtape of the Snow Falling at Dawn. 
1963/1965
Audiotape, metal container, and offset, con-
tainer (closed) 3∕4 x 1 15∕16" (1.8 x 5 cm) 
Collection Jon and Joanne Hendricks

Birth Announcement and Announcement 
for Grapefruit. 1963 (plate 41)
Five offset sheets mailed in envelope, 
envelope 3 1∕4 x 7 15∕16" (8.3 x 20.2 cm); 
sheet (“Grapefruit”) 14 3∕16 x 9 15∕16" (36 x 
25.3 cm); sheet (“No. 81”) 9 1∕16 x 2 5∕16"  
(23 x 5.9 cm); sheet (“first performed by . . . ”)  
9 1∕16 x 2 5∕16" (23 x 5.9 cm); sheet  
(‘No. 86’) 9 1∕16 x 2 3∕16" (23 x 5.6 cm);  
sheet (“the price of the book . . . ”)  
9 1∕16 x 2 11∕16" (23 x 6.8 cm) 
Private collection

Typescript for Grapefruit. 1963–64
One hundred fifty-one typewritten cards, 
some with ink additions, each 5 1∕2 x 4 1∕8" 
(14 x 10.5 cm)
Private collection
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A Box of Smile. 1967
Engraved sterling silver box with mirror,  
2 11∕16 x 2 1∕2 x 2 1∕2" (6.8 x 6.4 x 6.4 cm)
Private collection

A Box of Smile. 1967/1971
Engraved plastic box with mirror, 2 3∕8 x  
2 1∕8 x 2 1∕8" (6 x 5.4 x 5.4 cm)
The Museum of Modern Art, New York.  
The Gilbert and Lila Silverman Fluxus 
Collection Gift, 2008

A Box of Smile. 1967/1971 
Engraved wooden box with mirror, 4 13∕16 x  
4 13∕16 x 2 1∕2" (12.2 x 12.2 x 6.4 cm)
The Museum of Modern Art, New York.  
The Gilbert and Lila Silverman Fluxus 
Collection Gift, 2008

Film No. 5 (Smile). 1968 
16mm film transferred to DVD (color, 
sound), 51 min.
Private collection

Fly. 1970 (plates 92–94)
16mm film transferred to DVD (color, 
sound), 25 min.
Private collection

The Museum of Modern Art Show. 1971
16mm film transferred to DVD (color, 
sound), 7 min.
Private collection

Museum Of Modern (F)art. 1971  
(plates 95–97)
Exhibition catalogue, offset, 11 13∕16 x  
11 13∕16 x 3∕8" (30 x 30 x 1 cm). Publisher: 
the artist, New York
The Museum of Modern Art Library,  
New York

WORKS BY  
YOKO ONO AND JOHN LENNON

Air Bottles. 1967
Half-A-Letter
Half-A-Shoe
Half-A-Painting
Half-A-Jacket
Half-A-Door
Half-A-Cupboard 
Half-A-Music
Half-A-Wind
Half-A-Life

Glass jars with ink-on-paper labels,  
dimensions vary
Private collection

Bed-In. 1969
16mm film transferred to DVD (color, 
sound), 70:56 min. 
Private collection

WAR IS OVER! 1969 (plate 87)
Offset, 29 15∕16 x 20" (76 x 50.8 cm)
The Museum of Modern Art, New York. 
The Gilbert and Lila Silverman Fluxus 
Collection Gift, 2008

SELECTED EPHEMERA

Poster for Paintings & Drawings by Yoko 
Ono, AG Gallery, New York. 1961 (plate 10)
Designed by Yoko Ono and  
George Maciunas
Offset, 8 x 10 3∕16" (20.3 x 25.8 cm)
The Museum of Modern Art, New York.  
The Gilbert and Lila Silverman Fluxus 
Collection Gift, 2008

Photograph conceived as poster for  
Works by Yoko Ono, Carnegie Recital Hall,  
New York. 1961 (p. 12)
Poster by Yoko Ono. Photograph by  
George Maciunas
Gelatin silver print, 9 15∕16 x 7 15∕16"  
(25.3 x 20.2 cm)
The Museum of Modern Art, New York.  
The Gilbert and Lila Silverman Fluxus 
Collection Gift, 2008

Program flier for Works by Yoko Ono, 
Carnegie Recital Hall, New York. 1961 
(plates 19, 20)
Designed by Yoko Ono and incorporating 
photograph by Minoru Niizuma
Offset, 5 1∕2 x 8 1∕2" (13.9 x 21.6 cm)
The Museum of Modern Art Archives,  
New York. The Gilbert and Lila Silverman 
Fluxus Collection Archives, I.936

Invitation to Works of Yoko Ono, Sōgetsu 
Art Center, Tokyo. 1962 (plate 23)
Designed by Yoko Ono
Offset and letterpress with beansprout,  
18 3∕4 x 4 1∕2" (47.6 x 11.4 cm) 
Keiō University Art Center and Archives, 
Tokyo

Invitation to Works of Yoko Ono, Sōgetsu 
Art Center, Tokyo. 1962 
Designed by Yoko Ono
Offset and letterpress, 18 3∕4 x 4 1∕2"  
(47.6 x 11.4 cm)
Private collection

Poster for Contemporary American  
Avant-Garde Music Concert: Insound and 
Instructure, Yamaichi Hall, Kyoto. 1964
Designed by Yoko Ono
Offset, 38 5∕8 x 15" (98.1 x 38.1 cm)
Private collection

Tickets for Three Kyoto Events: 
Contemporary American Avant-Garde 
Music Concert: Insound and Instructure, 
Yamaichi Hall; Evening till Dawn, Nanzenji 
Temple; Symposium: !, French Cancan 
Coffee House. 1964 (plate 22)
Designed by Yoko Ono
Four offset sheets with ink stamps,  
each 2 7∕8 x 9 15∕16" (7.3 x 25.2 cm) 
Private collection

Flier for New Works of Yoko Ono, Carnegie 
Recital Hall, New York. 1965
Offset, 11 x 8 1∕2" (27.9 x 21.6 cm)
The Museum of Modern Art Archives,  
New York. The Gilbert and Lila Silverman 
Fluxus Collection Archives, I.936

Program for New Works of Yoko Ono, 
Carnegie Recital Hall, New York. 1965
Designed by Yoko Ono
Offset, 11 x 5 5∕16" (28 x 13.5 cm)
The Museum of Modern Art, New York.  
The Gilbert and Lila Silverman Fluxus 
Collection Gift, 2008

Announcement for Morning Piece (1964) 
to George Maciunas, roof of Yoko Ono’s 
apartment building, New York. 1965  
(plate 37)
Designed by George Maciunas
Offset, 8 9∕16 x 11" (21.8 x 27.9 cm) 
The Museum of Modern Art, New York.  
The Gilbert and Lila Silverman Fluxus 
Collection Gift, 2008

Poster for DIAS Presents Two Evenings 
with Yoko Ono, Africa Centre, London. 
1966 (plate 67)
Offset, 23 1∕2 x 17 15∕16" (59.7 x 45.5 cm)
The Museum of Modern Art, New York.  
The Gilbert and Lila Silverman Fluxus 
Collection Gift, 2008

Poster for showing of Film No. 4, Jacey-
Tatler, London. 1967 (plate 74)
Designed by Yoko Ono
Offset, 13 x 8" (33 x 20.3 cm)
Private collection

Invitation to preview of Yoko Ono Half-A-
Wind Show, Lisson Gallery, London. 1967
Designed by Yoko Ono
Offset, 10 x 8" (25.4 x 20.3 cm) 
Private collection
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Grapefruit. 1964 (plate 42)
Artist’s book, offset, each page 5 7∕16 x  
5 7∕16" (13.8 x 13.8 cm); overall (closed)  
5 7∕16 x 5 7∕16 x 1 1∕4" (13.8 x 13.8 x 3.2 cm). 
Publisher: Wunternaum Press (the artist), 
Tokyo. Edition: 500
The Museum of Modern Art, New York.  
The Gilbert and Lila Silverman Fluxus 
Collection Gift, 2008

Piece for Nam June Paik no. 1. 1964 
Ink on paper, 11 x 8 9∕16" (28 x 21.7 cm)
The Museum of Modern Art, New York.  
The Gilbert and Lila Silverman Fluxus 
Collection Gift, 2008

English notice for Morning Piece. 1964 
(plate 33)
Ink on paper, 11 5∕8 x 8 1∕4" (29.5 x 21 cm) 
Private collection

Japanese notice for Morning Piece. 1964
Ink on paper, 11 5∕8 x 8 1∕4" (29.5 x 21 cm) 
Private collection

Sign used in Morning Piece. 1964  
(plate 35)
Ink on paper, 10 x 14 3∕16" (25.4 x 36 cm)
Private collection

Morning Piece. 1964 (plate 36)
Future mornings:

May 24, 1972, until sunrise
May 24, 1972, all morning
February 3, 1987, until sunrise
February 3, 1987, after sunrise
February 4, 1987, until sunrise
February 4, 1987, all morning
February 18, 1991, until sunrise
March 3, 1991, until sunrise
March 3, 1991, after sunrise
August 3, 1995, until sunrise
August 3, 1995, all morning
September 8, 1995, after sunrise
September 8, 1995, all morning
November 16, 1996, after sunrise
December 27, 1999, until sunrise
December 27, 1999, after sunrise
December 27, 1999, all morning

Glass, paper, ink, and glue, dimensions vary
Private collection

NIGHT AIR JUNE 16 夜 1964. 1964 
Glass bottle with ink-on-paper label,  
6 1∕4 x 13∕16" (15.8 x 2.1 cm)
The Museum of Modern Art, New York.  
The Gilbert and Lila Silverman Fluxus 
Collection Gift, 2008 

NIGHT AIR JULY 3 NIGHT 1964. 1964
Glass bottle with ink-on-paper label,  
6 7∕16 x 13∕16" (16.4 x 2 cm) 
The Museum of Modern Art, New York. 
The Gilbert and Lila Silverman Fluxus 
Collection Gift, 2008

Cut Piece. 1964
Film by David and Albert Maysles. 
Performance by the artist, Carnegie Recital 
Hall, New York. 1965
16mm film transferred to DVD (black-and-
white, sound), 9:10 min.
Private collection

Self Portrait. 1965
Envelope with graphite and stamped ink, 
containing metal mirror, envelope 2 7∕16 x  
4 1∕4" (6.2 x 10.8 cm); mirror 1 15∕16 x 1 15∕16" 
(4.9 x 5 cm)
The Museum of Modern Art, New York.  
The Gilbert and Lila Silverman Fluxus 
Collection Gift, 2008

Typescript for Do It Yourself Fluxfest 
Presents Yoko Ono & Dance Co. c. 1965 
Thirteen typed sheets (twelve originals  
and one inkjet reproduction), pen additions 
by George Maciunas and Yoko Ono, some 
with cut-and-pasted paper, each approx.  
8 11∕16 x 5 9∕16" (22.1 x 14.2 cm)
The Museum of Modern Art, New York.  
The Gilbert and Lila Silverman Fluxus 
Collection Gift, 2008

Do It Yourself Fluxfest Presents Yoko Ono & 
Dance Co. 1966 (plate 59)
Designed and produced by George 
Maciunas
Offset, 22 1∕16 x 16 15∕16" (56 x 43 cm). 
Publisher: Fluxus Edition 
The Museum of Modern Art, New York. 
The Gilbert and Lila Silverman Fluxus 
Collection Gift, 2008

Do It Yourself Fluxfest Presents  
Yoko Ono & Dance Co. 1966 
Designed and produced by George 
Maciunas
Plastic box with twenty offset cards, box  
4 5∕16 x 4 1∕16 x 1∕2" (11 x 10.3 x 1.3 cm);  
each card 4 x 4” (10.1 x 10.1 cm). 
Publisher: Fluxus Edition
The Museum of Modern Art, New York.  
The Gilbert and Lila Silverman Fluxus 
Collection Gift, 2008

Match Piece (or No. 1). 1966
Realization of the instruction Lighting 
Piece, 1955
16mm film transferred to DVD  
(black-and-white, silent), 5 min.
Included in the Fluxfilm Anthology  
compiled by George Maciunas in 1966
Private collection

Eyeblink. 1966
16mm film transferred to DVD  
(black-and-white, silent), 35 sec. 
Included in the Fluxfilm Anthology  
compiled by George Maciunas in 1966
Private collection

Apple. 1966 (plate 70)
Plexiglas pedestal, brass plaque, and 
apple, pedestal 45 x 6 11∕16 x 6 15∕16"  
(114.3 x 17 x 17.6 cm)
Private collection

White Chess Set. 1966 (plate 71)
Wooden table, two chairs, and chess set, 
all painted white, 30 5∕16 x 24 1∕16 x 24 1∕16" 
(77 x 61.1 x 61.1 cm)
museum moderner kunst stiftung  
ludwig wien

Ceiling Painting. 1966 (plate 72)
Painted ladder, label, metal chain,  
magnifying glass, and framed ink on paper, 
ladder 71 15∕16 x 19 1∕4 x 47 1∕2" (182.8 x  
48.9 x 120.6 cm); framed ink on paper  
3∕4 x 25 1∕2 x  
22 3∕16" (2 x 64.8 x 56.4 cm)
Private collection

Forget It. 1966 
Engraved Plexiglas pedestal and stainless 
steel needle, pedestal 49 13∕16 x 12 x 12" 
(126.5 x 30.5 x 30.5 cm); needle 3 1∕4"  
(8.2 cm) 
Private collection

9 Concert Pieces for John Cage. 1966
Ink on paper, fifteen sheets, each 10 1∕4 x  
7 7∕8" (26 x 20 cm)
John Cage Notations Collection, 
Northwestern University Library

Mend Piece. 1966/1968
Broken cup, tube of glue, ink on paper,  
and ink on collaged box, dimensions vary 
upon installation
Collection Jon and Joanne Hendricks

Sky TV. 1966/2015
Camera, television, and closed-circuit  
wiring, dimensions vary upon installation
Private collection

Film No. 4. 1966–1967 (plate 75)
16mm film transferred to DVD  
(black-and-white, sound), 80 min.
Private collection

Wrapping Event. 1967
16mm film transferred to DVD  
(color, soundtrack absent), 26 min.
Private collection

Three Spoons. 1967 (plate 66)
Plexiglas pedestal, silver plaque, and four 
silver spoons, pedestal 55 x 11 1∕4 x 11 1∕4" 
(139.7 x 28.5 x 28.5 cm)
Gilbert B. and Lila Silverman Collection, 
Detroit

Half-A-Room. 1967 (plate 79)
Domestic objects cut in half, most painted 
white, dimensions vary upon installation
Private collection

Glass Keys to Open the Skies. 1967
Four glass keys and Plexiglas box  
with brass hinges, box 7 1∕2 x 10 x 1 1∕2"  
(19.1 x 25.4 x 3.8 cm)
Private collection
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