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Art Workers should come to the SCHOOL CF VISUAL ARTS auditorium
209 East 23rd. Street, on Thrusaday April 10, between the hours
of six and ten in the evening to hear and give testimony 1in:

AN OQFPEN PUBLIC HEARING CN THE SUBJECT:

WHAT SHCULD BE THE PROGRAM OF THE AHT WORKERS REGARDING

MUSEUM REFCORM

AND

IC ESTABLISE THE PROGRAM OF AN CPEN ART WORKERS COALJITICN

This hearing will be held according to certaln rules. Every
art worker who wishes to alr his views will be permitted to
make a statement of hils attitudes and complaints about all

art institutions and condlitions, regardless of his polnt of
view in strictly artistic matters, and regardless of hils pre-
vious or actual affiliation with any art institutions or act-
ivities. A1)l witnesses are encouraged to present their views
in writing to make the task of producling a complete record of
the testimony easler. Written materlal too lengthy to be read
aloud may be inserted entlre into the record. East witness muat
announce or sign hls name 1n connection with his statement. No
credentials are required.

East person whe wishes to speak will be assigned, upon arrival,
an approximate time for speaklng. Any witness who does not

wish to wait or return for his turn, may glive the secretary a
brief statement to be read at the appropriste time. Statements
may also b read by persons other than whose signature they bear.
Statements may alsc be amde by groups provided that a2 member of
the group signs his name. Witnesses may arrive at the meeting at
any time. Additiconal witnesses willl not be admitted te the 1list
of speakers after nine. If there are enough additional witnesses
to warrant 1t, another hearing will be held on the following day
to complete the reccrd of testimony.

The complete record of the proceedings of this hearing will be
publlished and brought to the attention of all art workers and art
institutlions in New York Clty and elsewhere. An unlimlted amount
of copies will be made avalilable at cost to anyone requesting them.
The committee which has organized this hearing will read it care-
fully and prepare a report drawing conclusions from all of the -
testimony. Thls report will be freely circulated and 1s intended
to form a so0lid basis for a permanent organization designed to
represent the best interests of all art workers.

ART WORKERS COALITION
Publie Hearing Committee

®©
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SUBJECT INDEX *

Structure of Art Workers' Coalition: 1, 5, 9, 13, 30, 49, 504, 52,

Alternatives to museums and art institutions: 1, 12, 13, 15, 18, 22, 26,
27, 31, 37A, 39, 45, 47, 52, 54A, 55, 57.

Reforms of art institutions: 1, 4, 7, 8, 10, 12, 15, 18, 21, 22, 30, 31,
37A, 43, 48, 51, 51A, 52, 53, 54, 54A, 57, 59, 60.

Legal and economic relationships to galleries and museums: 7, 10, 12,
14, 15, 21, 30, 37A, 42, 44, 54A, 61,

Specific proposals of action: 1, 5, 9, 10, 12, 17, 23, 24, 48A, 49, 52,
53, 56.

Artists' relationship to society and other philosophical considerations:
2,3,4,6,7 8 1, 13, 14, 15, 16, 19, 20, 22, 23, 26, 27, 30, 31, 33,

34, 35, 36, 37, 38, 39, 41, 43, 44, 46, 47, 50, 52, 53, 54, 55, 56, 57.

Black and Puerto Rican Artists® rights: 9, 19, 22, 24, 25, 28, 29, 30,
37A, 40, 42, 43, 44, 60, 6L.

* The numbers on this page refer to section NOT to page.
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JEAN _JOCHE*S STATEMENT TO BE READ AT THC OPEN HEARING OF THE ART WORKERS
ITION AT THE SCHOOL OF VISUAL ARTS ONW APRIL 10, 1369

FIRST, 1 WOULD LIKE TO SUGGEST THAT THE ACTIONS SHOULD BE DIRECTED AGAINST
ALL MUSEUMS AND ALL ART INSTITUTIONS, AND ESPECIALLY AGAINST THOSE « WRITERS
CRITICS, COLLECTORS, CURATORS.,. = WHO BIRECT, BEMIND THE S5CENES, THAT ART
ESTABLISHMENT.

SECOND, 1 BELIEVE THAT THE OBJECTIVE SHOULD MNOT BE TO OBTAIN A SERIES OF
REFORMS FROM THE MUSEUMS, BUT T0 GET EFFECTIVE PARTICIPATION IN THE RUNNING
OF THESE INSTITUTIOMNS IN THE SAME MANNER AS, TODAY, STUDENTS ARE FIGHTING
FOR THE CONTROL OF THE SCHOOLS AND UNIVERSITIES. IT SHOULD BE NOTED THAT
THE DIRECTORS AND CURATORS OF THE MUSEUMS HAVE NO REAL POWER, BUT MAINLY
CARRY OUT THE POLICIES OF THE MUSEUMS' PATRONS,

K X 8 3% X X ®H X

REGARDING THE STRUCTURE OF THE ART WORKERS COALITION, IT 1S EVIDENT THAT W&
NEED SOME KIND OF ORGANIZATION IN ORDER TO FUNCTION EFFICIENTLY. HOWEVER,
1 BELIEVE IT SHOULD TAKE THE FORM OF A COMMUNE, AND NOT OF AN AUTHORITARIAN
CENTRALIZED HIERARCHY.

THEREFORE 1 WANT TO MAKE THE FOLLOWING SUGGESTIONS:

1, NO LEADERSHIP AND NO HIERARCHY IN ANY FORM.

2. ALL IDEAS AND CURRENTS AMONG THE COMMUNITY MUST BE RESPECTED AND
EQUALLY GUARANTEED, EVEN IF THEY REPRESENT OMLY A MIHNORITY OF THINKING,

3. ALL DECISIONS ARE TAKEN BY VOTE IN A PUBLIC ASSEMBLY, OPEN TO EVERYBOUY,
TO BE CARRIED OUT BY ACTION COMMITTEES,

4. ALL ACTION COMMITTEES ARE ACCOUNTABLE TO THE PUBLIC ASSEMBLY AND THCIR
MEMBERS CAN BE REPLACED AT ANY TIME BY THE PUBLIC ASSEMBLY. HOWEVER,
THE ACTION COMMITTEES SHOULD HAVE A GREAT FLEXIBILITY OF ACTION,
ESPECIALLY AT THE LEVEL OF EACH DISCIPLINE REPRESENTED, IN ORDER TO BE
ABLE TO RESPOND IMMEDIATELY TO ANY URGENT SITUATIONM,

5. ANYONE CAN CALL A PUBLIC ASSEMBLY AT ANY TIME, ON 24 HOUR MOTICE.. THE
PUBLIC ASSEMBLY SHOULD MEET AT LEAST ONCE A WEEK AND, IN CASE OF
EMERGENCY, FUNCTION ON A 24~HOUR BAS!S,

6. ANYONE CAN ATTEND THE PUBLIC ASSEMBLY, MAKE SUGGESTIONS, AND VOTE,.

7. AN INFORMATION COMMITTEE SHOULD BE FORMED, FOR GENERAL RESEARCH, TO
DISTRIBUTE INFORMATION, AND TO INFORM THE PUBLIC ASSEMBLY OF ANY NEW
DEVELOPMENTS.

8. A VIGILANCE COMMITTEE SHOULD BE FORMED, ACCOUNTABLE TO THE PUBLIC
ASSEMBLY AND WITH ACCESS TO AtL COMMITTEES, TO REPORT ANY ATTEMPT TO
CONTROL INFORMATION OR ACTION, OR ANY ATTEMPT OF ANY KIND TO ESTABLISH
AN AUTHORITARIAN DICTATORSHIP,

9, SPOKESHMEN FOR THE COMMUMITY SHOULD HOT HAVE ANY POWER OF ACTION OR
DECISION, THEY ARE ACCOUNTABLE TO THE PUBLIC ASSEMBLY FOR WHAT THEY
SAY AND WRITE, AND THEY CAN BE REPLACED AT ANY TIME BY THE PUBLIC
ASSEMBLY,

10, A NATIONAL & INTERNATIONAL COMMITTEE SHOULD BE FORMED TO SUPPORT AND
COLLABORATE WITH SIMILAR ORGANIZATIONS OF ARTISTS, STUDENTS AND
WORKERS FROM OTHER CITIES AMD ABRDAD,

11, AN ADMINISTRATIVE COMMITTEE SHOULD BE FORMED TO COOQORDINATE ALL
INFORMATION AND ACTION, AND TO PERFORM SECRETARTAL DUTIES. HOWEVER,
YHIS COMMITTEE SHOULD HAVE NO POWER OF DECISION.

12, A TREASURER SHOULD BE SELECTED WHO IS ACCOUNTABLE TO THE PUBLIC
ASSEMBLY AND CAN BE REPLACED AT ANY TIME BY THE PUBLIC ASSEMBLY,

13. A LIBRARY SHOULD BE CONSTITUTED, OPEN TO ANYONE AT SPECIFIED TIMES,
WITH FREE ACCESS TO ALL RECORDS OF THE PUBLIC ASSEMBLY AMD OTHER
DOCUMENTS AND INFORMATION, (:D
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AS TO TACTICS, QUR _FIRST OBJECTIVE SHOULD BE TO FIND OUT EXACTLY WHO
CONTROLS, BEHIND THE SCENES, THE POLICIES OF THE MUSEUMS AND OTHER ART
ESTABLISHMENT INSTITUTIONS. WE SHOULD THEN PROCEED YO TARNISH THEIR PUBLIC
IMAGE IN ORDER TO FORCE THEM TO PROVE PUBLICLY WHO THEY REALLY ARE, THAT IS,
THE BOSSES OF CULTURAL INSTITUTIONS WHICH MANIPULATE PEOPLE AND ARE
BASICALLY AT THE SERVICE OF THE REPRESSIVE FORCES OF SOCIETY. WE MUST NOT
FORGET, FOR INSTANCE, THAT THE BIG BANKS OWN A GREAT DEAL OF SOUTH AMERICA
AND ARE THEREFORE RESPONSIBLE FOR SOME OF THE MISERY AND SLAVERY OF THE
WORKERS IN THOSE COUNTRIES. THE PATRONAGE OF THE ARTS BY SUCH INSTITUTIONS
AND PERSONALITIES EXPLAINS THE VERY PROCESS OF ALIENATION OF THE MASSES BY
THE ART ESTABLISHMENT, ITS USE FOR PROPAGANDA, ITS CORRUPTION, AND ITS
SEGREGATION OF BLACK AND PUERTO RICAN ARTISTS. WE CAN ONLY DO THIS BY
DIRECT COMFRONTATION. BY DOING THIS WE WILL GRADUALLY GET THE SUPPORT OF
OTHER ARTISTS AND OTHER PROGRESSIVE REVOLUTIONARY GROUPS, WE SHOULD ALSO
PARTICIPATE, WHENEVER, POSSIBLE, IN THE ACTIONS OF THESE OTHER GROUPS IN
ORDER TO EXPAND OUR EXPERIENCE IN DEALING WITH SUCH ACTIONS AND TO DEVELOP
A BINDING COMMUNITY SPIRIT, .

A SECOND_OBJECTIVE SHOULD BE THE UNIONS OF THE MUSEUMS, WHICH ARE FASCISTIC
ORCANTZATICUS ARD™VERY MUCH PART OF AND AT THE SERVICE OF THE ESTABLISHMENT.
THEIR MEMBERS SHOULD BE PERSUADED TO IGMORE THE ARBITRARY ORDERS OF THEIR
UNIONS AND TO JOIN US IN THE FIGHT AGAINST ALL ARY ESTABLISHMENT ORDER, IN
THE SAME MANNER AS THE FRENCH WORKERS REVOLTED AGAINST THE CGT AT THE TIME
OF THE FRENCH REVOLUTION LAST MAY,

A THIRD OBJECTIVE SHOULD BE THE FEDERAL AND LOCAL GOVERMMENTS VHICH FIMANCE
TapUTLIT fUSEURS. THE PROLONGATION OF THE WAR IH VIETHAM WILL HAVE, AS A
DIRECT CONSEQUENCE, A CUTBACK OF FUNDS FOR SOCIAL DEVELOPMENT AS WELL AS
CULTURAL FUNDS, AMD THE EVENTUAL CLOSING OF ALL PUBLIC MUSEUMS. TO FIGHT
FOR CONTROL OF THE MUSEUMS IS ALSO TO BE AGAINST THE WAR IN VIETMAM,

ANOTHER _OBUECTIVE SHOULD BE A DIRECT PARTICIPATION OF ARTISTS IN THE ARY
PRESS, 1.t. THE POSSIBILITY OF AN ALTERNATIVE BY ARTISTS TO WHAT THE
CRITICS WRITE. THIS SHOULD LATER BE EXTENDED TO ALL THME PRESS MEDIA (DAILY
PAPERS, RADIO, TELEVISION,..). HOWEVER WE WILL NOT OBTAIN THAT OBJECTIVE DY
CAJOLING THE MEMBERS OF THE PRESS AND BY HIDING WHAT WE REALLY ARE. WE MUST
NOT FORGET THAT THEY ARE ON THE OTHER SIDE AND WILL ALWAYS TRY TO TWIST,
ICNORE, OR DESTROY WHAT WE ARE FIGHIING FOR, ON THE CONTRARY, WE MUST TRY
TG INVOLVE THEM DIRECTLY IN OUR ACTIONS, THAT IS, MAKE SURE THAT THESE .
REPORTERS ARE NOT I1MMUNE TO THE REPRESSIVE PRACTICES OF THE POLICE ANY MORE
THAN WE ARE. ONLY THEN WILL THEY BE ON OUR SIDE, AS HAPPENED IN CHICAGO
AND DURING THE FRENCH REVOLUTION LAST MAY, :

FINALLY, WE SHOULD HAVE A GOOD SYSTEM OF COMMUNICATIONS (TELEPHONE,
ToCUINTARY MESSENGERS...), ESPECIALLY IN TIMES OF CRISIS, AND WHENEVER WE
EXPRESS OURSELVES WE SHOULD USE A DIRECT APPROACH, AND NOT A LITERARY ONE,
(BIG POSTERS PRINTED CHEAPLY BY SERIGRAPHY WITH THE HELP OF ART STUDENTS...C

JEAN TOCHE
APRIL 9, 1969
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REMARKS TCO THZ PUBLIC HEARING

April 10, 1969

Art Workers! Coalltion

o,

¢ Goalition 1s the best trades union I havs ever boen assoclated
with, This 1s an achievement only in terma of the trades union nove-
ment, which 1s a nineteenth century phenomenon rapldly passing out
of styles The trade union is not beiny superseded by & more powerful
agclomeration of su.presaed forces. It 15 =xpiring because all of
ite agpirations have been achleved, on the one hand, and on the other,
People now tn$nk diff-rently than they did in tne nineteenth cemntury.
At lagt! Some time ago, I had the idea that in th- noar future, work-
ars will etrike, bub Chelr strike will be a permanent one, They will
say, we refuae to work under any conditioned At that time, there will
be & general recognition of a situation which already exists on A broad
acele. The seriee of factors which results in the requirement that =ach
person Tnmmmtebewmbpae Juptify his existence in t rms cast down to him by
superior beinge of all sorts is no longer viable. Already ths question
of who will b ofended If people say fuck on telavigion 1s impondarable,
A year ago, the pope of the Foman church mede 2 ssrious snnouncement., He
seid that the cihurch h- heads was facing & leadarship criele which was
threatening the very foundation: of that inspitution., The implications
of ell -erly mod-mn revolutions from the Pirat French Revolution to the
First Russian Revolutlon are that one set of rulers i: prefersbl: %o another,
The exeuplary revolution wolca I bulieve mm is indicatea dy our -aperi.ace
at the present time is a revolution of a substantially different sort.
It 1s a revelutlon so broad in 1te implications that its success will
render meaningless everythlng thal can be expressed and rocorded and pube
lished in connection with this hearing. I say thig in order to indicate
the geal:.- of SHhe proceedings in which I believe we ars involved, no matter
whether we 1ike it or not.

We are gpeaiddng tonlght 1~ the auditordum of ap art school which according
to some predominant definitions of what a school 1a, 18 not a school at
all, According to this definition, this school 18 a amall buginess. It
is sb becaus~ the powers that be recognlzs tae fact that this schaol does
ot do what all reel schools must dowwthey muet prepare people to live in
& gituation which muat be deecribed as siavery. It is a tribute to *he
School of Visual Arts and 1ts owner Silas Fhoades that we are permitted
to express esuch thoughts as we may care to make pablie on his premicses

. ®
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The: Art Workera! Cozllition, like every cther worthwnille organization,

had 1ts g-nwels as an anecdote., Something nmppened, and somebody nads

2 fuge sbout i%, Who thls was and what happened is a matter of readily
avaiiabl+ informaetion wihicn is of no importence., Th- fact tha% sach porson
wio 1lc sp - aking Pere tonight has some complalnts about How 1i1f- is 1ived

at preeent slss doesn!t matter. The only thing that matters 1s that things are
goling forth, Peopl- are doing somethings they want to do., ALl artiste,
even the most avarieious and status-comscious arbiste, reolice this basie
reality. A4s oy friand vari andre Das Io@ArK-d on couatless occasiops,
anybody who thinks w2 ar- dolng all this simply for money 1s nuts. There
are a grea® many easier ways to get rich. I wan® %o speak of a leval aof
reality ir which everyone realizes that everything Xumk we do i: art. Thome
who frultlesaly cppoe- this view will n-ads D: cdeaf to my remarks.

Tnrougn thne n=diuwn &f ‘hls hearing, the Art Workers' Cozlition has an
oppertunity to redefine for a moder: period the Question of what the
reality of art consiate in. [his 1s my personal intereat in this orgen—
lzation, 1 permonaily det-st museuws, and have done for many years, but
thls doea not lead me to expect that theay can be reformed for my purposes.

I splwply hav - nothing to do with them, Those who wieh to reform museuns
&r~ b-yond by comprebension, becaua- I am sure that nothing that 1s remotaly
cornected wlth mmeeumg will evar interest me.

I want to pose some quagtions which I think ahould be dealt with by this
crganization 1f it is ever to betome anything wore than a tradie unlon,

HOW CAll ARTISTS DSMCNSTRATZ [0 PRCPLE GENERALLY THAT TH:Y DO HOT HAVH: TO
JUSTIFY THZIR EXISTENCZ A3 SQME KIND CF A WORKEZR?

HOW CAY KODER: ART BE APPRECIATSD BY PEAPLE WHC ARE NOP IV O THE WMAXTNG
oF IT7

RECOGKIZING THAT ALL ART IS FRUADULENT, WHAT KIND OF A FRAUD RHOULD 3B
PERPETEATED AT THIS TIME AND IN THIS PLACI

A ARTISTS TORAY WILLING TO PLAN ON THE DESTRUCTION OF THRIR LIVLIHOOD
WHICH CONSISTS IN IHE RITERTAINMINT OF ISCLATES RICH PERSCNE?

WHAT 78 THZ CNSISTENCY OF THN FRREDOM WHICH ARTISTS TODAY MNJOT?

HOW CAN ART AS WE KNOW IT SURVIVE IN A TIMZ OF S'RPASSING COLLECTIVITY
WHEN AS wa ALL snUW IT Io FOULDED QN I0sAS OF INLIVIDUALITY, ORIGINALITY
AND PRIVATE LIFET  ANu IF IT GANIT SURVIVE, WHAT FCRMS CAN IT TAKE

WHG ARE WE? WHERK DO WE CQME FRGM! WEEEE ARE W2 GOINGY

A ~
I w-f)ul.}\be poakible * : : R T
question i+ The \impliacions ’ '
8

) . ~ DL - Jug
sataned ar $ of yomeb 1gh% with
Bope\ that ‘we dp noY ignore ¢
t a ed to luprove working -

FAEY \'\,1 \
kl'd-i. ok Cas

840 Ercadway, New York 3.
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It hapoens that last night I went out to have something to eat ang

Ry ta8pe recorder and two of the tapes that I made for a performancé
scheduled for later tonight were stolem from my 1oft decauee I forgot
to lock 1he door of the elevator. This experience, although I have
hardly had time to assimilate its meaning, indicated to me that I
should add something to this speech gpecifically concerning the agpect
of art which 1g related %o Private property. I valieve that this
organization should make no attempt to enforce the Eyxrky propristary
rights which may be claimed by avaricious artists. On the contrary,
artists should teke the lead in declaring themsdlves in favour of and
in league with the theives mf and vandals of all sorts who are now
making life aifficulst for people who own things, snd who will goon
make private property a thing of the past. In this comnection, artists
should renounce all claime to originality and uniqueness in their owmn
work, and devote theselves instead to addressing and directing all the
rebelllous netures in society becanse of the privaleged position which
artists already enjoy, namely that of licensed disturbers of the peade,

” belleve that this organization muat come to grips with the profound
questions viich are being brought to everyonets attention so foreidbly
today. The implications of these events are cogprehensive, Most baslcklly
I urge that artists working together showld declare cloarly that we are

710 longer the servants of the wealthy,

rr ck Castle
840 Broadway
New Tork a.



JUSEVH NWVTH

TWO COMMEN™S FROM GSCAR WIEDE / JOSEPH KOSUTH

TALT A4S THIZ INTEMNAE FOM OF IRRIVITUALISM THAT RAKES
THE FUBLIC TRY 7O CXERCISE OVER IT AN AUTHOSITY THAT
15 AS IMatSAL AT 1T 08 S ICULSUS, AND AT CONRUIPT ING
AS 1T 05 JCONTIMPETIELE, PTO4E MOT QL TE s 18 FAULT .
Teg PUBLIC #2485 ALWAYS, Avib IN EYT7Y AGE, Ben d4ily
BUGGHT Uke TREY ARE SONTENJALLY ASKING AFT T9 &&
PUPULAS, Tr PLEASE THE IR WANT % THSTE, TO FLATTER
THEEIFR 228UeD vAMNITY, T3 TELL THEM ¥HEeT “HEY SAVE BEEW
FOLD GTF b, TO SHOR THEW WHAT THEY DuwsHT To BE Me-FL
GFOSEEINTG, TO AMUSE THEM WHEN THEY FEEL HEAYY AFTER
EATYING TOD WUCH, AaD TO DISTREACT THE IR THOUGHTS WHEHN
THEY AFE WEARIED OF THD 1R OWN STURTONTY, NOX AFT
SHYJLL MEVE: TRY TO BE POPULAR. THE PUBLAIC SHTULD TRY

T AKE ITSELF AFTISTIO,M

PAN IMDIVIGUAL WHD HAS VO RAKE THINGS FOS THE uRfF OF GTHE <5,

AL WbTH REFENENCE 70 MHEAS WAHTS AMD WESHES, DNES NOT WDhK

SITH OARNTECEST, AN CONSETUENTLY JANNGT FUT (8T HIS WORK

WHeT 1S EZIST (N HIw,  UPON THE GYHER HANG, WEENEJER A CTRMUNITY
OR A POWEVEUL SEZTION OF A SOMMUNITY, OR A GUVERMMENT OF ANY
KIND, ATTEMPTS T2 DISTATE TO THE AFRTIST WHAT HD 1S TO 0O, ART
EATHCR CHTIRELY VANISHIG, OF SECOMES STERZUTYPIL, OF OEGEWNERATES

INTO A LW ANG IGBDBLE FORM OF CRAFT M

i
i
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A private institution controlled by an unapgidf$oard of trustees

1,

Why do we protest the Museum of Modern Art?

operating at thaixpe Pleasure of these trustees, has enough
problems in bringing art to am publiQ, within the limits of
it%s private institutionalized nature, WERt protest im has been

termed unwise, ungracious, and misdirected. Well, is it?

A museum operating under xka guidlines that served perfectly
]

Now S
well two hundred years ago is a threat to artyemd the museun today

such as the Modern, the ¥hitney (god forgive us) and the Metropolitan

are dangerous institutions that, in modern aocietg)have no justifi-

cation except for the fact that they offer solace, amusement

and distraction4%§1%he very rich. That’s not all they do. If it
wera, there would be insufficient reason to prote.t?°d;§.:?:c:?3:§3
aupport/antiquated values and distorted obsessions that are not

8imply hypoeritical -- lizzxttntxxnlutll;l they are oppressive,
reactionary, s culturally debilitating and socially and assthetically
dangemmmer A ESATIVE D |

The =simple fact/%hat those who control the RUSOUR -« whatever museum
you care to consider -- are the superrich who control ALL legitimate
communicative agencies. InayrEanireirihaThe trustees of the museums
direct N.B.C. and C.B.S., the New York rfhfff ::3°€ﬁ:€'§r..:::£ Exkinx
cultural travesty of modern times -- The Lincoln Center. They wam
owm A.T.& T,, Ford, ERdxkhuxgrestx?awnd General motors, the great
multi-billion dollar foundations, Columbia University, Alcoa,
Minnessots Nining, United Fruit AND AM.K, bemides sitting on the @

boards of each others museums.
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Newton, Minister for Defense (I'd prefer to say"Offence"”) for the
Black Panther Party. And this im only one {ingtance of how art

can and should begin to find its way back to the mainstream of
reality and to supplying the metaphysical and practical démands

of the mmg human condition rather that the psychotic caprices

of the auper-rich.

Since the Museum, uﬁ/grace of its board of Trustees, has indirectly

supported these many years the international imperialist conspir-

acy designed to eraghxiae emother the ZppEEXX appeals from -4ie
oppressed peoples everywhere, it ifSonly fitting that now vaak

-f;:ﬂ we mm realize what has been happening that we begin to make some

agmends, In this view I again insist that Mr. Bates Lowry
(1 got this idea from Mark Rudd) incidentally) disclose his role
in the worldwide imperialist conspiracy -- I am perfectly serious --
there i 80 much we don't know and that he could tell us -=-
and that he turn himself in for a trial in front of a people's
tribunal. I urge this democratic peoples body agsembled herse to

our knwoledge
geriously consider the enormous gains toward enlightment of/%hm
uadern ;gozgzmporary art structure, it reasons, ite behaviors
and the far reachimg social, mmf cultural and ethical implications.
In otherwords, I am convinced that there is a lot to learn, and
trying Bates Lowry before a democrctic court would be useful,
practicals Netiher Mr. Lowry himself, nor anyone else should
have anything to fear, other than the truth and knowledge. But
have we not been trained to fear, along with god almighty, just

these virtures?

iﬁﬂ.'..



BAT77T oCck 4

2

thess facts
The implicatione of/kkixxfaex are enormous. Do you realize
art loving, culturally committed

that it is those xmxy/trustees of the Metropolitan and Modern

museums who are waging the war in Vietnam? Well, they are.

They are jmxx the very same people who called in the cops

at Columbia and Harvard; and they are justifying their sick

disgusting slaughteg of millions of peoples struggling for

independence and aelf-deternination by their precious, consclous

support of ART. Anyone who lends themselfes to this fantasticly

hypocritical scheme needs their head examined.

It could be no worse if control and administration of the museum

were turned over to the department of defense -- if fact, it might

be a godd idea., As long as the museum functions under the guiase

of an artistic and educational operation, under the control of

same people who gmXxmthaEs con other people into

those wharesbyxExrnyxuamsyxkiktxendxerztnwssi, robbing, oppres-

8ing, burning, mameing, killing and brainwashing for them, than
complete

tke we must continue our protest and agitate for their/removal

from the art condition. I call upon the directors and trustees

of the museum to begin immediatexy negotiations vreparatory to

turning the museum, lock, stock and barrel, over ke to the de-

then
partment of defense. At least/we will thmm know where we're art.
in the garden of the museum,

The other day/I suggested that the mmxmwm art research faci-
lities of the museum be turned over to service in the interest of
the National Liveration Front of South Vietnam. I've changed my
mind -- that’s not nearly enough., I do not think it at all far-

fetched ifxiwmxmmxm to suggest that the museum supplyﬂl ctive

funds to L.aasxi¥xxs make up the 7uv,vu. bail bond demanded by(i)

the currupt californis court for freedom pending trial of Huey

TR
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T am sick and tired of hearing how the mussum cannot
afford to give everyone free admission. And, probably as
long as it remains a privzgg}i:stitution £ {(a private
museum is very duch like a catholic university) it probably
can't afford it; but why twewedl must it remain a private
institution in the first place? Is the administration exploring
ways of divesting itself of ownership of the corporation? Has
the government been approached Yo take it over? No, it hasn't.
1 ux call for the resignation of all the trustees from this
museum, the metropolitan and the sa scandalously corrupt Whitney
museum (I keep thinking of those chromographs they sell in
conspiracy with Brentano"s, &Em -- del iberktely attemptin}, to
un-do what one hundred years of aesthetic cerebral labor has
achieved):lllzigggiiiu?;:rgzg:i;t::gg how thag can drop more
bombs in vietnam than have sverx been droped before, anyplace.

Before we can formulate proposals for the future conduct

of the museum, we must learn what they have been up to all these
years. Then we must examine our own position; we are not students
disrupting the university from within in, from a position of
at least nominally, some authority and responsibility -~ rather

we are, 1 certainly hope, outsiders who have nothing to loose,

We have truth, understanding and maybe even hope, to gain.

.é\\)B f
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Notes to A.W.C. a.tu S.V.A. —April 10‘ 1989

l, Ho Identification with the Inperalistic Policies of the U.S,
Govearnmsnte
Ze No Tixes- AMNpCs should hive an altermative to that War budget,
3. No Conseription-a.W.C. should be willing to house, hide, and
counsel all wbo would sewvade the Draft.
4. Boycott of the Media:
<o Reproductions,
Ho Announcements,
Ho Publicity,
No Reviews,
+0 Préviews,
No Intarvisws,
No Clamsified Ads,
Fo "n-Claesified Ads,
REMEVBER AD# Art should be seen and not heard ABCUT.

CErry HERDN B
PIINORITS 44
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From the Internsztionsl Liberation Front

e meet tonicht, not for us alons. We wish to change polisies, so
th-t the tyrTanny reflected in the institutlons of thig pation at the
sresent morent ¢an never again opnress us or our children., '‘e demond
th~t the nepotism, favoritism and fesr of innovation of the Wew York
=rt world be exposed; the officicl avant-garde taste during these lost
five years of the great .mericon military dietatorship has had the toste
of & credibility gop. The revolution we seek is no more -- and no less --
than to tell the truth.

In this proposed return to democrctie principles, truth telling
m.y ance agaln becore o secondary concern of artists. The ilnnow:tion
©nd trainine of sensual =npetitites, which 1s the traditional concern
of artists, seems a frivolity to most citizens (as it seemed to Plzto)
for politlos seeks to subdue those conflicting appetites which =2r=
the ¥ery meat of art., Tut art also cenpot fbourish in a time of war
and exrgcerited tonsions. The tyranny of military requirements
reveals itself slowly, at first in traces of oconversations, in esthesic
theories which detach the splrit of the times from the events.

Fxy Tyrsnny even begins to creep through the studio doors as the artist
sits slone, until the fear of a police lnspector {be he from the 5th
precinet or the Gugzgenheim foundetion) peralyzes those senses essential
to zuide the artlst's voyage of diﬁcovery.

:nd so we hzve a atake in pemce for Vietnam, simply as
professionals, in the fairer distribution of national resources,

. in the end of racist domination in the 3enate, ths nmatarxkien
selzure of the elsatoral procesaes by the pecple, and the
establishment of a world comminity -- we have a stake In these 1desls
it only bscause thase things would halp restore that privacy which is

. the pre-requisite of art.

@



Tonight our concern is speeific. The institutions responsible for
setting standards directly applicable to our world of art have not
only railed us, they have failad the wider community thay claim to
serva; these Institutlions have begone posltive wespons, a sultural
ABM, of that tyranny whieh now oppresses nll mankind with its balance
of terror. We are here to help set thoses institutlons free.

e muat think In new terms. Ve are entering a new dimension in
the apace trzvels of thls planet. Like Mighaelangelo's slaves, we
strugegle to emerge from our unformed nature. Our past is measured
by a yardstick kept st the same tempersture and humildity in the
library of Congress; but our gourse through the stars gannot bdbe
charted by thds tyranny of a computerized past. Wheo can test ramember
the measurments of the past in such travels as these? Who ean bring
moral accuracy to the projections of our scclety? Surely the better
suide is not the letter of the laws of history but, rather, the apirit
of traditlon. e seek not only to reform the old, but to tezch ourselves
new uses for the old (how else con we test ©ld ways?); the old will
be foreced to reform itself 1f 1f wishezs merely to survive. Wwe need
conpletely new institutions whose messures are not yet flxed, s post~
modern ecaleulus. /e wish to learn from the art which our spiritusl
ancegtors have left us not thoss foctnoted lessons of establishment
cutalogues and mogazines which turn the spirit to cliche and cliche
to credibllity gap; we would learn thsse rituals whish libeyate the
soul, those lesscng which turm = colleative past lnto the free men,

which turn individusal ity into supreme fiction. L

©®
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“Wie begin., e wound the toesin, and ite cory alresdy rises ibove
the jangling voices of fear. History has for too lonz been written
for the ro-sless fewr charged v1ith codins the past, Thelr —orld of
comed and petty buresuersta nreds thelr codes, their iron clossgaries
of rmorality, in order to keep the machinery of nution.lism and raclsnm
in -orkins crder. Put we would not be buresuerats. ‘e would be free,
not slaves., .lrezdy ve re-write history. ‘e offer, aven to the buresucr-.ts,
2 way to escpae the cagew which officizl avprovel bas bullt sround them.
Let Kenneth NMoland and Frank Stells get out of their lnckey's uniforms,
let them stop serving the masters of thelr modern house, let then
come and join us fleld niggers. Is it not better to be chained te
poverty than to be an Unele Tom of the soul? Ts it not better to be
bloody in defiance than to be pralsed sz the artist with the purest
water in his vein?

/e sre the revolution. %e will be free, because our spirit is
glready free. We are the irresistdble tlde of the futuras. ''e
remember the examples of Jsn Palach and Martin Luther King in our
hearts. The tide drowns even our own fears. The more we glve, the
more we sac¢rifice, the more we are. Ours is s golden dreem, ocursg is
g promised lend, snd we are first settlers beyond that new frontler.
Our political aims are simple and sturdy: = world beyond guns, a chance
to stake out our own terrlitery In the infinite land of the sonl, and
the right to hope for Ilmmortallty. Our artistic alm is even slmpler:
we want to be free.

Inatitutions have already begun to tremble at our mild demands,

our thkrteen pointa. Let the state wither away. /e have only begun.

®
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ROSEMARIE CASTORO : 151 SPRING STREET : NEW YORK, N.Y. 10012 ; 966-3281
aesE—

. April 10, 1969

Do we want to conesrn oursslves with the
administration and organization necessary in sstablishing
a strong power block for purposes of issuing unltimatums to
institutions for private satisfactions? What is truly
private and personal is usually generally applicable.

The artlst, nay sven the non-artist knows that
his destiny 1s hls own right. The man of yssterday hed only
hopes for a good 1life. The man who now stlll hopes 1s putting
his 1ifestyle 1n other's hands, Making art is the artistis
responsibllity; i1ts care and exposure should be by command
of 1ta maker.

To free those energles that are othsrwlse
diverted, the artiast should be sntltled to life's basic
necesslities: food, shelter and clothkmg. We can get this
meney from the proflts of desd artists. We =should dnmand,'
from exhorbitantly priced works s0ld on the auetleon block,
from high priced older works sold by instlitutlions, a cut
Tor the living. Weslthy living artists, as well am wealthy
nen-artists should contribute to the income of thelr
contemporariesa; not by hiring them as lnckoyg, but by
buying thelr art for their own collectlons or buying thelr
art to give it away as gifts to inatitutlons or their poorer
rslations, A trust fund should be started whareby wealthy

artists can contritute meney and or a work for sale, BStipends

soran (D)

awardsa on tne basis of nesaq,
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Artists use their dead compatriots as heroes,
to keep them company in their walting. +here is a great choice
of dead nheroes, I wisn to keep the dead alive for the moments
of waiting; and to delegate the intereated living to spend
time meking lists of the dying. The artlsts needs a more
.viable, open, immediate situation; more opportunlties to prasent,
wlth dignity, the thing he 1= doing.

Functional Institutions are great warehouses,
We should encourage them to store our works for us, The
artiat should not have to be his own nightwatchman, But
nelther do we want a dumping ground. Facllities should be
avallable to thoss who wish to stors large works.,

The institutlon can provide a computer aystam
listing all dead and living artists, with coffee table top
read-outs to elimlnate art book clutter, Information is not
art., To experlence art one has to have time for an arrested
moment. The non-artist, the non-maker of art, the art lover,
1s a redar scan,a shopper. Frovide the information and a place
for pecple to search, to hear, to touch, when thdy are in
their inbstween times, ™nd places to put art whers thers were
none, To aee art when in the Inbstwesn timeasa, you need to

put art in the inbetwesen places. Call these places museums.

]
Y
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We aestheticians can no longer contend with the social frown of

isolation and alienstion in an atelier existence. The

milien not only conflicts with the artists' way of living but

2150 bullds up a wall of resistance by the very nature of what the

artist absorbs, reflects and symbolizes. The artist reveals «nd

defines like a magnifying glass; defies dogma and dishonesty like

a reducing glass, and redicules the obscenity of misinformation

and preconception., We are more than the medla, the bridges, the

catalysts: we, too, change our modes from impressions snd abstrsction

and gray shadows into expression and concrete realism. With thic

plasticlity we contribute toward the expanding "it" of consciousnese.

Zach one of us has an art system of downtown and uptown, an under-

ground; art and science, an inside and outside world in which

an attempt is made to purify contamination and influence the en-

vironment,

Nev: York City, the apex of the materialistic system, hes becore b

desert, All of us must work for its reclamstion. The American

desease 1s affluency in & Walt Disney apparition of skyscrappers

and 1llusionary skylsrks, People struggle for summits of self in

a cancer aof object narcosis. The history of VWestern Civilization

has been a mystique enterteining death, destruction and depression,

counterpointed with attempts to enlighten and eliminate the causes

of these negative forces. War and peace, crime and punishment is

in all of us., At the end of the McLuhan age where effielency 1is

numbers on machines along an assembly line of axiomatic presumption,

it 1s not necessary to repeat 1in series the Exodus, Plaio, Sophoceles,
TREVD

Dente or the caprichios of DeKooning anymore thanh we can return to

cublism, The press, TV, and radio report to us wurder, violence,

@
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assaﬁ;nation, funerals, poverty and Muman wreakage, Mere helpless
protest 1s not enough., We must collectively seek positive
solutions and take action to overcome this propulsion through the
ages, Why not start within the structure of the art community and
the people of New York to strive for a new dictionary of definitioss.
Power, sustenance,potential, education can have a different
1nstitutional meaning. Each of us is a changing museum &nd our
exhibltion bulldings should mirror the artists as well as the peopke
of New York and the world,

We need to list the grievances, resources and sources for this
endeavor and work with the entire community, Separatism 1is not
the solution, New York City is a world collage and a cultivating
center, Generations go by with only a murmur of reform. Re-
volution, dissent, succesion, civilian wer 1s not the solution.

The artists fight alienation as well as all other groups,

The sponsors of our institutions and the artists must get together.
Art should not be restricted to the galleries, the studios, the

museums or the homes of the wealthy: creativity is & spiritual need

¢ patks and playgrounds. The Museum of Modern

sha fr’: hanging shows for children and young
knd folk arW,fl New York City has to become the environ-

ment with radiating centers of groups of people gathered for the

. purpose of positive activity. This takes nothing away from the
<§9ind1vidual but should only enhance his sense of belonging and

-
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productivity, The issue is not just the artist and the Museum
of Modern Art; we must establish a besis for survival that is

not Just repetitious cannibalism,

Selma Brody

@
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Text Proysrod for tho Opon ﬂosrin; of the 1rt Workers Coalitien
. _ Few York City . April 10, 69

'FARMAN ' ART WORKER NEW YORK CITY
o ) - .

My taik is in 3 parts.
FIRST PARTy .
1'd like to take advantage of this public meeting to may that I am
lsaving the Art Workers Coalition, for a few months.’
My rslsons are as rollows; '
a) That I as Tired - Eaving worked 3 relentless months for this
coalition, Now I'd like to sultissto my inner life and my new
frissdahips, and tend to my sexual lifs, which has been suffering
from the tensions inherent in publio and politicsi engagements,
b) That at this Hearing the n-t worlm- Coalition. is entering
& new phasn. There are onough art workors with new ideas and
‘fresh ensrgiss,‘td mes that the Coalitien , G:R O W S.
In 2 or 3 monthe from now I'il.ask to join éh; ranks again ,
and hope that I will ss neoeﬁfod with/glsdnoss by my companions
of today. L | ! ‘
I alwo promees thst if the mpirit of the srt workers has vanished
suly, from 1ntornsl disssntionn or fron sxtesrnal pressures, I will
do cvsrything to Hsviva this Spirit &t Essistancs.
.e) Corrollary; ' .
All the pnpdrl,;lsttsrs,.docunsnts, and ;adr.--... in my poesession
will be .;.11;b1. te ugeno;cr sishing soples of tho-,'i will be |
im New York City, and I'll be happy to be usefull te any art workex

:whoso needs could be fwk furthered in privacy.

" LONMG LIVE THE ART WORKERE COALITION
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SECOND PART:

I Hate Hypocrisy.

I Hate the hypocrisy of the Establishment and T’ hate hypo-critical

artists.

" The subject of this Second Part of my Testimony is a dcli#ate ;nq.
It pertains to VANDALISM and VIQLENCE, -

In the week that.folléwed our.drdquy demnnpération at the Museun
of Modern Art, therolwaro sevoral.notoworthy items reporte§ by the

prossg,{The texts are nvailﬁble.ﬂbw-york Tioes), I sunmarize,

On April 4; Bates Lowry deslared at a lucheon that most of the

museums, across the land, were facing bankrupcy and olosure. He

appealed to corporations ans businaascs for assisstance.

On April é; City budget director Hayes, asked every City museun to
cut down expemmes by 24 perI00, Meaning more than I50 art workers
dismissed from their jobs and the closing of some museum wings,

at a time when more diversified,snd larger cultural centers are
urgantlwéeaﬁed. The outbaék was termed "C&I&STROPHIC“ by the
representative of the-mw City nusoumd;

On April 8; Roger Stevene (National Council of the Arts), and A,
Heckscher, in an interview at Sardi‘a, deplorod the acoute shortaga
of funds in the arts. Stevens aaid that he is optimistic, Heckscher
sgid, He 19 very geasimistic' about-tho fullfillent of our cultural

" needs. ' '

'HEAR ME WELL, THESE . cm'mcxs ARE VAFDALISM,

.It is irrelevent to me that &he you cannot pinpeint the sources from
which this kind of Eﬁ:iLl injnstico and violonce ia 3onerated.ro

. violato the growing needs of pooplo by ¢utbacks I8 VANDALIBM, Who.

' gave the orders? e City Hall will blaze Albany, ubapy will blame
Washington, whshinstop will blane Texas, and Texas will blame Hunt's
tomatoss. All of this is vari clever - But thii will not rcooncilé

the spirits that hunger for justice, o ' QL

l"_’“ .

-(‘L\).
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And my point is that Vlolonoe and vunﬂnliam are narnlgx justified

'_if we are pulhed ngainut the uall. ' } _ .

I have livod in danger for 1% years, and for S5 yeurs I've boon

| rrotesting against the genocidal war perpetuated by the United

States Government on the_pebplo df Vietnam, -

Did you Enow thatmany " of our A}t-lovard_of the establishment are

. alsc War-lovers? Sure you did, Why to think about it?‘becauqh}right

now the Investors are_most absorbed and _most bedazzeled by their

~own war and thelr own war technology,'and peopleta growiﬁg nead

for culture, and the urgent necds of a dying denmoceracy, are nsar

I last on the lonpg list of prioritieas,

I_would bhe sorry, please bslieve me » quite'scrr 9. 1f a loved
Masterwork, of a prominent collection, went Ep in flames, and was
destroyed,Howsver I would rot be sorrier for this act of vﬁndalizm.

more than I have been..grieving., for the Cruel Napalming of such

'nonaatery, the destruction of such school, or the burning of villepges,

Lot'a kesp our moral wvalues, and our: judgonent in a correct balanes,

s

Let the perpstrator of cutbacks be warned once more, that men and

women, pushed into the despair of economic slavery, have coﬁplete

"moral justificmtion in theii use of rotlliaﬁory violenoe, and sedeekd

pelective terror, to pfotoct the rights of all individuals to be
honored, and to loh1a11 the ultinato socidl goals of freodom and- 3uatice.
As wrother Malecolm X saidy ' A

IT TAKES" ’rdo o mmo. ud 1.:. wE GO. YOU G0 with us, .ucx.

 POVER T0 ALL PEOPIE .. . .
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THIRD PART;

.Cancorning sonme policion of the Hhscul of Modern irt.

The I956 Change of polié;.

From 1942 (643 works in catalog) to I956 (I 360 works), during

I4 years the museum aguired 7I7 works of art.

From 1956 to I967( 18,45I works in the cstalog) that ia ,in II
Fears, 17,011 nquiaitiona. .

I salute the reatraint that'Alrrad Barr_ahowod in the early years
of the Museun's growth, _ o _
I deplore the sucasesful efforts of Mrs, S. Guggenheim, of Mr,

John B, Whitney and the other Greats of the City, who-in order to

protect their art ocollections from defaluntion, changed the mutable

policy of the Hhsoﬁn. into one soncerned with permanence, thus
transrorning-a living museum into a mauscleum of aquinitivenoss.
Childrens oarnival in Harlem, _

The carnival was established more than 10 years age.It was in
Brussels in J959 , It has heen. to Spfia and Italy. A copy of it

was ‘presented to Tudia in 1962..WHY MUST HARLEM BE LAST?I have -

no word; or'praise for this aftertheught on Ehe part of the museunm,

Does the MOMA fairly represent contemporary art tremds? NO,

I have Yot to see_lcid Art at the museum, altho this trend has
been very deeply changing todays visnal voscabulary, I'l]l wait a
long time bafor sesing Erotic Art, at the nuqcun,‘ls well as the

| art of the Motherfuckesrm, who work through leaflets and posterd,

lnd Earth irt, Of course I belleve that this la.t trend is on itse

way to acceptance. Its yery safe,

- Coe

"~ ART 1S5 THE ARTIST

~ THANK YOU ¥YOR LIATENING .



FRAMPTON, TACOBS, SNOW 10

10 April 1969

To the Public Hearings Committee
Art Workers' Coalition

Gentlemen:

As film-makers, we wish to bring to your attention the
following points concerning the Museum of Modern Art as a whole,
and its Film Department in particular;

1} The Museum's repeated assertion of its own "private"
nature, in reply to a variety of requests from the art commun-
ity on behalf of the whole community, is socially retrograde,
reminiscent of 19th Century laissez-fafre arguments. That private
institutions used and supportied by the pubiic have public re-
sponsibilities, is knowledge at least as o0ld as the Sherman Act.

2) In view of its tax-exempt statud as a nonprofit organiz-
ation, the Museum is, like churches, quite obviously supported by
the public. Therefore, like churches, it should limit its ad-
mission charge to a valuntary donation.

3) We support plastic and graphic artists in their demand
that the suseum return to the terms o1 ita 1947 agreement with
the whitney and Metropolitan Museums, whereunder work was to be
sold after 20 years, the proceeds of such sales going to finance
the purchase and exhibition of new works by living artists. How-
ever, we reiain important reservations with respect to film. It
is plain that the archival functions so admirably fulfilled thus
far by the Film Dept. are in no way comparable to the formation
of a permanent collection by the Fine Arts Dept, asince the work
of the former is to preserve for future circulation artifacts
which run high risks in the present, while the latter, in an
attempt to eliminate present risks, tends to limit severely the
availibility of works, or remove them from view entirely.

4) We demand the fullest poseible autonomy for the Museum's
Film Dept., consonant with the acknowledged kinship film bears to
the other visual arts. The Museum at large must recognize hoth
the separateness of film with respect to the other fine arts, and
its absolute parity with them; or risk the embarrassment of being ’
the last intellectual organism in the community to do so.

5) In line with this new departeental autonomy, and reeogni-
tion of film, we demand that the Museum allocate appropriate
funds to the Film Dept., te carry on its work and expan s
programs .

We gloss the word "appropriate” as follows:

The Museum has reportedly admitted that the largest number M llr'
of its paying visitors come to see the daily film programs. We
therefore suggest that the Museum give to the Film Dept., for

&®



/0

(2)

its own uses, all admissions paid during the sixty minutes
immediately prior to each film showing, plus a portion of the
total operating budget and endowment income proportionate to
the number of membership cards shown during that same time period.
Of course the Department must retain the entire net proceeds
of its rental program, and of all Museum publications relating to
film. 1In addition, it must be made possible that the Department
receive, for 1ts specific use, grants, gifts and bequests, as
well as a fraction of all monies left or made available to the
Museum at large, in accordance with the importance of film art
to the community (as evidenced by its admitted drawing power).

6) Such expanded resources should make possible the elimin-
ation of certain deficiencies and abuses, in the following respects:

6a) The Film lept. has recently undertaken to acquire new
Tilms for its Archive. We counsider this necessary and laudable.
But the lept. has been driven, unwillingly and presumably through
penury, to ask for films at or near laboaratory cost.

Now we are aware of the Museum's general policy of buying
paintings and sculpture below market (i.e. gallery) prices, and
we deplore that policy for its bumptious immaturity of viewpoint.
But to ask for films "at cost" starves our persons and insults
our art, however much we may admire the archival program and wish
to help it--since it presumes to single us out, among all artists
and indeed among all persons who perform work in owr society--in
guestioning our right to be paid for our work at all.

Furthermore, we are thus asked to bhecome philanthropists,
benefactors of the institution, in spite of the fact that film is
an art made cruelly expensive by commercial rates (tax deductihle
for commercial movie malkers as "legitimate business expense™).

As for philanthropy, that is typically an activity of persons of
great means, who make no art at all.

6b) The Film Dept., desiring to show new work to the public,
has been unable to pay either a nominal rental (about $1 per minute)
for the use of films shown to large paid audiences, or any honor-
arium to film-makers appearing personally. This must be from
sheer lack of money, since memhers of the Department have repeatedly
expressed regret over this state of affairs.

6c) In a tentative agreement of October 31, 1967 between the
Film Department and the New York Film-Makers' Cooperative, the
Dept. waes to distribute new films under its regular rental systenm,
on an agreeable basis of shared costs and returns. Film-makers
viewed such an arrangement favorably as tending to show new work
to a wide audience: film is, after all, an art to be seen and
enjoyed, and not merely buried in storage vaults. However, nothing
has come of that agreement--presumably because the Museum would
net spare the Film Dept. funds to hold up ite end of the bargain.

7) We are profoundly puzzled by the Film vepartment's action
in arrogating to itself the privileges of a pre-selection jury foE
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2 recent International festival, the XV Kurzfilmtage at Ober-
haumen, Germany. In a word, they decided who might and might not
have their films shown abroad. Bearing in mind that the Museum
was, in all probability, acting on a request from the festival
organizers, we ask nevertheless whether the Department will atteupt
to pre-screen films for the next HBelgian festival, [or instance;
and whether, had they done ac¢ for the last one, they would, in
fact, have chosen the films which, at knokke~le-Zoute, bore witness
to the tremendous innovative vitality of the new American cinema.

But there is a more c¢rucial problem hiding here.

Film festivals had their origin in a desire on the part of
responsible persons of sensibility to bring new films to their
own locales, Prizes were offered as bait. The films brought
vigitors, the visitors spent money, the innkeepers were delighted.

But now festival juries presume to judge which films are
"hest"”. 1In a world which let the Divine Comedy lie fallow for
centuries, and lost half the work of Bach, they decide which
work is to be rewarded, and which ignored.

As an institution dedicated to expounding the most advanced
principles in the arts, the Museum must instigate a continuing
dialogue in the film community, indeed in the whole art community,
concerning whether the competitive mode is really germane to the
arts.

There is a crucial distinction between the réles of middle-
man and mediator, and the Museum's usefulness to the community
rests precisely upon a contant effort to maintain that distinction
in critical focus.

Meanwhile, I offer for the Museum's reflection that last month,
the good burghers fattened in the festival town of Oberhausen,
while in America the vivid and ebullient art of film went begging.
Does the Museum love the art of film as we do? Then they must
perform an act of love for our art, that will somehow compare
with our own in making it.

8} Finally, we wish to state, both as reminder to the Museunm,
and as encouragement to those working in other arts and now
anxiously considering alternatives te the Museum-and-gallery hier-
archy, that film-makers long ago abandoned all hope of uaing the
established commerecial channels for distribution and exhibition.
We have our own cooperaiive distributors, our own theaters, our
own publications and lecture bureau, -- but above all, our own
free and uncoerced judgement of what may be done with our work,
by whom, how and when. We feel that we best serve our own needs,
and, ultimately, those of the community as a whole, by these means.

We have always had a echool: the Museum's film department
was our grammat school and university, as 42nd Street and our own
Cinematheque have been our graduate school. The film department
was and is unique in the world, and no one has valued the Museum
more, or for better reason, than we film-makers.

What we do not have is a Museum, an iwmperscnal public re-
pository where our most permanent work will be maintained in trust
for the whole people, to teach, to move, and to delight them:

O,
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because we believe that art belonges to the whole people. It is
part of our small permanent human wealth, since it is never dimin-
ished in use; it can be possessed only in understanding, and never
through mere ownership.

So we call upon the Museum of Modern Art to become our
museum, in the largest sense. As film-makers, as artists and
as human beings, we cannot demand less.

Yours very sincerely,

(signed) Hollis Frampton
Ken Jacobs
Michael Snow
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Oh bsautiful werld, eh werld eof se much sweetness that sonld bve.
As 1f 1% ian't enocugh shat she laws ef eur archalé society bind
us and prohibit jey and life, As if it isn’t eneugh that our
ecmomic and pelitioal systems suffecate and swtmerge and wound
all but the very, very strongest; new even these whe survive
and become oreative artists are se bitter with envy, bitterness
and agressien and "Well, let®s ses how I can best and only do
for myself" symdrome. The rottenness is beginning te show in
the creative arts teo - as if all the rest isn't sneught

The spirit that existed ten te rifteen years age in painting is
fading - how pecple used to orewd tegether, even 1f they didn't
like each other's work - they did. They tried to help each other,
They ocane to each otherts epenings and shows. They became
successful: the hlood in them became very thin. The painter who
wants te .., werks things out is ne lenger "in", Instesd of
blood, 1t's ideas that flew im the artist's veins: 1t's much

Rore prefitable. "Painting™as such is said to be Wead”™,  It's
supposed to be happening, new, in film,

Well, it started to happem. About rive years age it ssarted, every
filmmaker helping the other, going te each etherts shows, even
helping te filn. Amd a few still are iavelved with helping above
and beyond anything they get paid fer. len Lye does net stand
alend: there ia hekage, Nember, Wreer, Ceitr, These pecple do
care and always try te help, but Shers are hundreds of ethers I
knew of whe do nat. There is pet the exciting feeling eof all eof
us being Sogether as pieneers in a relatively new medium. We
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dud't all get tegether and suppert essch ether by attending

the shows. There is no allegiance to the art ef filmmaking, but

Just to our silly selves. And it is a shame, with all the horrer
in cur streets, our Vietnam, our racimm, our ecencmy that chokes

and mutilates men's spirit, the man who is suppesed to Imew -

the Creative Artist - even he 1s dying. Very sosa thers will be

ne-one, nb Place, and no interest in film as an art, as a

growing craative art.

I always belisved that it was the artist who knew. But the

showing ef extreme self-centeredness and bitterness, this is not
Inowing. When the artist does completely disappear, there will

be no hope lefty, because it is the artist, manifest in his

belng that expresses the joy and reality of being and feeling itself.
And 1T those of us who are filumakers and painters den't help

each other, we wlll not survive. The creative artist will perish.
Soamething must be dene pgw.”’
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A REASONABLE AMD PRACTICAL PROPGSAL FOR ARTISTS WHO WISE TO
" REMATN FREE MEN IN THESE
TERRIBLE TIMES

Recently, artists, sensing that fhe times are out of joint, have deanangxd=ry
demonstrated at the Museum ofgx Modern Art and at the Metropolitan Museum of Art, They
have been demanding free admission to the Modern ané various actions desipned to ERENMy
assure black artists representation in the museums, | 3?;

» The difficulty is that the proposals are not radical enougﬁz all granted, the
corrupt condition# ¥ in which artists work and live would not pe alt;;ed.
mn The solutien to the artist's problems in ié not getting rid of the turnstiles
at the Museum of Modern Art, but in getting rid of the art world, This the artists caﬁ_
easily do by trusting one-another and forming a true comunity of artiseg?
 1. Ali artists should Qithdr#ﬁ instantly from alt commercial connections, gallary
and otﬁerwise. Gallefy exhibiﬁions must be picketed; all gallery exhibitions, all the time,
until_the artisé exhibiting feel their shame and withdraﬁ to join the community of artists,
2, No moee "shows" and "éxhlbitions." Let artists show their work to thelr fréénds,
and lgt artists see the wﬁfk of their friénds.'But no more public exhibitions,
- 3/ No cooperatioﬁ with museumé. Thev make "shows", cet everything wrong, "Will you
iend a paincing?” “No,” So :h;y wlll borrow a painting from a person to whom an artist has

sold a painting, Fine. At least the Proper relations between artist and museum have been

established, the proper distance between what museums do and what artists do ig maintained,

4, No more l"scezne." No Vopue, Time, Life, Newsweek, interviews. Artists who pernit
Jap

themselves to be used this“way are not in the tfue community of artists, who are universally

B985 8 unr co such public humilation,

5, No more big money artists, Big money artists who dont immediately sever all

. commercial connections and commence Instantly to sell their plctures at modest and reasonable

sums should be held in the utmost contemnt by the cormunity of artiscs, .

. T e e — S — -
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//; The poiut is not that arcists should noet have a Iot of money, The point is that

7 in this society, the amount of monev you get, the speed with which you get It and the
l//////h amounts you pet at a time po very far in determining the cormunity toward which vou
| will pravitate, And g0 big noney xzttxxz:zxdxawtngx artists, drawing hupe zMrmsx sums
in.great rushes hzeame take on the Tin 1ife—sty1e and attitudes of the only other '
comnunity that earns larpe. doses of monev in fran:ic bursts == the entertainers, And,
like the entertainers, the bip-rmoney artist soon becomes invelved in fashion, in ob-
solescence, in a paronoid, nasty fear and hatred of the fellow behind him, and begins
to liﬁe the kind of life with w@ich entergainers have been disgusting us for sgveral :
decades.now. R _ _ | | | :

6a. For zhm similar reasons, no more "voung unknovn artists" either,

ColIecﬁors all have a secret dream: to discaver their mwa very own artist, unmentioned,
unshowm, unknown, and they pursue this dream viporously and expensively, Perhaps
because theydoubt their taste, and are newer certain that they like what they buy,

or would have liked it had thev come to it "on their own", they are constantly prowling

the studiocs of young artists about ghom thev are told, and forever buying their work

e

at mxar prices that t;o both are unheard-of. w?

e T !
5@ that not an uncommon way of life among younper artists is the professional role

of "younp unknown artizt.” To such mwh horrors does the art world lead; these voung

people are, in their own way, 88 niphtmarish as the professional transvestites one . ’

fees on 42nd S:feet.

When people come to town to seen "unknown" artists, shusmzyewamzmamnis there is thu
an entire class of young people who are the repular itinerarv, These artists never

‘ seem to become "known” and never seem to stop being "young" and "unshowm,"

oace*11r1rwdrt&.-au.h-an-q-t&oo~uga-1-pub&ier“nta-tou‘po.h,.huani&uianaxhiia‘diaa:y
mem}mwmuuﬁnﬁnwﬂm-m

)

kwowrmwroee "
6, People who wilh to_own works uld do sa by moving into and 1 @
536;512; of art;;;;. No one should ever "renresent” an artist, Artists ahould ‘
‘her artists and other collectors in & face-to-face and man-to—ﬁan vav., ; — j_
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; the wrong peopel and staffed by the wrong people, But the right people a

CARL ANDRE - | Iz

7. Each artist shedd decide vhat money he needs to lead the king of 1life he needs,
Each artist_should decide how much he needs for his food, his rent, his grass, his partiac
his love, his recerds or his books or his car or hig family xndthnnidxsniizhtszﬁaiaxinzx
and for helping other artists_whu are his friends and who dont sell, Let the artist charpe
so much for his work and ne more., Let no one except the artist decide how much he needs to
live, Collectors and sales will not disappear with ke disappearance of the art world. They
will fixx@ak simply come to the artists they admire and ask to see and purchase their work,
and they will.deal with the artist directly, in a human fashion,

8/ Artists should attach binding conditions to the sale of thelr work, Such conditions
should include ¥hax the condition that the work may not be re-gsold; that upon the death
{or lqss of interest In the wowk) of the owner, the various museums have girst refusal on
;he work of art, Should they refuse, the work may pass to the heirs of the purchaser,
Anqther cpgdition shoilld ﬁe_made universal and ghaid be enforced systematically, rigorously

and with a constant eye to filling loop-holes out of which the force of the condition drains:

that condition is, no owmer may in any wav enrich 3&1@%%}1’@@1 _'ttle_ﬁrg‘mgbi&g&fm
work of art,

9, No more "reproductions." Reproductions lead to # false and destructive kind of
"fame" which separates mxkkx artists from the community of artists by'making them "famous"
and rich. Reproductions give rise to a body of people who "know yaour work" without every
seeing 1t, This is an'gbomination. Artists should forbid people to snap plctures of their
work,

L

10, Let the museums alone, They are not the proper focua for artists' attentions. For

beteer or worse, our past 1s there, and our standards, Museum pecple are a peculiar and

distanclbregd of people; artists are not tkat type and couldn't do the job better {f thay
had the chance, Argists=:an pressure museums ==- those ths; w;shztg == e&ven teach them a

littlg something now and them, But fo;_the Dost part museum people are hopeless and alqays
will be hopeless and it is best far artists to sipp;y pay them no mind, When things afe'_

good, ag;lsca;?ill pe_intgrestad,_ﬂhen things are not good in the musgums , they should merely

. bl_ignoggd,_ﬂhsgums will never be right: they are owned by the wrong people, controlled by

re artists and artists

“— - , Ty e - S 5 ""'”_'_.'____'_______;___._.'———
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simply will not do that kind of worg on a rerular, day to day basis, This 1s not to say
- tha. artists should not, for exanple, attempt to pressure msueums to collect and preserve
the works of black artists. But this kind of activity is in the same nature as artists
who wishjto join Vietnam denonstrations.o; rent gamx demonstrations —--mkh thosew who
are interested in such things, do 1t. o “ : -

with the elinination of the art world, there are no problems between black and white
.artists, Black artists simply become part of the community of artists; collectors are
directed to their studios by betéer-selling friends; struppléng black artists are helped
along by their white or more successful black friends,
11, The art press should be treated like museums, and for the same reasons, If the art

press 1s responsive to the community of artisss, it will flourish, If it is not, 1t will

wither., There is nothing, once the art world is abolished, to prevent an art press from

-

springing up within the art community,

12. Artists should take every nickel they can pet from foundations, grants, the various
ways the rich have found to give away their money, Artists should constantly be demanding
more and larper grants and foundations.

13. Arcists should teach L1f they want to, and cun do ft right, Artists should never conform
to the structure of the various educational systems which employ them, Teaching should be
understood as simp¥y moving into another community of artfsts, most often a younger ome,

If none of the younper community of artists become the artist’s £xekt friends and lovers

then he {s probably doing it wrong.

R

The {mmediate camse of the sense of infinite corruption, degredation and humiliation
that is the mormal lot of the American artist today is the art world., The proposals for
behavior outlined above are neither difficult nor far-fetched == in good part, in fact,
these propoéals sirply describe Iife'as it i3 currently lived among nine out of ten
artists, Ull.hl! only te observe what happens to the sense of friendship, love, fratemity

snd comradeship among artists as they are "picked up" by the arr world x to see, instantly,

that the rewards of such "“succeas” are death end depradstion, The art world 1s a poisen in

the community of artists and must be abmiisked removed by obliteration. This ﬁappens the

— i . . i Q ;
} 1n_sc_an_‘.'. a_r_tists withdraw from {t. - @ i
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It will surely be objected that there have always been dealers, always been middle-

» always been big money artists and starving artists, always been
"shows" and "exhibitiong" and

.‘men, always baen galleries

“reproductions," alvays been a "scene.” The answer is that there
may very well be all thesge things again,

But not now, Now, this Xaxxxrem "system" has baen

fl (XN
the curse and gpex corruption of the life of art in Americéﬁﬁn the world and it must be
i

Tepudiated, abandeoned, crushed out like a EXxExRXEiAY ciparette,

(AporPTED)

[
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Po whom does art belong? Art es sexuslity inevitably belongs
to the person who made it. Under the way we live now art as
product belongs to the person who buys it, the institution that
displays it, or the gellery that owns the artist. But there is
another way of owning art. Art as energy source belongs to everyone
who can get & lock st it;(an example being the room in the de Kooning
show containing Easter Monday and Gothem News and the rest. All of
us who have been there own those peintings.) It seems to me that it
is with this last way of owning art that the ART WORKERS COALITION
ig, or should be, involved, The word "workers" in the name js a hope-
ful sign. Under any more or less organized economic system workers
contribute their labor into the process of production, and it is how
that lebor is ugsed which distinguishe® the system. If the basic
decision is made that the artist's labor is to generate prcduct then
the actions of the AWC must follow certain lines. If the AWC decides
that the artist's labor, as it relates to society, is 1o generate art
ags energy source then the group's actioms must follow other, and
quite different, lines; for ownership is irrelevant to art as energy
gource.

" If the AWC accepts the idea of art as product then it must become,
in effect, & labor union if it is to continue at all. Many of the
original thirteen points would seem to have sprung from something
like that impulse, and a generous and necessary one it is. If nothing
else ever came from the AWC it would none the less be worthwhile and
memorable if it convinced the Museum of Modern Art to stop charging
an sdmission fee. But dealing from strength with museums and galleries
8till admits the besic fact of art ss product, and this presents prob-
lems, possibly unsolvable ones, to the idea of the AWC, For the gal-
lery and museum system forces & kind of "mercantilist” thinking cn
the artist whether he wants it or not. There is only so much space,
so much representation, so much soft, inflaticonary money around., What
I get I take from you. Artists are quite simply in competition with
one snother., And this, it seeme to me, might eventually prove fatal
to the AWC as a union in the ordinary sense of the word. We are all
ready to sacrifice just about anything except privilege and the merc-
antilist sensumslity of choice that is its not so secret jJoy. @

If the AWC were to devote itmelf to the ides of art asm energy

{t\.‘u .
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gsource mich of this tension between wish and desire might be avoided,
Tt might even be possible to find the beginnings of a moral equiv-
alent to privilege. The word "workers" comes up here again. Those

who pass for workers in the United States, men in the UAW for inst-
ance, or longshoremen, are in a curious historical position., If imp-
erialism is the internaticnalizing of the elass struzgle then much
of the true preletariat of the United States lives in Guatemala, and
Chile, and Japan, and Spain. That is to say that the American workers'
class position in relation to workers of many cother countries is
essentially bourgecis. It may take a congiderable act of imagination
to see artists as being in the same class role, but to the extent
that they are invelved with art as product I think perhaps they are.
The marriage of art and technology is being consummated in the smold-
ering bodies of Vietnamese peagdants,

Suppose however that the AWC were to declare something like "all
pewer to the workers". In saying this they would not need to be rep-
eating the old slogans of art in the service &8 the revolution which
seem to have produced neither good art nor any revolution at all,
Rather they might be saying that art belongs to all who can grasp it
and draw energy from it, What this would mean in practical termg I
don't know. But realizing that this is a question to ask ot all is a
start. A beginning might be the setting up of & cooperative somewhat
along the lines of that organized by New York's underground film-makers.
The AWC could thus become a clearing house for the rental and distrib-
ution of art, and one which, like the film-makers cooperative at least
in its early days, did not make value judgements on the art it hend-
led. The New York art scene being what it is however the AWC might
find itself having to maeke judgements on who its customers could be.

Thisg is only the most tentative of suggestions. In fact it may
all be nonsense, but if it serves to make artists think about their
historical situation in New York in 1969 it will have served a purpose,
If they are going to think about it I would add one further word of
warning. The cry "all power to the workers" means just that, *all power"
to all "workers", It does not mean that the oyster dredgers control
blue points and the artists control acrylics. It means that energy
flows as evenly as possible from each segment of society to all
others; and when that happens the moral equivelent to privilege will
have been found.

DIXT ET SALVAVI ANIMAM MEAM
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V. I. Lenin is supposed to have said "ethics is the esthetics y

of the future.”

IN our discussicns about mwoving things around 1 suggasted
it would be umaful te define art simply as skill which is
based on knowledge and practice and to say that bad art is
non-art, that is, what happens when one doessn't know what
one is doing, In our revelution bath slaves and money will

be abolished,

ARTIBT workers are losers in the class-money system, In other
words, as workers we are supposed to be poor. In the past
our choices have bemsn, first, to advance ourselves within
the entrepreneur class by making more money thru incrsased
and cheaper production, And sacond, by the surrender of =
certain amount of license regarding the choice of what wa
do, to obtain glory from the dispenssrs of glory, that is,
by seeking patrons from among ths rich and powerful,

In society as it is now structured, in this
object-oriented, industrialized, and socialized socimty,
the problems of individual and independent art workars may
phrased in this way: The problem now is one's inability
to exchange a sufficient emount of objects for monay suf-
ficient to obtain the living and working conditions one
desires, In other words thas immediate problem of contem=

porary art ie selling it and the foramust question is WHOD

WANTS 177 @

-~
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The apparent answer is several thousand rather
rich people known as art collectors. They aee a spacies of
the genre which includes etamp collectors, coin collectiors,
and gun collectors, They have in common a perverted material-
ism in which the abstract and objective values, manetary
worth, falsely proclaims itself to bs the supposedly
ancient and subjective value, besuty. Selling, even of
art, is per sas a social act. Wherse money is the sourcs of
social power, society will value all things, sven art, ac-
cordingly.

The things which we make, if they are to be s0ld,
must generally conform to intarnational stendards for currency,
This meane that art objects which can be emwmiax easily counter-
feitad are no good to a collector., It means further that
art objects must be preservable, that ie to eayy insurabls,
and they must be tranaferabls or negotiable.Xhzixthmxpzimmxwii
That the prime utility of collectable objects is currency
means that these things which we make and indead we ourselves
are subjmct to financial manipulations which have nothing to
do with art and which are not necessarily of any value to
curselves,

Art as currency is institutionalized through ths
policies of museums, This is ineviteble, Museums are started
by collectors, They are maintained by annual contributions
from collectars. All objects in their permanesnt collectiens,
excepting those donated by mxkisimy art worksrs, are given
by collectors ox purchased from funds donated by collectors.

In return museums provide a number of services which ars



LEE <4
Lee - 3
valuable tﬁ collectors. Fforemost among theee servicee is
that of certifying the authenticity and historical marit of
particular art objecta, namely those collsctors owm. In this
sensa sach museum functions as a semi-autonomous branch bank
in & world-wide system to gquarantee the value of collectsd art,
Second, museums with the collusion of the government provide
collectors with & device to avoid paying taxes by treating
contributions as tax deductible like a businamss expense, The
rationale is that museums are educational institutions and
the governmenti's presumption is that any education i=s per se
in the public interest, The fact that the sducators are by
and large simply our richest citizens is in no way discourag-
ing to the government,

Third, museums, by opening themselves to the public,
aer ablé to educate nan-collectors as to what their persanal
attitude should be vis-awvis the privata property of the rich.
Namely, DO NOT TOUCH. Also, don't emoke and keep moving,

Finally, museums publicize collectors by way of
admiring their collections and praising their generasity.,

This publicity is sszia valuable to collectors and their wives

both in their own milieu &nd in liberal circles.

THE problem of revolutionary art workers is our inability to
obtain the living conditions which we desirs. In the official
syntax, we lack money, | de not believe thst art collectors or
their mussums will, even under our prassure, maks any substan-
tial contribution to the solution of this, At hest they will
attempt to buy off a couple of hunired art worksra whose art @

may Or may not interest them,
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Nor will the galleries bs much help toward a
solution, With few exceptions, they would rather sell one
thing to a rich collector for a high price than than t:f:ﬁfEIQL
to the public at any price,

The solution will rather be found partly through
our art, that is =sthetically, and partly through political =
action. To the extent to which one may wish to sell what one
makes, art workers will have to make an art which is appro-
priate to the living conditions of a vastly greater number of
pecple than those who currently buy it. The ultimate dignity
of art, as all art worksrs ought to know, is in making xkx art,
not in awning it, What is the dignity in owning an object
which is so valuable that it is worth your life te defend your
posaession of it? To these ands art workers ought to prohibit
museums from displaying our art in such a way as to discourage
ordinary peocple from wishing to have it. Indeed, what art work-
ers ought to require from museums is complete license regarding
the terme under which their own art is shown. That would in-
clude whether and to what extent the police should be allowed
to guard it and it would include whether the public had to pay
to see it and if they did who got the proceeds,

As for political action, I urge the Art Workers
Coalition to support anything which tends to increase the

wealth of the relatively poor, that is, which undermines the

utility of wmoney. As the motherfuckers writes, "the hip revclu-

tiontimm is a product of history end exists in this time and

spacax: It is not a replaying of 'bohsmianism'; it is not an

.artistic 'drop-out' class open only to the bourgoisie; it is

ol
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not an 'slite' criticism of smerican culture; and it is not
@ harmless anomily, The hip revoelution is ths praduct of
materiml conditions. It grows out of a real change in aco-
nomic poasibllities -- technology aa the tool not the rule,
Man as free being confronts the possibility of being free
and the mirror is shattered by mkay PLAY, Befora sophiati-
cated elactronics, total unemploymsnt was only a droam --
now it is only limited by fear and that fesr becomes s nsw class
distinction -- those who have it and those who don't.," The
propar goal of art workers is to include sverybody. War,
vicyory, unemployment should be our alogan,

Total coﬁmunized unsmployment,
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Proposed rate schedule for art work rental:
first work: $10.00 per smy exhibition day
second work: $5.,00 " " t

each additdonal work: $1.00 " b

example:

In the exhibition Art pf the Resl there were 28 living art-

ists and the exhibit was open to the public on 59 days,

28 artists - first work - 59 days: $16,520,
iD " 4 gecond " - v, 2,950,
io " - additional works- " " . 590,

total cost to MOMA $20,060.

In other words an artist with one work in exhibit wauld
have received $590, and an artist with two woul@ have

received $B8S,

proposed terma:

= Pprompt payment at end of exhibit,

= applicable to all museums which charge admission on any
days when admission is charged.

—— Applicable only to temporary asxhibits,

== applicable to all works exhibited whether they be from
the psrmanant collection, private lesnders, or the artist's

gallery or studio.

—~— rate ghould be swnemxm considered a minimum fes and highmr

rates mhewid could be demanded or negotiated by artists on

@ an individual basis

. ﬂlil -
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&ung wist use their ary fer )uu.u;d sude that ﬂtjﬁl
. ' Ol!r“ll.uﬂ are Rev freef Bimply, the
Artligsts mast have unttu:'cclm of thelr werk emoe it
leaves thelr nende, gemtrd, in that, the musetma,
S§alierys, und esllecters liatex te tue artists as artists,

sad not as freaks for ths msewms, gallerys, and scileetors to
take advantuge of, anu keep In a emairaled vask deer
pegitien, o of the steps ¢ this gud is f Ltien,
Basilities ths Moders seum novl-.l.tha uglf Fesilities
e Ot mly Gemandy W 1l Ravel, Pasilitiesny mush as free
aduission, at least twe days & wesk, periuap- tuesdays and

sh 8, Wi.d the migeum Open at 21gnt all the $ime.
Fasilities such a8 » Byase fer, sand use 0N LempPOrary
artiste, A me= of pumniuu exnliph here. A

@ of the Museum oeuld De used to put em 5 gimul tzoeous
e man shews gg wedk, Tesday throigh sandays Thad weld
HOAR a% least shews per year, Im order e halp the
mugeun's adminsirative stafr, let artigts themgelves checge
whe they vant to shew X with
fntnr possinility, sassming the museum mights met want a
arges iavasien or artista, wvould be fer the mugeum to

provide a seotion (at least gix er gevem big resusg) feor
E’ artist to_;u.n_&.ru- nenth§ At the end ¢f hig menth

ssuld take away of his he wanted, jinything
left would besccme preperity o tne museum, The mugeum oould
aet, howvever, renove or nlaee his work in wnouher losatiem
vithout the artists permissian, pEaeh artist weuld have a

shéioey during his menth, as to vhether he vanted the pudlis
admltted to any, eor gll of hig part of toe wusenm,

Let the Maasun spensor ghews in ot.h:uu-u of the ity
and cGumiry, As fer exsmple, sarth 2 in ths paris and
rivers, lert shows, a giaht armery show, ey anyching ani
anyplase, artisce can think of¢ '

Aether posslbility ef artist contrd, wmitside the wusewn

&, would be to set wp a 3 "pretecsive” oan-gumd.
AR erganisatiom that every artist supit weuld ) % wveuld
Be pretestive, in tnat iv would sallect rents er reyslties
eaen time a work is puslished & shown, The womey Would
20 o the artist, osganis LEYe pean ot uPp ts dead

with Jeyaliies aud remtal fees e ether arte§ #c
tor )e "Bag preteqiive sgeneleg in and
Radie gnd Selyvisiex sis u“ﬁh o8 perfeuganses,
pay for musis they use wh it i reck and ral}, mosart,
o mugloc sameret, Perfo 89 Toeg g royaliien are

- AEtiets got '
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The young man who was here before Mr Smith, I think, more or
less put into a capsule what I wanted to say. I'd 1ikxe to
make a proposal that MrBattcock become the next prosecutor,
the next publlic prosecutor, of whatever organization comes
intc being. I find a tremendoua sadness and EEEXXXIIZE negstlve
xpam attitude among most of the people here tonight, as if
they hadn't lived, as if they hadn't had fun, hadn’t been
alive. I suggest that we stop over-reacting to foundations,
museums and such. And there's been very little talk of the
complicity of so many artists., They've been part of whatever
you're dencuncing now. Without them 1t wouldn't have been
possible.So I also second Mr Smith's statement: therse has

t¢ be a personal revolution. There's no other revolution.
ind no violengt overthrow of anything has ever been a true

revolution. I take it you don't happen to be in tune yet,
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I want to tell you about the New York Element and I'd_like
you to look at a copy. This 1s an artists’' newspaper, It
was started by an artlsts section of the Yeace and Freedopy
Party. Then the art section disbanded because most of

us felt that we dldn't want to wh be in anything as organized
as & political party, and a few of us started a paper on
our own. Now on the editorlal board there are a couple

of painters, a filmmaker and a writer and we 're really
an independent paper. As far as I know this is the only
artists' newspaper in New York today, and it's really .....
4mong the tnings we don't allow are any critics, and we
don't have reproductions of anybody's paintings, We only
let someone who's really concerned with something write in
OUT DADET,... diiusttihihis il ooy

But I think you cught to use it as a place to write, 1f
You stlll belleve in the written word, and after you leave
here tonight this ought to get around somewhere else,

We invite you to contribute. It hae to be something that
you know about, you're interested in and no glmmick. Fronm
our first iseue, we said we'd only have people who are
really involved 1n what they 're writing about. Now we
really want you to be part of this., We'd like you to write
to us, we'd like you to have ... 1f you have thoughts about

(Y

tonight, for instance, write it and send it to us.
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In 1947 the Museum of Modera irt agreed to sell all "glassical works

to the Metropoliten Museum amd concentrate on those that were "still
significamt dm the modern movement". 26 works were sold at the time.

The proceeds were'to be used for the purchase of more 'modern! worke ,"
The Board of Trustees reversed this enlightened policy in 1953 amd de=
cided to establish a permenent coliection of "masterworks", & epecies

of works that is impossible to define, We sre witnessing the conse-
quenoces of this decision $oday, a decimion worthy of a stamp collector's
mind. The Museum of Modern Art has become mn art-historical mauseleum.
Most of the space is taken by classical works and the majority of specfial
oxhibitions are historical exhibitions. The "masterwork™ spproach has
resulted in timidity, conservativism, arrogance and a systematic mythelo-
gyzation of moderm art. Comsequently at the rare ocoasions, when con-
temporary works are shown, these works receive more attention, prestige
and onsu}.’oing commercirl value than they would have sccumulated snd
deserved, if large contemporary exhibitions wers belng held continucusly.
Certain galleries and collectors naturally have an interest in influendeag
the choice of works, since such rare chanoces for exposure can yield

sizable profits,

If the Museun of Modern irt amd for that matter all museums concerned
with the art of this cemtury were seriously committed to their stated
objectives they would have to do & lot of soulsearching, anég}lustment
of the traditional list of priorities, This would lead to a type of
museur that has little resemblance to what we inow today. Artiszte would
partioipate in the decision makimg prosess amd be repressnted on the
Bofad of Trustess. Md such am institution could sertainly mot fulfill
its job in & high-rise structurs ia Midtown-Maphattem, a plan the Moderm
is conxidering at preseat, The very idea of a skysoraper for art shows

) @hﬁl mich miseun officials have lost touch with the presemt. A radical

e
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decentralisation, s dispersal of the Museum's wstivities into all areas
oftthe city and the establisiment of mumerous sutonomous branches might
bs the only viable spproash for the future. 1t is aecessdry to intredudm
s highly flexible MMM system, able to adjust to the ohanging meeds smd
not spother plan for Murther petrification sad the groster glory of the
Museun's priesthood. Such a decesmtralisation would libersts the arts
from their fashionable Midtowm ghetto wad would opea them to the commu-
aitles. 4 reloontion in cheaper msighborhoods would also sontribute

to deseorsting the temple, i scon s Maseum officinls are willing to
work in the various loftedistriots of the oity a lot of finmmodal

problems are solved.

Following the polisy of 1947 the Museum of Modera irt osould sell all
its"olassloal” works to the great musewns for the history of art in the
country. This would provide Spios, & oocnsiderable amount of money and

a uafaailisr urge to losk sut for contemporary work. Thers is no resson
to hang on to & presious painting oa B3rd Streest, if it could equally

be shown on Fifth wenus md $8nd Street. On its wiy uptown it would
have made o oougple of 100 000 dellars, The moaey is Wu fulfill
the needs of the artlets mad the commuities today sad in the future.

4 modern museum with all ibs rescureoes mmd polivioal influsncs has the
respersibility to morally md finmolally ensourags the work of liviang
Artidts, wijhous my olailm to graut a dudiows sty of spproval, This
ontails m exbensive program of spensership of artists, irrespective

of gallery sonmsotions, a5 well as %he additiomal resruitmess of
goverament sad Dusiness spomsorship. Bepefully this will relieve the
artist) from thinkisg in varms of saleabilivy of his werks in the profilie
eriontved art market,

Nodern Museums should be plases that make thizgs peasible, uot impessiblel

- @
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Len Lye

I approve of everything that’s going on here, absolutely.
Mgybe 1t's because it's protest, and I have protested

all my 1life, in my art,about the way soclety dishes it

out to the artlsts. Now I camtacross a passags 1ln Proust
which explains very well, 1n one short paragraph,how an
artist sweated 1t out, ate his heart out, thls that and

the other and nobody really knows tne debt that soclety owes
that artist. ..{laconerent) And I am here to suggest that
we don&t bother about that goddam museum, If you bother
about 1t, demand the resifnation of the hnead of 1t, He's not
worth it. I used to admire the #useum of Modern Art, they
covered & lot of ground, they 4id this that and the other,
but the behaviour of that crowd in the face of ocur protest,
where they got Jittery and unyielding, being afrald of the
trustess, no doubt ..(imecoherent) So I'm not much good on
tals exhortation, but 411 tell you about the beginnings of
tnie all. This a letter from Howard Wise. You'll find out
why he 1s sorting a few things out with the Museum. It's to
Mrs Elizabeth Shaw, Director of Public Relations, Museum of
Modern Art.

March 24th, 1969

re: Artists' Protest

Dear Llz:

Following our conversation after the luncheon the other day,
that one or more of the five artists in my gallery who are

involved with the artists protest had threatened to harm or

@ destroy works of art at the Museum, I have spoken with each

/7
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of these artists, ﬁhat 1s Takis, Tsai, Lye, Haacke and

Tom Lloyd., Each denled having made any such threat, 1mplicit
or overt, Min artist would be crazy Lo harm the work of
another artist® was typical of thelr comments, These

artiste are not crazy. They are only fruftrated by what

they feel is a lack of concern omn the part of the Museum for
their work and their welfszre. I;'ll BAy walfare;]' They feesl,
for instaace, that there is a sort of symblosie betwesn the
#riraxyxuexiftaxex artist and the Museum, that the artist needs
the Museum for h‘% existence, and the Museum needs the artists
in order to remaln alive., " It doesyl® - it needs five hundred

milllion of us, The gallerles nsed us too,

Now I'm bellyaching about ..., You can't blame the public

for the kind of materialism they've all been conditlioned by,

and the artist's thing 1s private as well as publie, But it's
malnly thgough the Museum that the artist can reach the publlc ¥
You see, the Museum and the galleries are made for the publie,
Unless we demand or request or whatever and get the Fifthf Avenue
business and take our work down Fifth Avenue and work out some
gimmlicksa,

45 a matter of fact I had a friend #ho once tried to make the
Museum buy some of my stuff, This is not needed, nind you, 1
don't give a goddam about myrxmximff museums, because they're not
big enough for the kind of hunky stuff I want to do.{ Anyway

I've got to speed 1t up?)

E}'ontinuation of letter from Howard Hila

"

tesresanresrassarsnsnans.ssssss and group shows, that the works

are properly displayed in such exhibitions, Thls ls what starte
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the present dlslogue, ........... ree e Taklis removed his
work from the Machine show after he had requested that it be
withdrawn and that it be replaced by a work which had been
selected by the director of the exhibition im the first place,

and to which he had agreed, His request was 1gnoredﬂztc. ete,

Everybody bellyaches about this business of gquality. well, forget
quality. Time looks after quality. The Black artists have got
to leapfrog in, we've got to help them. When my mother saw

me fiddling in a corner with a penclil and paper, she said, Ok,
I'1l see that you get drawlng lessons., She gave me the feeling

I could make it. ©She knew what I was after., So, what Black
mother up in Harlem would see a kid, a little boy drawing and

say 'I'm golng to get you drawing lessons'. <Lhat's an aside,

but the main point is tue protest, I'm only here because I'm

a blt of a ploneer in the kinetlic routine, and I don't need

the “wugeum of Modernm Art so much.
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I have a litile anmide to Mr Farman: I'd like tdlly that

my sexual life has never besn better since thatdomonstrationj
at the Museum of Modern irt,

I speak for Minority A, Minority A is an organizaion that was
very temtative at the small demonstration at the Mussum of
Modern Art, It was a little demonstration at the large
demonstration at the Museum of Modern Art., In a senae the

larges demonstration st the Museum of Modern Art has lost a few
more members, and the Ixrgsxdmmx smaller Mlnority A gets, the
fewer 1t becomes. Minority i servedtﬁisgt that time. Je 1ntend
to contlnue action against the gallery as well as ihe museums,
de know both are inveolved in the misuse and abuse of art, We
are golng to use our action to form the basis for an alternative
to the present lnequitable system, To us 1n Minority i, America
ls a political idea and nothing else, There is no majorityse
ethniec, cultural or raclal in thie country. *here are only
minorities, Majorlties are out. The only majloritles 1in this
country are lncome level neighbourhood progectlon agemcles,
Income level nelghbourhood protection agencies must be
dispossessed of any claim to determining the nature of this

land, Mincoritlee should be concerned with only the big and
general questlionse or be involved with those particular,
manageable isspues wilch they can rescolve 1mmediately. Minorltles
are not to be preempted, collected, run, produced or corrupted
into any kind of consensus, The Museum of Modern irt is such a
trap. It is in the middle; it has ne authority. it best, 1tl@
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thoughts work out in the open. Otherwise, it takes up the
rear of the gallery system, It reinforces, makes respectable,
provides tenure for art?names. It protects investments, and
educates by lntimidation.

Minority A welcomes the 1dea of many small organizations with
open wings, Jolning when we deem it's good, Jolning when we

feel it's for the good of the whole community. Minority A

however i1s not to be masked by the interests served DY vivinves
Minority A repudiates the authority of the scene, It denies
the authority of art medla, an x inefficlent record of the
reality of this time, Minority A joins with those who are
Wwilling to step up out of their everyday pursuits to destroy
the devll in the world. Until then, we will continue to

exert ourselves in our local activity to get at the devil

that dwells in small details.



Edwin Misorkowski for Minority A

America 1s a political Sdea and nothing elss,

There is no majority or principal ethnie, cultural
or raclal group determining the fate of this idea.
Thers are only minorities. Thers is no conasnsus.

Income level neighborhood protection agencies must
be dispossessed of any olaim to determining the
nature of this land.

Mineritiss should be conscerned with only the big
and general questions determining the fate of
this land or be involved with thoss particular
managebls issues directly at hand. Everything
in the mBddle is a trap and not worth bothering
about,

The Museum of Modern Art is suoh a trap. For
those who see it has no authority. It performs
1ts function by storing work out in the open.
It 1s an eseential part of the gallery system.
It reinforces, makes respsctable and provides
tenure for art names,

Minority A repudiates the authority of the scens.
It Benles the the weight given today to the rols
of art media - an admittedly ineffieisnt record of
the reality at this time.

Minority A joins with those who are willing to step
out 08 thelr everyiay puraults to destroy the devil
in the world. Otherwise we sontinue to exert cur-
solven in local activity mimed at ridding ourselves
of the defil that dwelle in amall details.

<0
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Seme yeints bearing ea the relatisashiy of werks of art te
Eusewts and sellectsers: '

1 A werk of art by a living artist wewld s$ill be She
preporty of the artist. A collecter weuld, in s sense, b

$he custedian of that ars.

2 The artist weuld de ceasnlsed when his werk is displayed,
repredused or wsed in any way.

3 ™o musewmn, cellester or pudlication weuld ompensate

the Artist fer use of his art. This is s rental, beyend She
original purchase price. The rental could de neminel; the
Prinsipls of a reyalsy wenld be used.

&  An artist weuld have the righs te retrétve his werk frem

& esellection 1f he cempensates the purochager with the eriginal
Price or a mutually agreesadle sudssituse.

5 Vhem a werk is reseld frem sme csllecter %s anether, the
artist would be sempensated with a peroemtags of the pries,

6 An avbiss sheuld habe the rights te shange or destrey awy
work of his as leng as he lives.
~3eme peints dearing en the Nusewn of Nodern Art and 1ts relatien-
sRiy te artists and the general comavnisy:

1 The NONA would be 1imited $0 sellesting werk me mere Shan
25 years eld,

2 Older werk wemld de seld and She preceeds used $e maintain
& Sruly medern ocelleetionm.

3  T™he shews sheuld yeflest an inserest in and She Premetion
of modern werks of ary.

& A system of Wransh musewns weuld aweken inserest in medern

- @ art in the coumunition of the cisy. Nere exhibditien fpase would
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then be available and curaters would be respemsive teo elmenss
vithin the cammwnity. '

S The wusewn sould net euly purehass werk dut alse samigsien
works of painting, seulpture, film, dance, musis and drama and
use 143 faeilities te shew tham,

6 The werks of artists net usually shewn or werks of ars

Rt readily svailabhle bhesause of zize or lecasion sheuld de
ensoureged and shewn, ‘



Lippard =1
e

Fricdion 22
The taais of most ﬂ between srtists and museums liks the Modern

seems to be the conflict betwaen the parmenent collection and the loa.n
exhiblitions. Artists are reluctant to cooperate in showa when theilr work
is not being boughtJa.nd vice versa. It seems & wystem guaranteed to produce
111 wills everybody knows of endless individual variations m f:i. thems.
They are now being amplified to an unheard~of extent by the Museum's projected
"New American Painting and Sculpture” show. This will @ nce@}nto on
Abstract Hxpreesionism in the 40'¢ and 60's and will evant.un.l.ly ctcupy &
new wing. It is not e« loan show, but a kuseum Collection show and the
artists involved are being ssked to donate mmjor works to the ¢ollection so
that they will show up well in future oat:loguss, dissertations, books, In
other words to mintain their lo-mliﬁ:’:;:tori.onl"re-poct-.bili ty, they must
be wall represanted in the world's 'Beft}ﬁolloction of modern art, and to de
well reprassnted they misi give their major works to the duseumiif they
at1l) own them; if they don't they'rs out of luck)e This kind of blackmeil
is in many cases belng leveled st artists whoss work the museum lgnored
during the &0's and most of the 50's when prices were lowjs now they mre
asked to forgive and forget and guarantes their own place in "history"e
It will take s lot of guts for any of those artists to refuse to have

thelr own room in this show mnd in the permanent collection; at the same
time 1t will take a lot of the opposite to go mlong with auch a plan. It
19 difficult to see why the massum did not eoéiﬂ of this as n loan show
rather than pretending tc mke an “historioal” selection t:;l gift hormes,

but in any case it offors s perfect and timely exampls of the way artists

ars sxploitadl
¥

Thers seems little hope for broad reform of the Museum of Modern Art. It

has done a greet deal in the past and now seems to have become e large add
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urwieldy that it has outgrown its usefulness, The oonventicnal museum ia by
mature too big, toc bulky, toc slov to keep track of armd keep up with the
studios in a time of such rapid change . The present policy of throwing an
occasional bone to recent art is insufficlent., The recent seotions of both
+re chow  the Modern
the mnchino show a.ndJt Dada and Surmlimﬁmde this obvious. “hen ﬁ attemp ta
to riwval] the galleries and even the smaller miseums, the result is inevitably

disappeinting.

What is really needed 1 not just an updated omolith of Mpdern Art but

2 new ard more flexible system that can adapt itulf to the changes taking
Factions of art

place today in mml the,medis have rejected traditicnal

eonf'ines: room apmoe, proscenium stage, academic symposia, literary readiggs.

I would like to see the Museum of Moderm Art retain its respected position

as & study center for the higtory of modern art(and by modern art I mean

art of the last Egérurt or so; the older work belongs in the Metropolitan,

as wap originally xting stipulated by the Museum itself), The mono;:;vpont

on exhibitions eould be channeled into purohases, free admission for all

artista, night film showings, sto. The sxhibitlon funstion could be shifted

to & series of smmller museums reumblin&bmch libraries, in loft buildings

or any large, simple space, esach of whieh would naturally evolve an identity)

ltylc)a.nd structure of its own, There ix no reason why these branches shald

oven be called Mussuma; they sare nesded more as vital community centers that

would provide workshop space for experimental projects in sll medis, q.n-

oludingperformnce, as well as space for showing art or or;nnixing:\;o':c open

sitintions. The fact that this idem in one guise or another haz come up

several times in the lgpwt few months among poets, dancers and visual artists

indicates its relevance., ¥

Just propping up sxisting institutions won't do; imaginative planning il@
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fux called for. The very loosely knit and constantly changing group that 2 L
for the time being calls itself the Art Workers' Coalition mmy or my not
be the right ingtrument for advancing these changes. We're still in the
discusesion stages. The polnt of an opan heiring at thies time ts to get
people thinking :bout change instead of continuing the perscnal griping and
backbiting that always goes onj to orystallirze and analyze the broad dis-
satisfaction and see where cunstructive energy ocan be directed. It has beeh
exoiting to see common ideas emerge from extraordinarily different and of ten
conflicting esthetlc positions. The remson for cunt.inui.lf;::ukil' action,
(aside from the fact that it brought up the very valld point of an artist's
control over his work), was the fact &2 such trans-esthetic solidarity; the
fRet that there was support for further discussion dnspite basic disagreement
with muich of the first group's program. The present organization, if you can
call it that, survives by its own flexibility, by its precaricus ability
to absord opposing opiniocns. No two people inwolved think alike; few
suppert all and soms support none of the 13 demands drawn up by Takis and
his six molleagues. No one can spewnic for anyons elss, I for one don't think
we can dictate esthetic cheices to the Mugeum and L am against any more
motley groug shows as well as inclusions of any group on a separ-tist basis.
Nevertheless the black artistes and tha artists without galls ries have avery
right to speak for themseives, My own interest ﬁﬁ infpiojoction of & oonst~

ructive sltermative to the present situstion, in incrcased wivil rights fer

artists in gensral.

Luoy R+ Lippard

0
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I wish to speak extemporaneously about my feelings
about what's going on here today, and what's been going
oa in the last few weeks, There seems to be a dommunity of
artiste working throughout the world. There's a whole social
fabric that rests very, very precariously on something we
know as an art object, and art itself. I think if one wanted
to describe this manifestation graphically, you would w say that
an art object would be a rock im a pool and ay?arioua functlonary
levela golng out from this rock would be dealers, critics, the
museums, thﬁﬁzsdia, & whole fabric or system,b all barricading

it anyone who's as I am
that little object, Well yum would nqthat‘ihnnterestedxin
my work to iry and change the machinery or the context in which
the art has been made and is being seen, would see that the
greatest asset that artists have is their art. It would seen
that for a social protest or any other type of action in with-
drawlng your work or setting tight controls over 1t, you eould
Wi 2chleve the goals that are belng sought. I'm not
in sccordance with many of the goals, I'm not quite sure what
some of the goals are,reallg,and it would seem that the Muaseum
of Modern Art would be a very good point to focug:'%ecauao.........
1t seems to be a very uﬂ’ielding organization, Perhaps one
way in which dealings with the Museum can be handled would be
possibly by withholding work from exhnibitionf not neceesarily
from that musesum, but countless nuseums around the world., It's

a blg question on this, to accede to the demands that are belnyg
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asked. It would seem that a lot of thought should be

given as to what these demands are, I've heard a broad

range of demands, and there seem to be some things that

are very relevant. It would seem that all thlie has to do,

in a certaln sense,with the context in which art 1s belng
seen, and the rights which the artist has in having 1t &sen
in the proper fashion, 4nd 1t would seem that the art 1is

the one thing that you have and the artist always has and
which picks you out fron ahyone else, There's a class of
human beings who dawiemgmake art and a clase who don't, some
of whom happen to be curators of museumsjfirectors OT Mmuseum
trustees. Thig is the way your leverage lies. I would think
that by ueing x that leverage you could achieve much greater
goals than in any other ways. It's the one seemingly unlique

aspect of an artist, that he makes art and no-one else does.

e

i

23



154-02 107th Avenue
Jamaica, New York 11433
3 April 1969

Mr. Bates Lowry

Director, Museum of Moder Art
11 East 53rd Street

New York, New York 10019

My dear Mr. Lowry:

The ¥useum of Fodern Art, as one of the great cultural in-
stitutions of our nation's greatest city, has a special role
to play in fulfilling the needs of our citizens for full
cultural identificetion. The measure of the responsibilities
of your institution would seem to be amply recognized on the
basis of your own statements relating to the goals of the
Museum, expressed in your publication Toward The New Nuseum
of Modern Art, from which I shall quote at some length in
this letter.

"The Mugeum's national and circulating exhibitions have brought
modern art to thousands of institiutions in the United States

armi Canada. Increased funds will meke possible the develcopment
of a progrem specifically adapted to the needs of smalled com-
munities, and of educatlional institutlons from which must come
many of the future leaders of our country's cultursl life." (17)
It is from thls pogition that more than 200 black and Puerto
Rican brothers and sisters from public, private and parochial
schools on the secondary school level, as well as art scheels,
colleges and universities of the metropolitan erea, will under-
take a walking tour of the Muszeum of Modern Art on Sunday,

13 April 1969, for the purpose of making an in-depth evaluation
of the present program of the New Museum of Modern Art in terms
of its mdaptation to meeting and serving the needs of the "smaller
communities" of black and Puerto Rican pecple. It 1s our view,
in which I believe you will concur fully, that these young
people, as the "future leader os our cultural 1life", ought to be
made aware of the services of your great institution is support-
ing through your programs thelr education and careers in the arts
in terms of speclal relevancy to them as products of a black and
Puerto Rican culture. Wwe know that you cannot fall to be pleased
by their moves in this direction. We hope, then, that you wlll
undertake to make avallable to us the facilities of your audi-
torium on that date, at any hour between, day 11:00 A.M. and 1:00
P.M., toc enable us to properly orient these young people prior

to the tour, without serious inconvenience to your regularly

scheduled program for that day. I
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Because our program 1s one of research and evaluation, we feel

we ought not to rely solely upon that visual evidence of the
Museum's programs avalilable on that day, since this might result
in an unfair assumption that these -represent the only such pro-
grams or the limit of such programs undertaken by the Museum,
when 1n fact this might not necessarily be the case. Accordingly,
we recognize the need of obiainling further informetlon such as
could only be furnished to us by you and your staff. We would,
therefor, wish to submlt to you at some time in the early future,
a rather detalled questionnaire to ald us in this project. 'Thils
letter wlll undertake to set before you the form which some of
those inquiries would take.

"The New Museum of Modern Art will in fact become the only American
Art Museum which, in 1ts own field, is foremost in the world. In-
evitably it will be a magnet attrating to New York from every
quarter of the globe all those interested in the visual arts of
our time." {(16) We believe that this statement embodies a very
ambitious goal and necessarily lmposes upon the Museum an almost
unequalled respensibllity, which, we have no doubt, you are stru-
geling most manfully to meet. We of the black and Puerto Hican
communlty of this clty share both your interest in meeting that
responsibllity and the responsibllity of seeing that it 1s met.
That alone, please be assured, prompts our 1lnquirles and the sugg-
estions which we undertake to meke. For we have a very speclal
stake in the Museum's fulfillment of its goals and its responsi-
bilitles which you cannot fall to recognize as being beth ex-
igent and legltimate, It is for thls reason that we rely upon
your cooperation with ocur project. Our black and Ruertc Rican
brothers and sisters in the metropolitan area, as well as through-
out the country, require every encouragement in order to develop
and create effectively. Above all, they require images with whih
they can most readlly identify. They are naturally attracted to
the Museum of Modern Art as a locus for cultural ldentiflcatlion.
Thelr hopes represent an added responsibility imposed upon your
Museum and ours by the greatness of its purpose and its plans.

The o0ld Museum haed 12000 square feet of exhibitlon space, little
or none of which was glven over to cultural programs pertinent
te the black and Puerto Rican cultural communities. We would
not entirely agree with the arguement that considerations of
space alone could warrant such a sweeping omlsslon. Ee that as
1t may, however, we are more concerned with how much of the ad-
ditional 31000 square feet of space in the New Museum 135 appro-
priated to that purpose. We certalnly do not believe it unreas-
onable to expect and to.conelude aftersome four years and a sev-
enty-five per cent increase in the amount of exhibitlon space
avallable that the space issue will be held to offer a valld ex-
planation for failure to remedy this deficiency. This 1s not

to prejudge the matter and conclude that it has not been reme-
dled, or 1s not in the precesg of being remedled. Of course,

we feel we can safely rely upon you to advlse us of the extent
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to which the latter may be the case.

It does, however, seem more than a little conflicting with

the established practice of the Museum in reserving galleries
for the exhibitlon of the works of different cultural groups
that rno such wing has ever been reserved for the exhibition

of works which are the product of black and Puerto Eican cul-
ture. Gallery #6, for instance, is reserved for French and
Itaiian artists: #7 for German Expressionists: #15 for Italian
Futurists. The purpose in this would seem to be to present
works which bear artistic unity as to period and/or portrayal
based upon Teatures of national cultural personality. It

naed hardly be emphasized, Mr. Lowry, that the distinctiveness
of the various cultural groups whlech form the cultural tap-
estry of our nation each demand thelr own spokesmen., Jackson
Follock's art would never be held to be lnclusive of pre-Col-
umbians, or of Amerlcan Indians today; it is absclutely ab-
surd to hold that it is inclusive of black and Puerte Rican
culture. Were that the case, then there could be no valid
objlections to havineg Sovlet artists paint America while 1n
Kiev, or black or Puerto Rican artists depict Croatian peasant
life. We know, of course, that such an idea would be dlsmissed
as utter madness at the very least. If we want to portray
Croatian culture, then we must depend upon Croatians to do it.
It is no argument te submit that techniques in Croatian art have
not advanced sufflciently to permit Croatian artists te paint
with an accomplishment which might favorsbly compare with
Crozco or Degas; the fact 1s that is we are going to portray
Jugoslavia, then we must portray Croatia; and if we are goling
to portray Croatla, then we must portray it through the work
of i1ts own artists. We would think that sufficlently ele-
mentary. 1f the Museum of Modern Art does not feel that the
black and Puerto Rican communities form a sufficlently im-
portant part of our nation to warrant portrayal, then it

ought to say so, directly and immedlately. Then, at least, we
shall know -- whilch 1s not to say we do not already know --
what the issue really is.

There is, of course, the question as to whether the MNuseum 1s
under any oblligation, aslde from considerations of artistic
integrity, to present a program of cultural identification for
black and Puerto Rlican people. (We do not expect the argument
that artistic integrity can be satisfied by total fallure to

do so.} It ilnevitably goes to the question as to how private
the Museum actually is. "Gifts to the Fuseum of Modern Art are
of course deductible for income tax purposes." (43} Tax
deductions are a ferm of public financial support, representing,
for the most part, funds which would find thelr way lnto the
publlc coffers without this tax bheneflt. 3Since the cost of
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prosecuting the war in Viet-Nam, or of putting aman on the
Moon, or of flood control in the Missouri Valley, is not af-
fected by money being donated to the Museum, such donatlons
in fact regquire a redistribution of the tax burden to ralse
lost revernues., The Mueseum of Modern Art, then, 1s & direct
beneficiary of public monles. This is not to say by an
means that this is desireable; quite the contrary, 1t is
completely desireable, provided that the Museum recognizes
that 1t i1s a beneficlary and discharges 1ts responsibility
as a legatee. That responsibility comprehends public service
to the Puerto Rican and black communlitles which support the
Museunt through the payment of hlgher tax levies,

The Mueseum appears to recognize this to some extent, It

has establlished, for example, the Childrents Art Carnival

for the first time in Harlem. The Museum claims that the
Carnival will serve 9000 children, which would be triple the
average served in past years. Havthis is possible, aslide

from the doubtful sccuracy of the figure, really 1is not nearly
so lmportant as whether or not the program satisflies the need
of cummunity children for cultural identification. We submit
that it does not, and that a full investigation by copetant
art educators from the local community should be undertaken at
the instance of the Museum to determlne how it can be made

to do so. Art which is not relevant is worse than no art at
all; it leaves the feeling that art itself is not relewmnt to
life, when art ought to be the highest relevancy in life.

The glaring shortcomings of the Mugeum vis-a-vis the black

and Puerte Rican communities clearly require the setting up

of & special Black Wing to enable the Museum to present a
harmonized portrayal of black culture in America. There simply
is no way of getting around this. Yet, we challenge the
Museum to declare that it has ever sought the endowment of

such a wing, as it has undoubtedly sought the endowment of a
German-Autrian Wing, Duteh Wing, Parisian Wing, or other
ethnically or nationally identifiable wings. We challenge the
Museum to say that 1t has ever approached the black cultural

or financial community and scught funds or other asslstance for
setting up & program embodying cultural ldentificetlon for
blacks or Puerto Ricans. We would go so far as to challenge
the Museum to state that 1t has ever gone so far as to develop
a comprehensive plan for setting up such a wing in the event
that funds were provided for 1it.

Yet, there 1s 1little to be accomplished by remonstrating over
the sins of omission and commission 1n this area visited upon
generations of the past. What is important is that the Museum
has now the opportunity to accomplish something 1n the way of

©@
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remedylng those injustices in the present and the future.
Agaln, we challenge the Museun to declare how it intends to
go about doing so. We challenge the Museum to offer a cons-
tructive alternative to the Black Wing. We challenge the
Museum to sit down with leaders of the black and Puerto Rican
cultural communities and develop a comprehensive scheme to
meet 1ts responslbility in thls area in the future.

We are walting, Black and Puerto Rican children are waiting.
Art is walting. We cannot walt very much longer, Mr. Lowry.
Nor can the Museum if 1t is not to become, as one poster at
the recent demonstration rudely and indelicately suggested,
the Mauseleum of Modern Art. We would like to know what plans
you have for the Museum.

Very truly yours,

TOM LLCYD
FAITH RINGGOLD

1ab
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STUDENTS AND ARTISTS UNITED FOR A MARTIN LUTHER KING, JR. WING FOR BLACK
AND PUERTQ RICAN ART AT THE MUSEUM OF MODERN ART OF THE CITY OF NEW YORX
A RESEARCH AND EVALUATION OF THE MUSEUM IN ITS DEFAULT OF
CULTURAL RESPONSIBILITY TO THE PUBLIC AND CULTURAL INTEGRITY
TO ITSELF AND THE ART COMMUNITY OF THIS CITY, THE NATION AND THE WORL

INFORMATION

This form consists of Parts [ and II= Part I is for you to fill in and mail to the address
Indicated at the bottom of the form. Part Il consists of a series of questions addressed
to the Museum and its staff and is to be mailed to the Museum if-you believe these
.questions ought'to be answered. Thank you for your support. Thank you for joining

us in an effort to end cultural genocide practiced against blacks and Puerto Ricans at
the Museum of Modern Art. Thank you for joining our fight to establish a Martin Luther
. King, Jr. Wing for Black and Puerto Rican Art at the Museum of Modern Art.

MR. TOM LLOYD : _ - MRS, FAITH RINGGOLD
15§-02 107th Avenue 345 West 145th Street N
Jamaica, New York . New York, New York
657-6433 ' 862-587%8
khkkhkxkkhkkhwkik
PART T

A

1. Does the regular atteéndance at the Museum today suggest that blacks and Puerto
Ricans use, enjoy and understand the Museum's collection?

YES NO UNCERTAIN
2. Do any exhibitions in the galleries relate to black and Puerto Rican experience :
as to subject matter, means of expression, or personal identification? ‘

YES NO UNCERTAIN
3. If your answer to {2) is YES, which ones?

4. Are there any publications {1st floor), films (Auditorium), or other visual aids

that relate to the black or Puerto Rican experience ? YES___ NO UNCERTAIN,

S. If so, how many films . publications , other ?

6. Do you believe, after touring the Museum, or on the basis of your knowledge

of the Museum and its programs, that a MARTIN LUTHER KING, JR. WING FOR

BLACK AND PUERTO RICAN ART would serve the purpose of genuine cultural freedom

and portrayal of the culture of black and Puerto Rican people at the MUSEUM OF MODER

ART?  YES NO . UNCERTAIN
NAME

ADDRESS _

CITY STATE 21P

PLEASE MAIL YOUR FILLED OUT QUESTIONNAIRE TO ONE OF THE PERSONS LISTED
ABOVE. WEWILL-NOT DISCLOSE YOUR NAME OR ADDRESS WITHOUT YOUR PERMISSION

THANK YOU.

STUDENTS AND ARTISTS UNITED FOR A

. _ ' _ , MARTIN LUTHER KING, JR. WING FOR
. BLACK AND PUERTO RICAN ART AT THE

MUSEUM OF MODERN ART
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PART 1II
THIS CONSISTS OF (2) PAGES. DETACH AND MAIL IO THE ADDRESS GIVEN BELOW.
PLEASE BE SURE TO FILL IN YOUR NAME AND ADDRESS. ~

NAME ADDRESS

CITY AND STATE - ZIP

MR. BATES LOWRY, DIRECTOR .
MUSEUM OF MODERN ART

21 WEST FIFTY-THIRD STREET

NEW YORK, NEW YORK

Dear Mr. Lowry:

As a member of the interested public, I request that you forward to me at the address
given above answers to the following questions at your earliest convenience:

1. Toes the Museum recognize the existence of an authennc disfinect Black
Art Movemerit ?

2. If so, how has the Museum presented the body of work of this Movement in its
permanent collection and national and intermnational exhibitions ?

3. Does the Museum's permanent collection of over 30,000 wirks of art include
the works of black and Puerto Rican artists? If so, which, and how many?

4, Can the Museum claim in good faith te be a "private" institution when:

a. Its donated collection, endowments and deficit-erasing contributions are made
possible through tax abatement on donors amounting to almost the full dollar value of
such support?

b. It receives sizeable additional income in the form of direct public funds for so-
calied “free admission” and services for public school children and teachers, federal
commissioning of exhibits at international exhibitions, construction of mecdéls for
urban development programs, and other such schemes, as well as for sundry other
publicly commissioned projects? '

c. It invites and solicits public subscritpion and attendance at which admission
fees are charged”

5. Does the Museum recognize this form of public financial support as imposing
any obligations upon it toward the public?

6. How does the Museum provide for adequate safeguards that race plays no
part in the selection of works for inclusion in its permanent collections and
circulating exhibitions?

7. In view of the support of racist policies in South Africa by the investments

of several corporations of prominet trustees of the Museum--David Rockefeller and

~ the Chase Manhattan Bank, to name one--is not public credibility as to the
effactiveness of these safeguards, assuming they exist, seriously weakened?

8. ) How does the Museum provide in its collections, ex'h.ibitions, programs, |
publications, and services, cultural identification for black and Puerto Rican citizens?

i
\
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PART II (CONCLUDED)

9. How do such community activites as the Children's Ant Carnival in Harlem
provide for cultural identification for black and Puerto Rican children?

10. How does the Children's Art Carnival seriously arrive at its figure of 2000
children to be served annually in view of the average of 3000 in prior years?

11. How does the Museum decide, in.a way which insures that considerations of
race play no part, which works of art to accept as gifts and exhibit in its perme&nent
collections ?

1

12. How does the Museum define "quality” as a standard used in selecting works ?

13. Would the Museum as semble a special collection for exhibition of works of
black and Puerto Rican artists of "quality" lent to it for that purpose?

i4. Does the Museum encourage-—and if so, how=--black and Puerto Rican artists
in the early stages of their development in terms of providing for group presentation
of their work? :

15. What is the Museum's principal objection to the application of the criteria of
"quality, historical significance and significance of the moment” to the selection of
works by black and Puerto Rican artists ?

156. Does the Museum presently have, either in operation or in advanced planning
stages, a program of community workshops for black and Puerto Rican communities
in order to create a liason between the Black and Puerto Rican Art Community and
the Museum in order to advance public knowledge of 1ts development and to further
acquaint the Museum with its force as an expression?

17. What are the objections to the Martin Luther King Jr. Wing for Black and
Puerto Rican Art which the Museum would suggest to be most valid?

18. In what way does the Muséum feel threatened by the existence of a Martin
Luther King, Jr. Wing for Black and Puerto Rican Art? |

18. Is it the position of thé Museum of Modern Art that, in view of the Museum's
cultural responsibilities to the public and the art community, that the people of the
black and Puerto Rican communities should passively accept the denial to them of
a Martin Luther King, Jr. Wing for the exhibition of their cultural expression?

20. What is the Museum's- alternative to the Martin Luther King Wing in order to

satisfy the legitimate demand of black and Puerto Rican citizens for cultural expression

and identification in the Museum of Modern Art?

e
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Robert Barry

Why bother with the Museum of Modern Art? Why not work
outslde it and leave 1t to those who want it. If it

doegsn't serve us, why not let 1t be.

More than any other museum, 1t pretendes to be what it is
not., 1Itfs very name "Modern" is a lie. It has failed

to live up to itg original promise,

The spirit of the museum and the spirit of art are twe
totally different conceptions. The Musgeum 1z a huge,
artistically impotent auperstructure of something other
than art, but with great influence. Under the guise of art,
and without art's spirit 1t 1s even opposed to the true

art spirit. And moat of ell 1t is unfortunately mlstaken

for the actual reality of art,

The snergles of art are subject to conscious cultivatien
and planning. Art is split into branches. Art becomes
cultural ralues which must he preserved for a few and for
thelr own sake. The Museum epitomlzes what Heldegger calls:
"The boundless work of dismemberment of the human spirit

carried on by the practical intellligence®,

¥
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As an architect, I'd like to address the artists! community,

Thogse of us who are disturbed that the Museum of Modern Art
seeg fit to charge such an exorbitant admission price, rather
than let the public, as well as the artists, have free access
to the exhibitions, might well reflect on the extravagance

with which the Museum 1tself was built.

When the original building was built in 1939, there was an
attempt by the architects to make this building a part of
the new age ~ the use of stalnless steel and glass, neon
lighting and vard crisp lines of the new egthetic of the

no-nonsense internationsl style of architecture.

Some thirty odd years later, when the Museum carried out 1its
major expansion plans for a new wing and enlarged garden, the
esthetic had changed to that of a richly embellisghed elegance,.
It was significant that Philip Johnaon was gselected ag the
architect for this new image that so completely overpowers

the older building. Mr Johnson, by his own statements, sees
himself as a court architect; he would prefer the role of
architect to the king to that of Tarchltect to the people”.
The arigtocratic trustees are interested in retalning prestige
and image and Mr Johngon provides the right amount of elegance,
porp and grandeur. Of course, it 18 not just the Museum of
Modern Art that manages to squander the too-limited resources

of the art world on over-embellished architecture and persocnal
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monuments to the past, It seems as though a fight for identity
has really been fought between the Museum of Modern Art, the
Whitney Museum, the Guggenheim, and lesgt we forget our sick
relations, the Huntington-Hartford Gallery of Modern Art. The
incredible expenditures involved and the apparent irrelevance
©f thls escalation of image-mongering to the requirements of
art exhibitions indicates strongly toc me that the trustees of
these museums are extremely irresponsible, It would be better
that the walls come tumbling down and the art come back to the

real artistic community.

There are several questions regarding the architecture of art
exhibitions which I'd like to addresa to the Art Workers Coaliltlon.
1 Are bulldings for the purpose of showing art really

necessary, and if so, what kinds of buildings should your work

be shown in?

2 In a time of open-ended activity and vitality in the world

of art, should the museum be a neo-classical monument made of
polished marble, granite, teak and bronze or shouldn't the

mugseurn be Jjust as vital, open-ended and forward-looking

ag the art itgelf,

3 Why are artists as a community never consulted about the
programming and design of a new exhibition facllity? Why shouldntt
the artists ag a community develop thelr own alternative solutions
to these extravagant museum buildings? There are no limitations
to the type or size of space which might be used. I would urge
the artist community to seek out like-minded archltects with

profegalional akills and talent to match the demands of today'!s
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technoleogy and tomorrowts potential, and with the uase of
design workshops and open discussions, they would define

new solutions to the problems of art exhibitlons.
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AN QPEN LETTER TO TODAY'S VISITORS TO THE MUSEUX OF MODEZN ART

A _PROPOSAL FPOR THE ESTABLISHMENT OF A BLACK WING AT THE MUSEUM
O MODWHN ART 1IN HuWORY OrF DX, FARTIN LUTH=R KinG, JH.

WHY A BLACK WING? MARTIN LUTHEER KING MEMORIAL AT MOMA SECEZGATZED BLA(

On Octouber 30th, 1968 at the Museum of Modern Arbt, prominent black
arvists were segregated in a back room at a memorial show in honer

of Dr. Martin Luther King, Jr.--or rather, in contempt of Dr, Martin
Luther King, Jr, Among those black artisis subjected to this humilia-
ting, racist eultural segregation were Jacob Lawrence, Charles White,
Romare Bearden, and the late Bob Thompson. No one save the three .
black advisors on the Cormittes protested this racist insult to the
tlack cultural community, which was really the most blatant conterpt
Tor vhe creavive struggle which permeated the 1life and perpretated |,
the death oi Dr. Mariin Luther King, Jre.

THE WHITE CULTURAL COMMUNITY SUPSORTED WHITE RACISM IN THE NAME
OF DR. MARTIN LUTHZR KING, JR.

Originally tne Memorwial Exhibition for Dr. Martin Luther King, Jr.
heu lucluuwsa vhe works of no black artistsl Black artists were
incluaeu 'or vhe first time as the direect result of pressure from
tie vlack cultural cormunity, None of the white members of the
Committee eve. recognized the racism, nor were they repelled to the
poinu of ralsing thelr voices against this insult to the memory of
Dr. Maruin Luther King, Jr, How, we ask, can the white cultural

communiicy survive when its,lﬁadQ2§QiEi_EEhEEEM?EEEEEE_QI_&uQnﬂ
distinpguished fipgures as }Mayor John ndsay, Mrs, Aristotie Onassis,
Garroll Janis of the Sydney Janis Gallery, Edward Fry of the /

Guggenheim Museum, Henry Geldzahler of the Metropolitan Museum of Anrt

,Jghn_ﬁgxiggipf the Whitney Musewm, Donelson Hoopes of the Brooklyn
Museum, Karli Katz of the Jewish Museum, and William S. Rubin of the

Museunn 6T Modern Art, fail to react to the Miseurt of Modern ATG's
raclist treatment of black artists and blatant _ingult to the memory

of Dr. Martin Luther King, Jre.? Obviously, they either exvected
black artists to be segregated, or they felt such a liberal streal
that they were included at all that mere relegation to a back room
represented in their minds a giant stride toward tokenism at the
Museum of Modern Art. More likely, they never thought anything at &l
which is the beat way %o support the racism that buried Martin Luther
King, Whatever the explanation, black artisis can ne longer wait for
MOMA's brand of invegration, whieh is glready 100 years late in comin

@
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A MESSAGE TO THE BLACK AND PUERTO RICAN COMMUNITY ABOUT THE IMPORTANCE
OF PORTRAYING THE CONTRIBUTIONS OF QUR CULTURAL HERITAGE

WHY IT IS IMPORTANT

Although we are all members of the same human famlly, cur experience as a people
has helped to make us different from other groups, just as our individual experiences
make us as indjvuduals different from one another. That differentness is a right; it
makes us who and what we are, and that differentness has a right to be respected and
preserved. The differentness of other Americans is recorded and preserved in the art
of their group; their children and our children see it, and this fosters ldentification
and a sense of worthwhilaness. OQur children and we ourselves are entitled to this
same ldentificatlion, respect, and sense of worthwhileness enjoyed by others. The
public vehicle for helping te sustain and encourage all of this is the museum. For
people alive, developing and contributing today, the foremest vehicle in the world
for telling the story of cultural contribution 1s the Museum of Modern Art.

IS IT BEING DONE ? ' _

We want vou to find this out for yourselves, On Sunday, April 13th, at i2 Noogn,

200 black and Puerto Rican students will assemble in the Auditorium of the Museum
of Modern Art for a brief orientation on methods of evaluating whether orf not the
Museum of Modern Art 1s usefully fulfilling its obligation to portray the cultural
contributions of black and Puerto Rican artists and to determine whether that portrayal
could be better served by the establishment of a black and Puerto Rican wing at the
Museum. Cultural leaders of the community will speak to the group. We urge you to
support this work either by personally attending, or by encouraging others to attend,
or hoth.

WHY A SEPARATE WING?

The Museum maintains wings for the exhibition of Dutch, Russian, Italian, Austro-
Germanic, and other ethnic and national cultural contributions. Blacks and Puerto
Ricans amount to more than 25 million Americans--one out of every elght. Our
distinctiveness as a people is clearly recognied in the many laws, practices and
customs within the American soclety which declared and even today declare such a
difference.s In short, we are different for purposes of unequal treatment, but not
different for purposes of equal recognition of our cultural individuality, & we are
different--and we are among the first to Insist that we are-~-then we ought to be able
to present that difference through our art and other cultural contributions in a Martin
Luther Xing, Jr. Wing of the Museum of Modern Art.

SUPPORT YOUR CHILD'S RIGHT TO KNOW, ENJOY AND UNDERSTAND HIiS RICH
CULTURAL HERITAGE. HELP TO FREE BLACK AND PUERTO RICAN ART FROM THE
CULTURAL GENOCIDE PRACTICED BY THE MUSEUM OF MODERN ART TODAY,
WITHOUT A MARTIN LUTHER KING, JR. WING, BLACK AND PUERTQO RICAN ARTISTS
WILL HAVE TO WAIT ANOTHER 100 YEARS FOR FREEDOM, IF CULTURAL GENOCIDE
DOES NOT IN FACT, AS IT SEEKS TO DO, WIFEQOUT OUR CULTURE ENITRELY. .
BRING THIS PAPER WITH YOU TO THE MUSEUM THIS SUNDAY, OR MAIL IT TO A
MEMBER OF OUR COMMITTEE.
4 e £ = R STUDENTS & ARTISTS FOR A
Tom Lloyd 154 02 107th Ave . ]'amalca N. Y MARTIN LUTHER KING, ]JR,

- WING FOR BLACK ART AT THE
@ MUSEUM OF MODERN ART
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In ocur sosiety srtists have no power, Thay have no power beomuse thay are
divided aminet thenweives and fuil to organisze as a group,. Desmse they have
no pommy, they ars exploited and mmnipulated by those who have it. In most
oades, instend aof objecting to or sven being ammre of this exploltation, they
taks pride in the reason for it. We are individualy, they say; W naither want
nor need organisation, If you are good, you will make it in spite of the dim=
advartagesj 1t you do not) you san scnscle yourself with the thought that
mukcing 1% is not the artist's txue objestive amymy.

We do not realise that we are snecraged in this retimalisation by those who
sxploit and manipuiate us, like women, like the blask pecple, we are fod with a
sareful fioctiom am to the mature of cur wishes and our gorls. How many tines
have the blaek peopls in the South heen t0ld thas theay are happier and more Gon-
temted than those in the North? How manyy $imee bhave wemen besn tcld that to do
someihing well @ even sericusly will precluds a happy relationship with a man?
Anything, that is, that falls cutaide the ecuvemiicnal rols of wmen,

For axgiats, 1if not far the publia, l1a vie boheme, the ramsntic guxrTel, the

ity of poverdy, the love affair with starvation oay be perhaps raantie
popeam, 3%1:il overlaying it &4 mare sserious myth, You carmot really sxpeet to make
8 living from art) artiste get their satiafastion from dcing their work ant
showing 1% thay dm't really need to be paid for i%, they are already so lusky
0 be creative and gifved and & an,

™e, asws all know, thero 10 momay in artj & great deal of 1% in fagts buge nms
dhonge hauds yeot sasshow semrcely sver findsh up in the posket of the artiss.
Thy should this be so?

The exux of the preblem is twnfold) The legal scmespt of &t as an investment
objert) the souisl ecweyt of art &8 & Lamury objests Mmy artisis have fought
against this iatter definition for years by shanging the mature of thetr wark)
hy making 1% %00 larze or 400 ugly or too dirty cor too impermmnamt for galleries
and sunvs apartmante. Their work bas usmaally bem domestissted in the end, howe
oy and tholr pretast bae falled to malte art a loss esoteris comodivy.

They shanld have realised that without am attagk an the legal and fimmnsial @
siretoe of e art wrld, no dmcizuiisstion of the ard objest ia possible.
Mthort a changs 4in these areas, art will remsin a lueny end the artist & supere
flxdty,
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What changes then ounl be mads 40 &imindsh the valus of art as investmens and
at the seme time give an secncmio and lugtl power $0 the ariist [wopcrtiamte
%0 his rols of areator? I have four propossls $o malosi

Pirstly: the greatest finaneial gaine from art are realised by those who buy
work oheap in the mrtist’s youth and sell 1t dbam whan he is ald or dead. Our
objestive shculd be 4o change the law so that one half of all mwh gains reverts
10 the ardist, ad arfeer his desth partly to gmex his desesndarss snd parsly to
& ssuiral fund ereated for the bemefis of all artists. Sush & fAmd would provide
work grantay old age and sisyess bmefite, help for depundenis of desceased
avtists, legal advice servise and chhexr mosial bensfits, In cases where jains
are realised through tax losses obiained by scllsstors who donate work o museuns,
ome half of such gaine should also be passed o to the srtist or his deseendants
and the Dimd.

ertabiishedand 4l iastitutiow eharwging adeission to exhildtione should be

legally obligwd to pay fees %0 the partieipating artists. In the case of dead
artiste, fees wauld be paid $0 the fumd. Public exhibitiaw of private 0olleow-
tiow shonld almo retn & royalty Vo the artist or to the fund,

Thirly) Mecimm comission retes ochangeabls by galleries should be established
by law,

Tourthly: The reperodustion of artists’ wrk in bodks, mymsines, o telgvision
or in filme should return a royjlty fec to the arkist o the fimd,

Same of these suggesticns exist a8 £agt in e from or mother in the fielids of
literanze and meis, ind although 1% ean be objested that art is 4ifferemt

sinse it is intrinsisally valtiable a8 & Wmipw ocbjest whexess muis amd litere-
e have value cnly in their tdea and mot in their phppidal forw « yet, oo ean
maditain that the sals of an ary work eveys mly the right :0 private ad per-
scoal enjoymeet thareof and not 1o the rifat to finmmeisl gain,  eveoml publisity
ar pubiieo socixim, Or at lewst not to thees advantages withouts paying sxtva for
them,

I have scmsmrtrated m escvomis proposals besmuss I feel that all the fruwire-
tioms sk in relatioships with galleries and lavdlands, mwems and oollestore,
all the slights and Luequitiss to whieh we are subjestel are a dfreet result of
wer having no fimasdal power sdther iadividmlly or Yiwreugh a represmintive orge~-
sdantion. Dgseve our lagal ami escmonds rights md the other relstiomshipe will
ake
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also shange MEFROEMEISTICATEXENtY But eit o every msenm coamittes in
mmmmumwmnunw be overruled.

Ihnnodmtnmmgabmm.mmudmuowomm
mm&tzumm.mttodon,nmnopbﬁum
wmmommmtmmmramm“wm;nmm
mtowmmmwmﬁmtawm;mmbo
ahtodcnmwdmmmmmtommwwmm.
nmuw&wmuummamwmn«m&mwm-m
perhaps not mymmu.s.m-mmmmnmtmummumnfm
are to be effeetive, they mwt be applied o & global soals, It's & big job, but

"o o stars it moving,..
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There is w widespresd cigsirisd etlen @ oout the

exicgtine gstute of Lie ert worlc tocay.

hull ries nrovide & limited forum &né only cone twnt
reletes te rt as comio6lity. hey are insufficicnt

in toeir resentation of the rerge of livine art:

vast ohor lé be woen, (0.0 waon oo ooy, orerito

cict: te olxlco.

~ureun o, ifdeclopically coranddttcd to diviey @l nre

rore and wore Lerric: ced bealne velle o inoctituii ndd
bure: uer ¢y. o~ vorld of pliy it eale, ercotz e¥prrience,
ané tax Irvee sztutus.

_he sriist pey spend his 1life &s & cibinctnalker, veoroians
to furnich Luseurs. ire ig she woeokesy Tiul in the

ch-in ol .ne ¢rt worlc, the rost cxpencible.

_nere o oo peod deul of sipnificont very ol o i,

wialch nev r 0 Ls - bove latn oureet {or ¢ 3ré or vou hever),
Leccuse of . rurket eituetion.

vhie ie ¢ e el Tor o vrioun g. L oryre o.ow Lo indivicdual
povierl:: snegn lete wocc.o:runity, te Ly heviog sone g -oc
in their o1 cesting.

Lre ox oroovicn of this solicerity; would he o center fer
living art, cocuercwively fincineced, run by vrtiste for
articls te £111 tae gap left by the art werlc.

Inte crnocet of exictine insliwvnvicns, it voule rvoid
peconing o covnlovn Uobown., 1t ver le srovice or

plterd tive chacvicg 1ivings rrt in @ iranever. Jroee of
sover plin, Toserty nd ouiL of Too nends of profiteers,
Vaere would bo ono unlon,

Twg ril:rry our  ge wellc b€ voe or cent: tiom of eostotic
isvues & they wre eurrent, eooving new conce . ts beTcre
taey ore wife, exhibited ze t ¢ crtist intencs tier o be,
unéer ais cinticl, mxhibisors wouldé tot bLe Tipdited Lo

nencers1is to wvold wiother coo:. fullery situction.
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1t could show valic werks in eiyles neglected by untown
fashion, larce scule works untouched b: galleries, und
any forr or anti-form felt to be gignificsnt but of
c¢ubious corrercial value,

The problewm of cuwllty weuld be tuckled Ly reoteting
juries electsd by nerkers anc which would prevent
pocwer nonoply by one group. «~n exinibiticen conmittee
covld couoicer uny nropossls fer exhi-iticone L) iy
Tl Wi Tsoever.

It weirle = @ Lincorary srojoet cegigrec to leet o or
3 yourg oné then, to centinue, it woo 1é be reor trizecd
cud restructured zecorcing to fubure needo.  Tlhidls '
woulde cvnld inetitutionalicw snd make the connuniti:
concentrate on the npresent preblermeg wnich confront it.
It couls include a broad participation i the wvisuzal
arts as well as filw, (ance, nusic, esc,

Ly its incependent exanple it right muke ¢ glight

dent in policics ot existing institutions with more

ca,itel btut with fewer icurs.

Corbrmnttod 567' %f/{ /@%b/é‘/
wear

LA



ad”

i a

®

JOMN DENMARIK 32.
.o AND ARTISTS UNITED FOR A MARTIN LUTHER KING JIi. WING FOR BLACK
.4 PUIERTO RICAN ART AT THE MUSEUM OF MQODERN ART IN NEW YORK CITY

THE MUSEUM OF MODERN ART EXCLUDES BLACK AND PUERTO RICAN ART

The Museum is the international pace-setter of the modern art movement. Its excius
ion of the work of black and Puerto Rican artists has denied them recognition, suppc:
and the impetus for development which every art scheol and movement requires. I
stands as the redoubt of the only great cultural empire in America which, however
unwittingly, perpetuates total and unrelenting racism in America. Music, dance,
theatre, literature, and audio-video communications have made themselves great

by enriching themselves with the cultural wealth of black and Puerto Rican heritage;
they have shared the prestige of artistic regeneration through a new and dynamic
cultura! infusion. In order to develop as a m@ovement, black and Puerto Rican art
requires national and international exposure. Either it will receive it, or the
decaying effects of a society already weighted with war and racism will crush what
littie hope remains that art is not indeed dead in America. But Black and Puerto
Rican art are alive! In search of museum retrospectives! Of major exhibitions,
international representation, and all the exposure which museum publications, com-
missions, grants, and sponsorship can give!

THE MARTIN LUTHER KING JR. WING WILL BE SEPARATE-~BUT ONLY AS THE YOLK IS
SEPARATE FROM THE SHELL. Black determination has never failed to provide creative
leadership to surmount every hurdle to freedom. We cannot be free until our art is fre
We would gladly be free in any way. But we have been 34 years at the Museum waiti
to be free without being separate, and there have been no retrospectives for Jacob
Lawrence or Romare Bearden, no publications devoted to their work, no group shows
for our younger artists. If our art is not to be mixed with the art of whites, well, so
be it! Give us our own wing, where we can show our black and Puerto Rican artists,
where we can proclaim to the world our statement of what constitutes value and truth
and the spirit of our people! Give it to us, or tell us that we have no place at all 1n
your museums [fust as we have no place in your churches and clubs and cooperative:
Can the Museum of Modern Art at least be that honest about it? We ask Governor
Rockefeller and Mr. Philip Johnson of Johnson's Wax-~trustees of the Museum--to
make reason prevail. We will have our art, and we will have our wing, We have o’
own thing to do, something that grows out of our different experience as a peonle,
coupled with the unceasing need of black and Puerto Rican people to give reason and
vitality to existence. Modern Art needs a new direction and impetus--away from the
"Cool School” emphasis of use of materials in the haope of avoiding the revolution.
Black and Puerto Rican Art proclaims to the world: "We are the revolution] We are
25 million strong, very much alive and very seldom cool! Our art is not dead, and
we will not let it die, because to kill our art is to kill the spirit of our people!

" That is why we must have the Martin Luther King Wing----NOW !l !11"

AT 12 NOON AT THE MUSEUM OF MODERN ART, 21 W 53 St., in the AUDITORIUM,
SUNDAY, April 13, we will conduct an evaluation of the Museum in its default of
cultural responsibility to the public and cultural integrity to itself and the aristic
community. TAKE PART. GCARE. SAVE BLACK AND PUERTO RICAN ART FROM
CULTURAL GENOCIDE. SAVE AMERICAN ART FROM THE FOLLY OF RACIST SUICIDE!
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Chuck Ginnever

I'm going to forego the pages I submitted, becauss Bab

Barry and others have said pretty much what I wanted

to say. Exgx Except that I don' qulite understand why we
should all be showing so much kindness to that energy trap
up there. I don't see Wwhy we can lend our virllity to taeir
obvious sterllity. They cinnot deal with the kind of energy
we as artiste are involved in, They've made thisuqulte obvious.
I don't think you're goilng to reform them - do you know who
they are, the people who're dealing with you as artists, We
know what we're after. Why don't we just let them dle a
natural death? I don't think I'm the only artist who felt
obliged to pack up and moved up... I'm living in Vermont now
The only taing I can say i1s that what I'd like to see happen is
on May 10¢h and 1llth come up to Vermont at my lnvitation and
d¢o there what you don't thilnk you can do hers, We're_going
to have an artists' carnival up there on May 10th and 1lth
in Putty, Vermont, and I want anybody who wants to come up
and do anything they want to do to come up there and do 1it.
We'll try to see that you get aslzeping bug, we'll try to see
that you get a place to sleep and we'll try to feed you.

I concerned myself for ten years here with the problems of
getilng my art shown and I'm no longer interested, and I

don't ses why you're all intereeted in that place up there,
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This is sort of a strange event for me because I went to this
school and sat in this auditorium, and every time 1 was here

I really don't know
what's happening nere
listening to ﬁlot of neople, and I think 1t's about timne we
gmkkdndtxta declded to do something other than talking., The
auseums and the gallerles should be on their fucklng kne‘f.man
a nd we're playing games here, talking a lot of bullshit, de'we
Just got to like...there was this one cat who came over here and
sald something. He said we should all go out and e should
organize and we should do 1t together for one reason, because
we are part of a subculture. And when we get together we'll
declde what we want to do. You'll decide, not the auseuns
or the galleries, They'll juat have to walt walle we decide
what we want to do. I think we have to organize, 1t's got
to be loose but that's what we've got to do. On Monday we
meet, we get together, we put together some sort of a resolutlon

and we Just move.
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"In both camps (Pree World & Fastern) non-operational 1deas are non-bshavioral

eid subvarsive,”
H 1963

"Even sclence, espacially the magnificant acience of our own day, has beacome
one element of tachnique, a mere means," ! ‘

Maugs (K.D.)} Ww

"The assthatic phllosophy of impressionism marks the beginning of a process
of complete inbreeding in art. Artists produce their works for artists, and
art, that is the formal experience of the world sub specie artis, becomes the

real subject of art.,”
Arnold Hauser NeD.

"As the unity of the modern world beccmes increasingly a technological rather
than a soclal affair, ths techniques of the arts provide a most valuable
means of insight into tha real direction of our own collective purposes.
Convarsely, the arts c¢an become a primary means of soclal orientation and
selfecriticiam,"”

Marshall 948

Mesethe total mobiligation of all media for the defense of the established
reality has coordinated the means of sxprassion to the point where commmli.
cation of transcednding contents becomes technically impossible, The spectre
that has haunted the artistic conscilousness since Mallarme - the impossiblility
of spaaking a non-reified language, of commmicating the negative~ has ceased
to be a spectre, It has materialired,”

Maccyse (1963)

"An army without culture 13 & dulleritted army, and a dull-witted army cannot
defsat the snemy,"
o - bl

"For example, 1f a atatensng. on the importance of the arts to both tha ine
dividusl and the community were made by a person of high authority, by the
President of the United States, the condition of art would be improved slmost

iastantansously," De . M M.f. Co
o x m‘&:l‘dé'\’“hlg &Ma * MOA‘/‘"

"We aren't going to spend a
Khrushchey (1962)
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ART AND FOOD

"Art overywhere stands in contradiction to its own sthical purposes. What
are we to do? Everywhore the athical predicament of our time imposes itself
with an urgency which suggests that even the question 'Have we anything to
eat?! will be answered not in materlal but In ethical tarms,”

Hugo Ball (161

"It is high time to recognize at last that the problems of art and stomach
are very far from each other,"

Malevich (1915

"An Oldenburger has more taste than tha real thing."

E, Denkert (1967)

"What is happening now 13 not the deterioration of higher culture into mass
cultura but the refutation of this culture by the reality, The reality
surpasses its culture."

Marcuse

"It is harder to shout louder than the War or the Revolution.”

Irotsky (1924)

THE NEW LEFT

"Cubism and Futurism were the revoluticnary forms in art foreshadowing the
revolution In political and econemic life of 1917."

Malevich (1920)

"The prime virtus of avantegarde art used to be the ability to go against
the grain of onefs own time and follow ons's own bant regardless of current
tashion, acceptance or ideas of what art has to be. In ths American art
vorld of today, one of the few who embodies that virtue 1s Andrew Wyeth,"

Frank Getlein (1967)



Aol
AIERTT77

POST. PT

"Art alwvays borrows its seriousness from values- religious, romantie,
sctentlflc- it falls to live up to. The formal interests of the artlst
and his delight in his craft set him apart from genuine holiness, lova,

or research, Yet when logle induces the artist to consider art capabla

of renewing itself by its owh means he finds himself in s blind alley,

Art today needs political! consciousnass in order to free itself from the
frivolity of continual insurrections confined to art galleries and museums,
The actions of soclety present a resistance agalnst which modes of art

can test their powers and reinstate the creation of images as a vocation

/‘/OM
/V/éuﬁhmf.?@t.

HAROLD ROSENBERG, December 16, 1967

b
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THE 1967 NEW YORK PAINTER

Tho 1967 Painter knows that:

Technology has triumphed

Society is bacoming increasingly totalitarlan
Painting 1s hecoming Increasingly free and pure
Painting no longer has a subversive function
Soclety accepts the painter in hilas role as pailnter

The mobilization of culture In Amerlica is as complete, and more successful,
than it is in Russia

The Rusalansz wiil eventually get the measage that pure art threatens ncthing
The American Way of accepting and using it all 18 much more practical

Johnson will passj someday America will have a Preaident who has to do
the same things as Johnson, but in a very hip way

It is easier to be an artist now than it was thirty years ago
An artist has friends everywhere, and is very grateful

Museums, gallerles, and dealers have been around for a long time
Artists support the Status Quo

Artists protast the War in Vietnan

Artists make the kind of art they want

This iz the way it is in America in 1967,
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It seems to me this anxiety to become vpart of the
establishment is not very revolutionary. The businessnof
having works of art shown cannot be done 1in cooperation

with any museum or the establishment, What artists need

is a new soclety of independents, where anybody, black or
white or whatever, can show his work. I believe that the
overriding issue with the museum is what happens to the
palnting or sculpture after 1t gets in and is acquired by

the museum., This is the crux of the problem, and I find that
the museum in thls regard behaves like any other (institution’,
In this country, under American-style capitalism, a man who
owng a work has complete legal and.mnalterable, Snesigmeilte .
possession of it. He can hang it upside down; he can repalnt
sny part of it; he can, 1f he wishes, legally destroy it
totally. I do not say that the Museum does or wlll do these
things, but what it does do with one's work is done in the

same splrit of complete possession. It can place it in any
kind of theme show or group show; i1t can make any kind of
historical pattern that it pleases, without any conslderation
of the artists' wishes. In England and in France, the wishes
of the artist, even after he has sold the work, are glven

more respect. What I would llke to see 1s that the Museum
respect the wishes of the artist, even 1f the artiet ls wrong.
This would not only create a living relation between the museum
and the artist, but the museum would become an exemplar %o
others and show them how they shcudl behave to those who make .

the works. After all, the Museum 1s no% an oracle of behaviour
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between iltself and collectors and galleries, and the change

foundations,
in attitude would have a great effect. Collectors, &nqﬁfuxl. '
government and state would pay attentlion and have some

saw
regard for the artists’' wishes, if they EpgMgRE that the
in seeing

Museum was invelved not only !I’Ell that & work of art
be preserved, but 1f the Museum would alsc have some respect

for the artists' wishes concerning how the work be used,

{It is Newman's wish that this statement be used only in

its entirety)}

REKD By BARBARA Reise
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I myself have been a little critical of all thie concérn

about the Museum, as 1t seems t¢ get increasingly dull

every year, And why people wani to get involved in such

a dull place ..,Then I started thinking about it.. It's

8 fine idea. In the thirties and the forties ....

(gnterruption from floor: read a short story then.)

No, I'm not reading & short story, l'm reading my own statement,

.+»«1t was the only piace in the world that you could zee

skt Matiese at that time, which was more Interesting than

vhat was going on 1n studios around l4th street. Except

that 4+ think we forget that it was never rellable as an
nibition context for America, It alwaf; presents European

stuff. It never looked for the good stuff in the United States

of America, There have been protests, you know, for twenty

years about this. But I don't think that.... the problem there

is that 1t is very dull, It's not acting as a stlmulus for

for art that's happening here or any place else,.

anything/ It's rpn by a lot of academic minds whq're meore

interested in political connexlons wWwith the critics and the

galleries than ¥yx real understanding of art. But I don't

sees that replacement with this sort of caplitalist political

thing with politics of other speclalist interest groups 1s an

immense (improvement). I don't see that the establishment of

a black wing 1s goling to make 1t necessarily a more interesting

place than to establish a wing for bearded artists, or women

@
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artists or blond artists, 4nd I don't think a closed system

18 any answer at all. 4And I mean Ok, what about an open system.
Can we get an open system out of the Museum of Modern Art. Maybe
to a certain extent we could make it open up by reevaluating
itself, but I don't think that's xaw ultimately the best way.

I think if we ,,. and it doesn't seem to have been very successful
to date. Right now the security guarddx, the director of
gecurity is 1g charge of xXX the Museum's reaction to all protest
by this coaliébn, and he's an ex-officer of the FBI. 4nd the
fear i such right now that tonight, in order to prevent curators
at the Museum of Modern Art from attending, not necessarily
speakling at, Just a2ttending this open hearing, the directors
crganized an oblligatoery dinner party, I don't think constant
pressure without new ldeas is going to make them change.

S0, Ok, what else? I'd 1ike to see s little more competition

in the capitalistic system to the Museum of Modern Art: the
Whitney and the Jewish, the Guggenheim Museum don't seem to

be providing it, so how about an open municipal gallery or

How to finance that? and state,
place, /I suggest we try to get government,sxm@ city smxyark,
and

hath federz]l amixxiaim support to get both space and a measure
of support to keep it going. And you could do this by sometning
that people are trying to get together in England, that 1s to
add a tax on sales of art in commercial gallerles - they sell
dead art, they don't sell much live art. But if we could have
it on all art sold by dealers or galleries, then use the revenue
from that to subeidise municlpal or open galleries or opem

gallery situations, to increase dlrect grants to artists, we
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might get something else golng. I'm not saying it would
necessarily be better, but at least it would be a step

in another direction.
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STATEMENT FOoR OPEN PuBLIC HEARM)G,)
ART WORKERS COALITION.

FOR ME& THERE cAN BE NO ART REVOLUTION

THAT IS SEPARATE FROM A SCIENCE

REVOLUTION, A POLITICAL REVOLUTON )
AN EDWUCATON Reum.urmn, A DRuUa,
REVoLUTIeN | A SEX REVOLUTION OR A
PERSONAL REVOLUTION , | cANNOT CONSIDER
A PROGRAM OF MUSEuM REFORMS witHoOuT
EQUAL ATTENTION To GALLERY REFOAMS
AND ART MAGCAZINE REFORMS WHICH WouLp
AIM TO ELIMINATE STABLES oOF ARTISTS
AND WRITERS, | WILL. NOT CALL MYSELE
AN ART WORMEA BUT RATHER AN ART
DREAMER AND | Wikt PARTICI PATE ONLY
IN A TOTAL REVOLUTION SIMNULTANEOUSLY
PERSONAL AND Public,

LEE L.OZANO
60 GRAMND ST.,N.Y.c,
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April 10, 1969

; The subject is the artist, the object 1s to make art/
free/.

The art worlf stinks; it is made of people whe collectlve-
1y dig the shit; now seems to be the time to get the collective
shit out of the system.

Where does the cycle begin? Let's begin with the 1lndiv-
idual painter or sculptor ensconces *high' 1in his loft world,
making his pile of shit (perhaps 1s he really shitting, in his
mind's eye, on the world) having engested art information and
raw material from the shared world, pissing his time away, the
labor of his love perhaps to be redeemed, to be realized at some
other time

The stuff is transformed when it 1s transposed 1nto
imposed 'higher' values. First, a gallery, then, perhaps a
museum, and further extended by translation ihto the data of art
information when reproduced in an art magazine; at which point
the artist, seeing the transposition, 1s pissed off. As time 1=
transposed money is transpced into private worth for the artist
and & 'high'/quality/for the collector and art critic in thils
business society. The art world is a collection of people who
dig the dirt, or pay the artist to dig it for him, to get a 'plece!
of the action - the games people play - for personal fun and profit
(*a profitable experience"). Everybody has their private part
(parts) to contribute - for the medla it's just another slice of
life/ entertalnment.

It's time it seems to leave all this shit behind; the
art world is poisoned; get out to the country or take a radieal
stance. (According to the dictionary, "root", the root of radical
and the root of Toot are the same - does dirt or evil really have
rootg?).

Should arh be a lever against the Establishment? Make
ars dangerous?but art is only one item among the dangerous com-
modities being clrculated in this soclety and, unattractive as 1t
may be, one of the less lethal. Withhold? - a closed system dies
of suffacatlon.

The writer in the past has been presented with an ana-
logous problem. All magazines in order to survive are rforced to
present a well-known point of view to ldentify readers with ad-
vertisements just as in the past the structure of the book as
object functioned to re-press the author's priwte, interior per-
spective or vision of life to the private reader who has bought
the unique i1llussion as he reads through the narrative - linear,
progressive, continuous from beginning to vanishing end point -
his perspective as supposed to be altered by a novel insight into
the world; he is changed:; 1n Marx, Zola snd Brecht's time he hope-
fully motivated to change affect into effecting changes back in
the outside world. Magazines - art magazines - contlmue this
fiction of assuming private points - of - view whoge sum they must
assyme to be the collective view of its readership and advertisers.
They depend exclusively for thelr economlc existence on selling ads
to galleries for the most part. For what 1t's worth to the readers
who will buy it, the critic .who must sell it, quality in art is @

all that counts {time 1s money which counts/ man is the measure of
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all things). Por the writer and recently, some so-called con-
ceptual artists, there 1ls a simple solutlion: buy the ads him-
self -~ the eycle thus feeds back on ltself; invest in oneself -
lt*'s a free soclety.

Actually, its not the artists, the gallerles, the col-
lectors, the critiecs or the art magazines who support the struc-
ture at all - but the Unlted States Government = you and me -
geared to corporate needs - which, through the tax structure make
it profitable to run a non-prefitable art "business" to by and
donate "works" to museums (in the process serving the soul pur-
pse of feeding artists and Madlison Avenue types in the over-all
process of making a lot of money for yourself), etec., etc..

The conceptual artlist concelves of a pure art without
material base, concelved simply by gliving birth to new ldeas -
an art that ldeally mean and not be of baseball or Meonopoly in
the den buth without ball, bat, gravity, dice or money. But it's
free and like sex, with a minimum of two people {subject/object:
inside/cutside; ying/yvang; recelver/sender; pecple who take
pictures of each other just to prove that they really existed)
anyone can play, maklng thelr rules as they go along.

The artist laboured under the myth of trylng to define
himself (and his time} in terms of his work - hils unique con-
tribution - his raison d'etre; rather than be defined by society
in thelr image.

But art 1s inevitable part of the larger order of soclety,
its language and world shared and interdependent with the lan-
guage, "vislon" and stuff of its specific Time, Life, place and
funectlon.

All human brains percelve and think partially 1in symbols
which have a relationship to external signs avallable toall which
reduce to various interrelated language asystems whlch relate to
the larger social order at a given moment.

What does the artist have in common with his friends,
hils public, his scclety? Information about himself, themselves
and all ourselves - which is not reduced to ideas or material but
shares in both categorles ag it has a past, present and future
time/spce. It is neither subjective or objective "truth'; it
glmply is - 1t 1s both a resldue "object® and neutral "etherlal
media transcribed - transcribed upon/ translation - translating
the content of single and collective man's internal and external
position, work, ldeas, activitles.

The artlst i1s not a machine; the artist shares in mankind's
varlious medla of expression having no better 'secrets' or neces-
sarlly seing more inside or outside of things than .any-ether parson;
aften-he-ls more.ceiculatingi-he wants things to be as interesting
as possible; te give and have return pleasure; to contribute to
the life-enhancing soclal covenant. FPerhaps young artlsts, with
their new nailvete have replaced the o0ld nalvete of thelr fathers.

My oplnton (more later}; we must go back to the old
notlon of #eclidliy.Hgdod: worksMsas agatrpst..the private, aesthetic
notlon of "good work" - il.e.:: art to go publiec.

speleni- at 9:55 at VA Open Hearing
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STUDENTS AND ARTISTS UNITED FOR A MARTIN LUTHER KING Ji. WING FOR 5LQCK

AND PITJERTO RICAN ART AT THE MUSEUM OF MODERN ART IN NEW YORK CITY

THE MUSEUM OF MODERN ART EXCLUDES BLACK AND PUERTO RICAN ART

The Museum is the international pace-setter of the modern art movement. Its exclus-
ion of the work of black and Puerto Rican artists has denied them recognition, support,
and the impetus for development which every art school and movement requires. It
stands as the redoubt of the only great cultural empire in America which, however
unwittingly, perpetuates total and unrelenting racism in America, Music, dance,
theatre, literature, and audio-video communications have made themselves great

by enriching themselves with the cultural wealth of black and Puerto Rican heritage;
they have shared the prestige of artistic regeneration through a new and dynamic
cultural infusion. In order to develop as a maovement, black and Puerto Rican art
requires national and internaticnal exposure. Either it will receive it, or the
decaying effects of a society already weighted with war and racism will crush what
little hope remains that art is not indeed dead in America. But Rlack and Puerto
Rican art are alive! In search of museum retrospectives! Of major exhibitions,
international representation, and all the exposure which museum publications, com-
missions, grants, and spensorship can give!

THE MARTIN LUTHER KING JR. WING WILL BE SEPARATE--BUT ONLY AS THE YOLK IS
SEPARATE FROM THE SHELL. Black determination has never failed to provide creative
leadership to surmount every hurdle to freedom. We cannot be free until our art is free
We would gladly be free in any way. But we have been 34 years at the Museum waitin
to be free without being separate, and there have been no retrospectives for Jacob
Lawrence or Romare Bearden, no publications devoted to their work, no group shows
for cur younger artists. If our art is not to be mixed with the art of whites, well, so
be it! Give us our own wing, where we can show our black and Puerto Rican artists,
where we can proclaim to the world our statement of what constitutes value and truth
and the spirit of our people! Give it to us, or tell us that we have no place at all in
your museums [j‘ust as we have no place in your churches and clubs and cooperativ_@
Can the Museum of Modern Art at least be that honest about it? We ask Governor
Rockefeller and Mr. Philip Johnson of Johnson's Wax--trustees of the Museum--to
make reasen prevail. We will have our art, and we will have our wing. We have our
own thing to do, something that grows out of our different experience as a people,
coupled with the unceasing need of black and Puerto Rican people to give reason and
vitality to existence. Modern Art needs a new direction and impetus--away irom the
“Cool School” emphasis of use of materials in the hope of avoiding the revolution.
Black and Puertc Rican Art proclaims to the world: “We are the revolution! We are

25 million strong, very much alive and very seldom cool! Our art is not dead, and
we will not let it die, because to kill our art is to kill the spirit of our pecple!

AT 12 NOON AT THE MUSEUM CF MODERN ART, 21 W 53 St., in the AUDITORIUM,
SUNDAY, April 13, we will conduct an evaluation of the Museum in its default of
cultural responsibility to the public and cultural integrity to itself and the artistic
community. TAKE PART, CARE. SAVE BLACK AND PUERTO RICAN ART FROM
CULTURAL GENOCIDE. SAVE AMERICAN ART FROM THE FOLLY OF RACIST SUICIDE!
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Aside frem msny ether bel amd issuss, which ceuld take
velumes, oo whioch just came 0 ny yeSuenal gttention is plainly
Shis: net gup reviever frem gliy newsgapsr, net gug ~ Times, Pest,
Voloe or wvhatever - came $¢ review ay shew $his flarek.

I said to Yiqu. Man, it's ene Shing t¢ view and Shen deecide

Ret So Zaview. Mt net% te have the seurtesy aad the senwe of
sosponsidilisy te at least view the work « of a third shew - $he
first and pocond of which were fully reviewed by all shese yapers,
quite faverably and at seme lenghh, leaves ene with She rathey
Streng inpressien that these guys are net deing their jede. I
XEOw She sep-aut 19 mhniyu "Hew =5 san wo sever sverythiag?*

But what iz their Jeb? Just what iz their respeneibility te
artists whe are shewing? Te the sther artists whe want te Inew
about what's being shewn and te She (you sheuld excuse the
expressisn) lay pudblis. OF ssurse they're busy men Wt they're
either prepared to de She thing or slse they are geing ¢ desme
& useless vestige «~ ceustantly miting abeut she same old faverites.
The vhele fucking American star aystem. VWhat is this Nellyweed
mmber? What the fuck are we showing the damn stuff for in New
York and paying the damn high percentages $¢ She galleries here
for Af Sthese guys are going e igneres the majority of us, and
8inply sater fer She favered few. Ihis is anether resten part
of the art pewer astrucsture and she faverites system that's geing
down,. J'ascuse dady.

®
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I don't think that the Museum of Modern Art is responslble for
most of the difficulties experienced by artists. T don't even think
that Yoward ™ise should be crucified upside down, or that Leo Castellil
and John Canaday should be napalmed in the sculpture garden.

I algo think that black artists sgould expect something better
than a darkies wing in the “odern. If they're good enough, would they
be allowed to come out and hang with the white folks? Coulé€ people say
nfis skin may be black, but he paints like he's white." Would there
be separate washrooms? 3eparate entrances, maybe? How about a wing for
women? ®ASPS over thirty? Jewish heterosexual magic realists? The ides

id degrading and unjustified on both political and aesthetic grounds.

.The only works that belong in a black wing of the Modern are paintings

b7y Ad Reinhardt, & black museum is a good idea. A separate but equel NiNg [N
Wodern is @ rotten one. Artist power should be able to do better than
that, Te vis WCEKD
The real enemies of the artist zre indifference and lack of money.
Let's talk about money., It would be nice if this ngup could agree
uitomémaniehondinbiings, but even if it gantt, there's a good deal that
artists can do to help themselves financiszlly, samm without new
legislation., on an individual basis. The existing law of contracts
allows you to sell your work with the provision that you will
receive a pmmithh percentage of the profit galned from any later re-
sales, & kind of commission. Psrhaps the knowledge that he would benefit
by later increasses in value of his work would take some of the pressure
an artist a superstar
off emihmim to start at the top, to become ampasmbmws overnight.
The art speculator ia locked down om now, but let‘'s encourage him,
Ria trading is the only mechanism that ecan drive art prices up. Let

spaculation thrive, as long as the artist gats his cut, @
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Legally, artiats together and separately, should upheold the principle
that an artist comtinues to own the rights to his work the way an author
orn a llterary property. The painting or sculpture is like a manuscript;
the ovner can %eep it, or show it to his friends, but the artist continues
to hold the rights of reproduction, incliuding the right to collect royalties
if he wante them. Can we all agree on that? nther juestions are more
difricult, *ust the artist be paid, and how much, if his work is emmed
loansd to a mussum or other exhibition? Can the owner of a work
destoy it if he likes?

Many rizhts eun be had by Jjust taking them, without asking musaums,
galleries, or anybody else., Artists don't huve to beg for everything,
even though it sometimes seems 5o, Let's all}gzgging, even when it ;retends
to be dm "demanding.” At the eppropriate time, T would like to sse
somgone move that s committee be formed, waith legal adviee, to draft
a model salee comtract that secures tha maximum possible control for
the artlst over his work. Tondividuals ean then, 1f they want to,
agree to sell or give up certain rights, but let's start out, from now
on, immanshnmegmEnonghnposibineneemtistrieoeeihmenhaemoneemehn  in the
position of landlords, rather than tenants, You ean have artists without

miseums; you can't have museums without artidts,

BiL @erdY
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There are certain tnlngs we know, Art has to be free to

us, We do 1%, we ought to get in. That's obvlous. I think
that the trouble is also that the Museum doesn't care about

us, which means that we're going to need to do certein

things. I have certain things that I would like to do too.
Vote on it. But first of all, they give millions 1in order

to expand thelr real estate, but they do nothing for the artists
who give thelr work. I think that's obvious. I think that the
demands for renting, for money and so on; really smack of the
art bourgecisle. That's terrible, I think that we stand quite
outside of that. There's something that we do as artists that's
really revolutionary, and eventually 1t's gofhg to get through
to the culture, We're not a subculture, we are the culture.
The way that they (run) the Museum now, they hang dead art

up there for dead souls. The reason for thie dead aet is that
we know that all art is equal, because we know the joy of
making 1t. And that's the real moment of art. Arterwards,
it's no longer your work, They deal with it, they make the
money from 1%, they hang it on the wall. And that Museunm
shouldn't be c¢alled the Museum of Modern Art any more. It's
lost its right to that title. It only desals with the past art.
It has paintings ;n there of men who should be in X a museum
that is like a historical tomb, The Museum 18 run by dealers;

1t should be run by artists, I think it's obvious that we snould

i
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tax the deazd art, because that's the place where dealers
make money, They're glad to see us dead. And somehow
that profit eshould end up helping those who are alive,
Now about the Black wing. I think that all artists shoudd
be in the Museum. For me, the colour of my skin 1is like
everybody's..... «sa the heart 1s the same colour, the blood
is, and we know 1%, If we're going to allow racist ideas to
come Into us, then we're golng to have to suffer later, I
think that the black artists have been treated unfairly. 1
don't know what to do about 1t. The question ls what we're
golng to do as far as artistse acting together, Because if
they break our unity, then we are, tiuen they can cut us apart,
Tney've done 1t before. There are four things, and I'd like
to vote on them. We can boycott it, we can shut it down,
we can change lts name, and we can meet again. Ok I'd 1llke

to take a vote on the first part,

(Yarl says that the meeting 1s on Monday. I would like to

propose that these four polnts be voted on at the meeting.).
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PARCthTec s’ RESISTANME

ARCHITECTURE AND RACISM
Position Paper No. 1 of The Architects’ Resistance

One of the Architectural profession's most prestigious
firms, Skidmore, Owings and Merrill, is putting its skills,
resources, and name behind the brutal racism of South
Alrica. For the sake of profit, the firm is building for a
government which says: “We want South Africa
White . .. Keeping it white can only mean one thing,
namely White domination, not leadership, not guidance,

but control, supremacy.” (Prime Minister Verwoerd
1963)

Written into the laws of the Republic of South Alfrica
this policy has kept 3 million whites the slave-masters of
11 millien black Africans. This is Apartheid and SO M is
helping underwrite ite furtherance.

THIS I8 APARTHEID WHITE BLACK

{Europeans) (Africans)
Population (millions) 3 11
Per capita income (1959) $1819 5109
Average wage in mining (1962) $3,587 $216
Ages subject to tax 21.60 18-65
Income exempt from tax $840 None
Education expenditure per pupil 5182 518
Infant mortality per 1,000 births 27 200+
Persons in registered trade unions 340,000 None
Persons convicied of pass offenses None 334,000

On March 21, 1960, in Sharpeviile, South African police
fired on a crowd of peacefully demonstrating black
Africans killing 67 and wounding hundreds more. They
were protesting the laws which required them to carry
pass books—dog tags which label their bondage.

In the following year South Africa’s economy almost
collapsed after a flight of capital from the country which
resuited from fear that the Sharpeville massacre might
lead to bloody revolution; fear that South Africa’s
expuision from the British Commonwealth might reduce
profits and that the economic boycott by small nations
might snowball. But the 1.8, corporations rescued the
economy by pouring in $223 million edditional
investment so that by 1963 South African gold and

foreign exchange reserve had tripled to a record
high—and the Apartheid regime was secured. Since then
business has boomed and the strength of the white
oppressors has multiplied.

And indication of the current staie of the economy is
the Cariton Center complex designed by § O M. It will
occupy a super-block formed byfive city blocks, includes
the world's tallest concrete building (for offices), a
400-bedroom hotel with 98 additional apartment suites,
two department stores and parking for 3,000 cars. There
will be gardens, fountains, side-walk cafes and & skating
rink. The estimated cost of the project is between $50
and 5100 Million and is the largest commercial
development in Africa.

AND SOMEWHERE AN SOM ARCHITECT IS DRAWING
TWO SETS OF BATHROOMS—WHITE AND BLACK.

This project is financed by Anglo-American Corporation
of South Africa, whose Director is the infamous New
Jersey  profiteer and multi-millionaire Charles W.
Engelhard, Through various holding companies he is said
to control 23 South African firms with total assets of
more than $2.57 billion. Engelhard, along with David
Rockefelier's Chase Manhattan Bank, Dillien, Read &
Co. and over two hundred other American Companies,
have invested hundreds of millions of doilars in industrial
development in South Africa,

The Carlton Center has been made possible because U.S.
business continues to be attracted to South Africa by a
modern, developed, indusirial society with 3 million

prosperous white customers and a labour foree of 11
million black africans prohibited by law from organizing
unions, collective bargaining, striking, moving without
permission, and voting. The Apartheid policy keeps the
average black miner carning less than $1 a day, while in
1962 for example, the American companies in South
Africa earned $72 million. This was easily doubls the
11.8 percent average profit reported by the U.S.
Department of Commerce on U.S. investments in all
foreign countries.

Skidmore, Owings and Merrill has climbed sboard this
pravy train—a traip fueled by the blood and misery of 11



We, The Architects’ Resistance, say that Skidmore,
Owings and Merrills support of Apartheid reveals them
for what they. and most of the architectural profession,
are: unprincipled prachilioners of an art for its own sake
and. marmly, for the sake of profit. The pursuit of profit
and fame have led SOM and most of the rest of the
profession to build their monuments in reflection of
their own egos-at the cxpense of those whose labour
builds them amd with smalt repard for those who must
live with them.

SOM’s olher “*social” works, such as their involvement in
Baltimore's highway program, incriminate them. To
present themselves as advocates of black American
communities, no matter how wup-todate their
techniques, is after South Africa, sheer, unprincipled

U

hypocrisy. To build for corporations whose profils come
from the exploitation of oppressed masses- be they
South African Blacks, Peruvian copper miners, or
American Blacks; to build {or Governments who
mainiain themselves at the price of hrutal oppression
and genocide—be it South Africa at Sharpewville or the
US. in Vietham; and to build for profiteering
middlemen whose only concern with social order and for
the masses’ use of what is built is the profit that can be
wrung: this is ¢ynical, evil and dangerous. The urban
crisis, the Vietnam war, the violence of a Chicago are all
born of the shallow moralism typified by our profession,

We, as architects, must see ourselves as servants of the
social order whose environments we form.

TO BUILD FOR OPPRESSIVE INSTITUTIONS IS
TO SUPPORT THOSE INSTITUTIONS,

We are socially responsible for our actions.

We ask architects and architectural students who cannot
tolerate the role they have been asked to play to join the
Architects’ Resistance in our efforts to change
architecture from itretevant and oppressive
prolit-making to an art truly in the service of a society
based on fundamental human values.

R R R E R

The architectural profession designes a mere 10% of
buildings constructed in this country. This 10% is mostly
monuments built for the business world te symbalize its
power and wealth and to atiract more profit. [t is
mausoleums to house Government and its oppressive
agencies. It is schools where creativity is treated as a
discipline problem, and cultural differences as
delinqueacy. It is inhuman housing built for profit, or to
house those whose real neighborhoods, have fallen

before nighways. 1t is prisons. And because we continue
to see ourselves as an elite group of “artists™ we keep
ourselves {rom soiling our hands with the remaining 90%
of construction that forms the grey desert out of which
our sparkling monuments rise, By the creed of the AIA
we must sit in our carpeted offices waiting for those who
can pay our fees or who want “art” 10 come and accept
our sculptural vision.

We live in a couniry where power lies in the hands of the
few, and we serve those few—as the Master Builders of
history served their kings. The people do nat have power
over the formation of their environment but must aceept
whatever is forced on them. We, as architects, are not
taught, or even permitted, to go out to the user and
apply our skiils to put physical form to his vision. We
serve only to put “aesthetic” form to the avarice and
power of rulers—even those who have openly enslaved
millions under Apartheid.

THE ARCHITECTS' RESISTANCE

The Architects’ Resistance has been formed so that this
prostitution of the profession may be stopped and so
that we may move towards a society where the power
lies with the people, and where architecture is a tool of
that power. We wish to find means to assist the
rehumanization of society by restructuring the
archiectural profession to deal with living people on
human terms.

Architecture is a tool for mobilizing people, for making
them more aware of themselves and their human dignity.
Architecture must not be the hand-maiden to the
dchumanization of object-oriented capitalism. Architecis
must not respond to the industrialists, the financiers, the
politicans, nor to the acclaim of the professional
journals.

Architecture is not an abstract art existing in a social
yacum.

It is an integral part of the totality of forces moldi.ng our
society; political, economic, social. It cannot continue to
operate in a moral void.

The Architects’ Resistance hopes to fill that void ‘b)r
bringing ethical and political conscience to the practice
of architecture.

TAR is an action group, a communications network, a
rescarch organization, We will issue and mobilize behind
future position papers on broad topica within the
profession—registration, the awarding of commisions,
etc. and specific instances of the misuse of our
professiona] skills,



AS A PRE-CONDITION TO THE RESPONSIBLE PRACTICE OF ARCHITECTURE WE
DEMAND AN IMMEDIATE END TO THE COLLUSION BETWEEN ARCHITECTURE AND
RACISM. WE DEMAND:

WE URGE:

—that SOM and Paul Weidlinger Assoc. {(Engineers) immediately dissociate
themselves from the Carlton Project in Johannesburg and remit all profits
accrued to Black organizations in South Africa,

—that the AIA publicly and immediately censor SOM and any other firms
building in South Africa and that they drop these firms from membership if they
refuse to halt their operations in South Africa,

—That the AIA refuse to hold its national convention in Chicage and publicly
condemn the police state tactics of Mayor Daley.

—that all architects of conscience examine closely the nature of the work they
and their firms are engaged in and resign immediately from those Organizations
they can no longer motally support.

—that all architecture and planning students examine their future associations
very critically before entering the brothels.

For further information please contact:
The Architects’ Resistance

¢fo Renaissance

338 E. 6th St.

New York, New York

i
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There will be much talk tonight.

It is not necessary for art workers to waste ENnersy
complaining about establishment museuwns, who by their very
nature are unresponsive collections of  att out of the pact.
These collections are supported by rich and powerful men who
have vested interests in maintaining the statusquo,

Visual artists should take positive action and
support a contemporary vision of a responsive museum. A museum
without a perment collection, A muscum that is interested in
what the artist is creating now. A museum where the quality
of ite exhibitions will be determined by artists.

This museun existe. It is called "Museum, a project
of living artists" and is located at 729 Broadway. It is a
flegling organization, battling the giants of the art establishment
with a new concept., Juseuwa will change attitudes with sxhibitions
of fresh work, not talk,

Its success will be determined by your participation.
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THREE QUEGTIONS

Can-the artist, by exrning more from his work, finally prove to our
society that he is & dedicated professional who works to benefit
himself and hils people?

Can the artist, in a Democracy, by remaining aloof from the pelities
of the country, nope to reap the fruits of social chanpe?

Can the artist, by being forced to support the Lstablishment's mythical
concept of an avant-garde delegate himself in the near future to the
position of a shoe salesmant
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The eurrens status of art werks as SEmetitiag nust de changed,
The values attached te cammedisios invelve yrice speculatien

and manipulation, aleng with conspiousus sensmmption, power

fren market semtrel ete. To append art with such ceacerns and
all the seeial and pelitical trivia which surreund shem tmilds

& great wall detween the artiss and sesiety Shreugh which precieus
11%%1e light ix able to seep. Artists boceme alienated, inveluted,
ditter or seme cempremise. Lot us free art frem the centrel of
the cemmercial middle-man se thas the artist may reach eus
directly e the peeple. Arsisss Rust found their o musewms,
bring art te the streets, bdeceme invelved with architecturs and
city plamuing ~ in a werd, Shey must besmucthe aotive functiena)
visiemaries of the new inoeming evlture, net the todies of the
upper middle olass slise. We must eemseive of eur reles as
oxtonding beyond jst the exesusien of yrivate art in sur studies,
in the same way shat the atemis researsh ssientists should have
had acsive cemcern fer the meral extensien of sheir work.
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It is act lmporiant bdasically who runs the Mussums, sinoce their
management is a ocommercial venture. 7The artist isn't smotionally or
technioally equipped to run a Museum., What 1s important is the
status of the artist within this commercial structure of Nuseum and
Gallery complex. Place in the professionsl sense - repressntational
in the sense that the artist is able to set his own criteria - his
own individual oriteria - (self) - what 1s wrong with the exlsting
struoture today 1s that the artist is forever being cosrced and
bludgeoned by the oomroin*nlloriu and their Direotors, sad by
Art Historians running Museums to produce flambuoyant and superfioial
"Musical Comedies" for the promotion of higher attendance records.
The artist has become a dups and is forced to run in packe - a non-

professional "adunm .

It ia important that we regaln thias loat dignity - take back that
which we have relinqulshesd to Public Relations and anti-intellesctual
sstablishment - and once again orystallise our conocepts - recapture

that whioch belongs to the Oreative.

JOSEFH DI DONATO
17 RRONXVILLE ROAD
URENERSLEEY TORK 10708
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on the Bagt side (34th and 27¢h 3% at Lexingtem)
backed by the thres nusowns (spensered) and funds te
b raised with the help of the musevms. Te tmolwde
all prefessiemal arsists to %o seresned ealy em Masis
of prefessiemalim by Inewn artists in thelr sectiem.
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S50 mEH much has beer said about the ideolosy of

A. W, 0, and about the contrast between reformirnc the
tuseurs on the one hand and cettirns up an alternate
structure to ther on the otrer, thot I wonder if

an important noint has not been misgsed, 1t iz &
conerate every-doy point thant hits the artist in

the sitomach in & concrete everydday way, and . worder
if it isn’t really one of the first thinss we should
be attending to. 1 am spesking about the sctual
return an artist cen exXpect when he cells o smoric of
=rt.  The museums ..ay or may not be eventually reformed
or ar alternste structure may or may not eventuslly
Le get up, and certzinly both are desirezble, but
what about the artist here and now when he sells a

"\
work of artl

“As things now stand, he will recewve the selling price

iﬁub
and that is the ¢ of it. Y6 bagorshne day resells

the work of art, it is this buyer alore who may profit
fron any increase ®f in price., 1 believe this is -~ro-
tesaguely unfair to the artist, and that our museums

are stacked, as are mEE galleries and private collectionsl
with works of art that illustrate the grotesqueness of
this principle., sxtreme cases where the artist is

living in penury while his pictures fetech outragecus
prices may be an exception, but they are by no means
unknown. 1n any case an artist can be said to possess

some sort of proprietary interest in his work even
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after he has sold it. I believe the A,W,2, nuct

mive further currercy to this notion erd also hel:

the artist to obtuin = fairer »eturn for his work

by institiuting a form which I shall refer to, for

the sake of samvlieity, as an A.W,C. sheet. I believe
this skeet his a ;sreat role to play ir the fubure of
dexlirzs in the art world and nay serve to perpeb.-te
the pame of the A.4.C0. long after the sroun itself .

has ceuased Lo =xist.

q%)As I see it, the A.W.C. sheet will corsist of a Torn
listinz the nare of the artist, the work of =rtf (if
it hes a noae), a description or reoroduction of this,
end, most inportant, the name of the purchaser and
the price he has paid for the work of art, AT the
bottom of the 4,7.C0. sheet will be & statement that
the buyer susrantees to pay the artist a certain per-
centage of the préefit he may make if he ever decides
to resell fhe.work of art. This statement the buyer
will be required to ®x read and sign. The percentage
could vary betvieen 10 and 33% and should perhaps be

I

decided at future neetings of the A.W:C. or perhavs
be left open for the artists and the purchaser to

decided among themselves.

?3;arge quantities of these sheets should be printed up
and the word should be spread among artists that this

sheet is to serve as the standard form or ak least as

a model for all ssles of all works of art. Obviously
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“Tomseeaet3- the force of the A.W.0. 3heet will be nartl-r
symbolic and honoravy -t first, srd it s he 31570
for artists in all eases to deterrnire if their vwork:s
of art ray not have beern secretly or ccciderteily rossld
irn distsnt parts of the country or the world, Lr the
chsence 217 a central dpency harndling and checlkings un
on all workd of arti covered by A.W.C. Sheebs, It wil?
wlmo Le GifTicult to be certain that the reul-tiars
L nave deserived wdld have Leoen curried out by in 11
coses. 4n this connection 1 am soiewnat honelul thei
the mere existence of the A.%. 2. Bheet niay spur into
axiztence the body necessary to enforece its asrovisinrs,
zrd thet this body will bexitkhe perhans comnrise the
nucleus of womephing resenbling the firsy trade w on
Tor artists in this country. I of course recogrize
that. the great majority of urtists sre by nature onnmced
to extreme forrns of organizatior and 1 very much resucct
this noirt ol view myself, but these consideratiors
do not deter me fron hoping that some sort of viatle
autnority may one day be Torwed to protecté the rights

of artists in-dlris T, and assur e a 'Su\r *éﬁuyn
e ’f'h-c:!f “‘t..rh‘_

What 1 have described also has a second part., 1 have
spoken of the duiy of the buyer to shareube£x§?w1th
the artist when xﬁaﬁg%%igﬁg the work of'art, but there
is alse another factor. By far the largest and moat

important buyers mmix of works of art are eur museums.

There is absolutely no reason why the museums shguld'(:::)

-
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not sXrewg agree to strenghihen the A.W.C. prireinle
here and now by pronisinz to pay a percmmtage of the
price for any work created by a livin~ artist to the
artist hicself, axzmxmirg This would of course hsve

to awply to all cases where the wory of art was not
bought directly from the artist hi: zelf. For zore
reason ¥YREYXIRXNNEXKEXZEXEXAXBXE nuseums buy very few
viorks of wrt from the artist himself. Once asoin & O
foir percentage wounld have to he worked out by cubsesucnt
meetinzs of tue A4.W.C., but once the percerntage had
been decided upon and the museums vproperly informed

of the intentions of the A.W.C., 1 nersorally car see
no reasons why the museums should not imrediately agree

to this A.W.C, nrinciple.

If the museums were to disagree and refuse %o adopt it,
then it would zeem fair to me that abtists all over the
country should resnossess their work from museums all
over the country or engage in such demonstrations, =it-
ins, or other acts as gseem likely %x in each individusl
case to bring the museum in guestion to its senseag.
What is being proposed is scarcely a rexR radical princi-
ple——it would merely reinforce what is already a rela-
tively popukdr notion, that a creator should have sone
sort of proprietary right in his work even after he

has ald it—this is almost & prineiple of common law,
The artists cen furthermore point outt in their defence

thatt they are only asking for the same return from their

-
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i . i ?:a eng Cilkn=uirers
work as 1s received by writers camposersfvgn %he

Torr of copyrights and royalties. These ~rouvnd, ~1ing
with setors and theatre peaple in zeneral, also huve
lzbor vunions to defend their rights. Artists do rot
yet have any of this, and 1t is high time they tecan

to work in the directior of guining what other grouuns
had begun to receive as nmuch as *thxx thirty years wro.
Fopulax feeling will very probzbly run hizshly ir favor
of the artists if they make this a uprinciple nlank of
their wlatform. The direction isz forwurd, &nd the tiie

to take steps in that direction is now.
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The questien 1a: 1Is 1% pessible to be jeyous as an

artists? Are poemns and sculptures meaningful or are they

R their way sus -~ as nan soems 5 do? The Nusem of

Natural History's cemtemmial exhibitien this Nay is

ealled "Can man survive?"

Jack Burnhsm in Beyend Nedara Soulnturs suggests man is
evelving inte "an inerganic cemcentrasien of infermation-

processing snergy”. HNan's teels and hisg ars werks will net be
extensions of himself, but the ether way aremnd,

WVhen lagcsuzvian nan put the iuprint of his owvn head o She

walls of the caves, it was as Af he were sayingi"Leekn, I am resl.
This representation of myself sutside nyself makes ke kmnew more
"tgml;r that I exist”™.” "I Weathe; I Shink; I clese my eyes
nn;\su ocelered images; I clese out sounds and imegine new snes.”

Vhat iz the cantemperary artist’s commection teo his owm werk?
Iz 1% impertant to hinself, forgetting the impertanse it may
have o otheys?

Takis renoved his soulpture fren She Rusewm of Nedern Ayt besause
he #8111 has a viable $10 % 185. DRerheps he folt there was sme-
Shing of his own mpirit encaysulated ia i%. Ia cemirass, nany
artists waknewingly have a laming=like and self-destrustive
relatienship teo what they make. Or they have a ritwmalised
relatiamship. The sotivity asseeiated with the werk may be bama



2. Helmes 2 /ﬂ‘ﬂgf J.O

fide in appearance, Wt the ayprepriate affect and intellect
are net sembined to the sotivisy.

Thess same miists have succwnbded te the depersemslizing pressures
of overpepulasion; technelegy; and the establishiment as epitemized
in the xnsewm, the gallery, and sven mere difficuls to detecs -
She pressures frem the freup of artists te whish he belengs., The
fellewing queter appeay in "The Eternal Present: the begimnings
of AXS" by 3, Gildeen:

"AYS Sransyeses man's attitude toward space, te the emetional
spheye...."

"I% 15 necessary $e take sctien defere space can deceme vigible:
1t nust acquire form and boundary fres She hand of nature or the
hand of man.”

I welieve that the Ars Werkers' Cealisiem must make all necessary
offerts So epon Wy New SPpaces fer the arsiss. Ners space is

neede $9 colobynts beaing a man,

30 Cadlin Aveaue
Staten Illlﬂ. n.X. 103“
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25atsmsnt mads te Ensews of Nedern Axt. Satwxdar 23 March )96e
¥We are s small greup from she art cemmwnisy whe sre symbelically
requesting free adnissien for all. Ve are imtentienally small
se we oan aveid any viclemse or vandalism. This iz a peaceful
dmenstration. The Nuseum of Nedern Art is netenly eur target.
¥e are making these demands (5) and (13 peints) ea all musewns
where apprepriate.

Eeore and now we are concentrating en the issue of free admissim

for all. Ve are alse leafleting to call fer a large demonstration.

gaaaxal and shart statsusnt

I think we sheuld centinue te press for free adnissien te

Ruseums, alse fer deors spen until midnight two days a week. Ve

should suppert the demands of Rlack artists and centinue te

push the museums te expand their activities te all cemmunities,

In ether werds, the 13 demands and 5 reasens are still valid.

Nt I feel we sheuld begin te cmmsider a cempletely differeat

and new structure, ons of eur ownm making. I think we are

essentially wasting a let of energy, partionlarly em thq seo-called

Nuseum of Nedern Art. Rather than censemtrating eur efferts en
“miner referus of an elitist pewer-eriented styusture, we shewld

move quiekly te form an erganisatisn which san reflect the needs

and geals of the art cammunity as we see Shem new, and alse attempt

So antisipate the future.

X tlurohrg prepese M set up & "doaxd”® mmuﬁun of She
astive art eemmunisy, 1.0. artists, ars writers, museum vorkers,

sto. %6 seerdinate a dread varistsy of art astivities,
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A Inish idsa af fhe xeleciien of Tenrasensatives and swerakisn
This deard could be slected each year at an spen heariag or

series swoh as Shis eme. The beard members weuld be salaried
and 1% weuld be pessidle for them te devege ample $ime %o their
dusies. The invelvements of the deard weuld range frem a shew
of paintings by Seenagers fryem the lewer east side %o earthworks
in Nere Fark en Staten Island. A grexpy with an idea feor a show
could seme §o the beard and the deard weuld hdp find a space amd
hely put the show Sogether. The bdeard weuld have ne gallery
space of i%s owa, enly effiee space. It wemld be cempletely
flexidle im the kind of material it could preseat.
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To Yhom It May Concern,

The Art Workers Coalition should demand the following as ateps
toward improving fila activities at the Museim of Modern Art-

1) Repleacemant of Willard Van Dyke as head by Henri
Langloiw, head of the Cinemateque Francaise, Langlolis
would be asked to bring a true Cinemateque to New York,
one in which artlsts and film lovers sould become actively
involved in policy decisions at the Cinemateque,

2} Replacement of all ataff members of the Mugseum film
departmant, with the exception of Adrienns Mancia, the
orly stalf membar who has evidenced a true interest in
filmmaking and film as art. New staff members should
include Jonas Mekas as curator of avant-gards films s

Amcs Vogel, ourator of contemporary foreign filma , and

a number of consultdnts operating in their area of special
competency,

3) Establishment of reglonal centers for film exhibition,
especially a L2nd Strest film house and one in Harlem,
bringing black- made fkkr and ckipexfiiuwxx similar films
to the black comrunity,

L)} Changing hours of screeninga at Weat 53rd Street
theater to coinside better with working people’s hours,
Better two shows at night than two shows during the day
attended by Fifth Avemie wecretaries and wealthy old
ladies,

5) Expansion of Film Study Center and opeming of Center to
publie, to afford wider sccess to films in the MOMA archive,

6) Transfer ofxxX¥x entire archive to Bmn for natiomwide
das froe distribution of MOMA £iima,

7) Full cocperation of MGMA with sll non-profit, educaii nal
orgabizationa meeking to exhibit MMA films,

8) Establishment of governing board in film, comprised of
filpmakers, critics and other film people to oversse the
activitiea of the film department, insuring that artliats
have a rola in forming MMA polioy, deposit

9) Payment off print fees for all films taken on smxmn
at M@, .

Jamey Maclonald
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I would like 0 prepese a respense $o the Nusewm of
Nodorn Axt's imvisation 30 presens s listef artists

e world 1ike t¢ be given & shamse €0 be "examined"

1y NONA divecters ~ in hepes of exhibising. This is

in essemss an eupty invitatien, like the ene that gees
"drep over smetime”, am invitation whieh 1t is wndersteed
that ene desmn's accept.

The NONA's invitatien was a teken gesture. I feel we
sheuld reapend in the spirits of this hearing., as an
art coumwnity.

Iet ws suluis & 1igts of the 50,000 werking artists of
the New YTeork art comumisy.
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I feel that the forming of the Art Workere Coalition 1s an imvortant
step forward and if purauved cofrectly will result in considerable
reforms wlthin and without the museums and other art institutions.
It 1s particvlarly immoritant that for the first time artists,
writers, choreogranh:ra, Tilmmakers, etc. are working together
towards com-on goals, irregardless of their individual styles or
sesthetlec cutlooks., As one of the original suosportera of Takils

I have seen this movement expand and grow within a verysh short time.
The ranid growth I taske tobgn indlcation that the movenent offers
the very real vossibillitiy of fulfllling certain long-felt needs
witin the art comrimity. I offer 1t my continuing sunport.

After th's Hearing, the most lmportant task is the formulatl-n
and adoption of 2 nevw set of demands. These new demands should then
be oresented to MOMA in the most dramatic way poszsible, retitions
must be drawn up and signed and amd ads taken in the newspapers,

A large list of signatures is crucisl.

I would 1ike the new demands to include:

1. one free day (to be financed by kee~ing the Museum onen in

the evening).

2. The arzpointment of a responaible persot to handle any
grievances arising from the Museum's dealings with artists.

3. The wishes of a living artist 1in regard to the dls~lay
of hle work owned by the Museum in any group show other than the
bPernanent co:lectionf@i res ected.

4. The paymen£ of rental fees for works of art borrowed by
the Museum for spegial shows,

5. A large, yvearly show (po:sibly in one of the Armoriea),

un Juried and open to all who wish to display their work.
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It 1s unlikely that WOMA wlll acce~t any of our new demands,

If, however, they do, AWC will end as an organlzation unless 1t is
understcod from the beginning that AYC fills & need much larger than
nere museum reform. If the lMuseum arcents our demends tere is the
danger trat AWC will become an establishment "labor union" of ertists
This must be avolded. AWC must draw uv a lilst of policies that go
beyond mere museum refornm.

Since 1t 1s more likelv that MOMA will re ject cur demands
ageln, new ways of exserting pressure must be developed. We cannot
merelv follow the tectniques of the Jew Left or the students. These
may offer inewiration, hut as artlsts we are in a postion to “rovide
new examples for otrer groupe by develoning more effective methods
of protest.

It must be made clear thet the museums now need the ertiets more
than the artists need them., How can we ma%e thic clear? If none of
the new derands are met, I suggest we congslder a boveott of the museun.
The effect of thils, however, is contingent vpon the membership strength
of AWC. Artists with works on loan to the Yuseum can be engouraged
to withdraw their works. We can also get artlsts to sign statements
that they will refuse to loan works without rental fees.

EwkikighYig, It mizht be advantagecus to begin developing our
Own alternatéve structures. AWC should sonsider spensorling a yearly,
unjuriqu show on its own,

John Perresult
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THE SMALL COOL TAME REVOLUTION, PROTEST AND DEMONSTRATION MARCH JOTH

IN MOMA BY THE ART WORKERS COALITION MET WITH VERY LITYLE SUCCESS BY

THE MUSEUM OFFICIALS. NOTHING HAS HAPPENED UP YO NOW, AND VERY LITTLE

WILL CHANGE [F THE ARTISTS INTERESTED IN CHANGE DO NOT GO ABOUT IT WITH

A PLAN AND CREATIVE IDEAS. IT SEEMS TO ME THAT THE VISUAL ARTISTS IN

GENERAL ARE SLOWER THAN THE WRITERS, ACTORS, MUSICIANS AND POETS 1IN

TRYIMG TO CHANGE SOCIAL CONDITIONS RELATING TO OUR SOCIETY, TO POLITICS

AND TO WAR. ALL THE OTHER ARTS, WITH THE EXCEPTION OF THE VISUAL ARTS,

ARE ACTIVE IN MAKING ATTEMPTS AT CHANGE. WE HAVE OFF-BROADWAY AND

OFF-OFF-BROADWAY; WE HAVE GUERILLA THEATER, STREET THEATER, LIVING THEATER,

ERQTIC THEATER, EROTIC LITERATURE, WILD MOVIES, UNDERGROUND PAPERS AND

MAGAZINES, NUDE THEATER AND NUDE FLICKS, MULTI~MEDIA HAPPENINGS AND

MULTI-MEDIA EVENTS. BUT THE GALLERIES ON MADISON AVENUE AND ON 57TH STREET

AND THE MUSEUMS OF NEW YORK HAVE NOT CHANGED MUCH IN THE LAST TEN YEARS.

JUST A LITTLE PLASTIC MATERIAL HAS BEEN ADDED, AND A FEW ELECTRIC LIGHTS

SHINE BRIGHTLY ONCE IN A WHILE. THE EXPERIMENTAL SHOW HAD TO &0 TO THE

MUSEUM IN BROOKLYN, AND THE BROOKLYN MUSEUM 1S IN TROUBLE NOW - A 24% CUT

FOR THE NEXT FISCAL YEAR. THEY SENT OUT A LONG PRESS STATEMENT OF

COMPLAINT WHICH HAS JUST ARRIVED OM MY DESK, THE CULTURAL ACTIVITIES OF

THE MUSEUMS ARE FACING CUTS, BUT THE SITUATION OF THE MUSEUM OF MODERN ART

CACCORDING TO DIRECTOR BATES LOWRY IN THE NEW YORK TIMES OF APRIL 4TH)

18 NOT YET CRITICAL IN COMPARISON TO THE GENERAL SITUATION ACROSS THE

COUNTRY.

AWC'S DEMAND FOR A ®REE VISITING DAY TO THE MUSEUM COULD EASILY BE

FULFILLED; SO COULD SOME OF THE OTHER 13 POINTS, BUT THE BASIC ILLNESS

OF THE ART GALLERY AND MUSEUM SITUATION AS IT IS CAN NOT BE SOLVED BY

THE 13 POINTS. THE WHOLE SYSTEM IS OLD-FASHIONED AND HAS TO BE ADJUSTED
@ TCO THE NECESSITIES OF THE COMPUTER-ELECTRONIC~-CYBERNETIC-SPACE AGE,
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HOW THAT CAN BE ACHIEVED IS THE 69-DOLLAR QUESTION IN THE YEAR 1969,
AWC HAS TO WORK ON 1T YOGETHER., SPECIAL INTEREST GROUPS WHQ WANT TO PUSH
THEIR OWN DEMANDS (ARTISTS ARE EGOMANIACS) HAVE TO BE FOUGHT FROM THE

VERY BEGINNING. THE WORD "COMMUNE" COULD ALSO 8E CHANGED TO "TRIBE",

MAYBE 1T WOULD REMOVE THE "POLITICAL"™ STIGMA FROM THE ART WORKERS COALITION .

WHICH, UNFORTUNATELY, SOUNDS LIKE A POLITICAL PARTY. ARTISTS ARE ALWAYS
VERY NAIVE ABOUT POLITICS., IT'S NOT THEIR BUSINESS. THEIR BUSINESS

IS ART. TO DO ART IS DIFFICULT ENOUGH, IT SEEMS TO ME THAT THE WHOLE
TROUBLE WITH MOMA 1S BASICALLY DUE TO THE DEMANDS OF THE ART PATRONS

WHO HAVE THE POWER OF CONSENT TO THE AWC'S DEMANDS., 1IF ARTISTS DID NOT
WORK, THERE WOULD BE NO ART: THAT'S A VERY SIMPLE TRUTH, ISN'T IT?
THERE ARE MANY WAYS TO FIGHT FOR RIGHTS. ONE IS TO STRIKE, 1T SEEMS TO
ME THAT SOME OF THE ARTISTS, ESPECIALLY THE ONES WHO COULD NO LONGER
DIGCESY THE HUMILIATION OF THE GALLERIES (MAKING THE ROUNDS WITH SLIDES,
TALKING TO GALLERY MANAGERS - 1 DO NOT HAVE TO 60 INTO DETAIL AS EVERYONE
KNOWS WHAT IT MEANS TO DO THIS TERRIBLE LEG WORK AND TO FACE THE STUPID
OPINIONS OF THE INSENSITIVE, SELF APPOINTED JUDGES OF ONE'S WORK) -

AS I SAID, THE ONES WHO COULD NO LONGER STOMACH THIS ROUTINE OPENED UP
SHOWS IN THEIR OWN STUDIOS. OTHERS JUST FORGET ABOUY GALLERIES, JOIN
THE MUSEUM FOR $20 A YEAR, TEACH AND NEVER SHOW; OTHERS DO STREET ART,
STILL OTHERS THINK, AS DOES ONE ARTIST WHO WROTE ME A FEW DAYS AGO!:

"iF GALLERIES AND MUSEUMS CLOSED, IgzatLlTARY RULE CAME, IT WOULD STILL
GO ON BY LETTER, BY NOTEBOOK, BY PRIVATE SHOW, "

IN THE CASE OF MDMA, AT LEAST YO GET THIS MUSEUM ON THE SIDE OF THE
ARTISTS WHO 5RE THE LAST CREATIVE FORCE IN A WORLD OF TOTAF PESTRUCTION =~
IF MAN DOES NOT CHANGE THE CONDITIONS ON OUR PLANET(FEAR OF ALL OUT.
ATOMIC WAR, POLLUTION, RA&ISH, CRIMED ~ IT SHOULD BE AGREED THAT A

CHOSEN COMMITTEE OF AWC WILL BE ADMITTEO TO THE POLICY-MAKING COMMITTEE

OF THE MUSEUMS AND THAT THE ARTISTS WILL HAVE SOME INFLUENCE IN THEFUTURE
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REGARDING SPECIAL SHOWS AND SELECTIONS OF WORKS FOR YHE PERMANENT
" COLLECTIONS AND THE LENDING LIBRARY OF MOMA, POR THE CHOICE OF FILMS,

MULTI-MEDIA PERFORMANCES, SYMPOSIUMS AND OTHER DISCUSSIONS, LECTURES

AND EVENTS. AUARflsr

AS A SEASONED REVOLUTIONARY ANDV%RT REPORTER 1 HATE TO BE CALLED A CRITIC,=

4
I DON'T THINK ANYBODY SHOULD CRITICIZE ART, OR HAS A RIGHT TO MAKE

ABSOLUTE STATEMENTS ABOUT WHAT IS 600D OR BAD IN ART. ART IS A PROCESS
THAT CHANGES, AND THE ART WHICH WE T%UGHT EXCELLENT SOMETIMES PROVES TO BE
BANAL, BAD AND SHALLOW; AND THE BANAL CAN BECOME ART,- 1 WOULD LIKE TO
SUGGEST THREE IDEAS WHICH COULD BE ADDED TO THE 13 POINTS,

MOMA SHOULD OPEN AN INDEPENDANT EXPERIMENTAL WING. THIS WING COULD BE
SITUATED ON THE RIGHT SIDE OF THE MUSEUM IN THE ROOM FACING S53RD STREET
HlCHg:sLARGE PLATE GLASS WINDOW. HERE AN EXTRA ENTRANCE COULD BE BUILT.
THIS EXPERIMENTAL DEPARTMENT WOULD BE OPEN TERRAIN WITH CHANGING
EXHIBITIONS OF YOUNG EXPERIMENTERS IN THE ARTS IN EVERY POSSIBLE MEDIUM,
THE ENTRANCE FEE WOULD ONLY BE POR ALL THE OTHER DEPARTMENTS. THE NEW
EXPERIMENTAL WING WOULD mn THE PEOPLE, THE ARTISY, THE YOUTH,
ANYTHING SOLD IN IT WOULD BE PROFITABLE TO THE MUSEUM, AND MAYBE THE
NEW EXPERIMENTAL ART WOULD SOONER OR LATER LIQUIDATE THE bEFICIT oF
$600,000 THAT DIRECTOR BATES LOWRY TOLD US ABOUT IN HIS STATEMENT IN

THE NEW YORK TIMES. YO MAKE ROOM FOR THE EXPERIMENTAL WING, THE ART OF
THE PERMANENT COLLECTION BELONGING TO THE BEGINNING OF THIS CENTURY AND
TO THE END OF THE LAST CENTURY (IMPRESSIONISTS, CUBISTS, GERMAN
EXPRESSIONISTS, SOME PICASSOS, LEGERS, CHAGALLS) COULD BE TRANSFERRED TO
THE METROPOLITAN MUSEUM, OR ANY OTHER MUSEUM THAT SHOWS ART OF THE PAST,
IN THE MUSEUM OF MODERN ARY, THE EMPHASIS SHOULD BE ON ULTRA~MODERN ART

AND NOT ON THE ART OF YESTERDAY,

@ :
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MOMA AUPD

RROVIDE
(AHC'S COMMUNE OR YRIBE WILL MlSTS TO GIVE LECTURES TO THE PUBLIC

IN THE DAILY LECTURE SERIES, WHICH UP TO NOW ARE GIVEN BY LECTURERS
BELONGING TO THE MUSEUM STAFF.

AWC'S COMMUNE OR TRIBE SHOULD ASSIST THE PATRONS, CURATORS AND MUSEUM
DIRECTORS IN SELECTING THE SPECIAL EVENTS SHOWS, RETROSPECTIVES, GROUP
SHOWS, ETC., AND SHOULD ALSO BE HEARD IF DECISIONS ARE TO BE MADE IN

SELECTING WORK FOR PURCHASES OR FOR EXHIBITIONS IN THE LENDING LIBRARY,

I THINK THAT ONLY ARTISTS CAN REALLY JUDGE ART; THEY DO IT, SO THEY KNOW IT.
ART IS CREATED BY ARTISTS, NOT BY CURATORS, HISTORIANS OR ADMINISTRATORS.

1T SEEMS TO ME THAT WITH THE CULTURAL EXPLOSION, THE WHOLE WEB OF THE
ART=-INDUSTRY WORLD, THE ART-PUBLICITY WORLD, IS TODAY MORE POWERFUL THAN
THE ARTISTS THEMSELVES. THE ARTISTS ONLY DO THE THINGS; THEIR POWER IS

YMINIMAL", SOMETIMES THEY GET MONEY, BUT THEY ARE MOSTLY ON THE LOSING

SIDE OF THE GAME,

LIL PICARD
APRIL 10, 1969

ARTI15T¢ ART-
® EpoRTER .



For_opening hearinx record.

FEAR FPINCHRBECK S¥

One reason that s0 many artists have becocme altenated
from the uvntown art scene is to be found, T thinlw,

in the search for cantent that the artist undertakes
i1 hte work, If it d¢0ea not become a form of
reallity, art remains only meaningless decoration or

a Tuxury prodguot, *ow we are hecominz aware that
Juat to show work, even ro00d work, Iin the galleriles
or museumAa doesa not chanzse the context which has been
eatablisued, Bx which trests art as commodity and/or
entertainmant, Alsc, all types of art sre soc widely
epread thst their effects cancel one ancther out:

wa end up, as it were, wlith no art, only "superstars".
In place of gﬂtﬂth end development, we have artific-
lally atimulated movements which are gquickly disposed
of when their novelty and commercial u-efulness has
gone, Thie altnation Yas exiasted simce Abstract
TXxpressionism made the uvtown scene, but only now

haa 1t become anparent that orcanic development must
take nlace outalde of the art market, Part of the
reason far this.ti is that most of the dealers,
curators and critics who form the egtablishment have
a 1ife styvyle with 1o allled to the status quo, T.ife
style is, of courae, a8 determinant of taate and
senglbility, whie¢h in this case favors elegant

decorativeneas, easy solutliona, and arty gestures.

/2.,
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Ag artists are well aware, the truth i1s that the
gearch for reality involves commitbent and a struzzle
for viable form: 1t cannot be%ied ud in =wwwk nacazes
and neatly labelled Pop, Op, inimal, ete. The

only solution 1s for each artlst to understand that
the art scene as 1t existe {and it is impossible to
aee how 1t conld chanrTe! Li diametrically opnoaed

to the development of an art with valid content.

We need a new beginning, d1fficult as thias 1s to
brinzg about, founded on the common bonds between
artists that, freed from commercial and competitive-

- prersurss, could hopefully be the underlying basls

for pogitive work,

Peter Pinchbeck,
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Jeanne PenskeDert

Qualisative juignents aside, it iz a fact Shas certain recent
novenents in art and musioc have helped te¢ extend the public's
telerance of ars ferms and have cemtributed te an inmoreased
inoerperation of art forms inke everyday life. The questiem
which must be asked is, is Shis extended tslersnce taking place
within the apt werld itself? Or is the mythificatien ef arxt
being perpetuated by an anachrenistic system which 1s accepted
as tradition?

Te direct the attacks eof this nevenent selely against the Nusemm

iz 1llegionl and unreslistic. Beth the gallery amd the musewa

are part of a systen which has leat sight eof i%s reasem fer
existing - te represent artists and te¢ make art aceessible - and
surnsd inte a nenstreus autamaten whioh manipulates artists as
though it has fergetten it 1s nething witheut them. The preseat
system 18 parasitic, eaten threugh with expleitatien and cerruptien.
only She oge of the aréist pemits it Seo exist.

A facaks o2 Ahe xyatem xhiah Euak ShANES:

31 The gallery as it exists is a business. The art preduct is
handled in the same manner exactly as cemmereial preduchs. Ous

of o large mumber of products a few ars shesen by certaln standards
of desirability snd premeted. A ceammereial preducs is desirable
for ebvieus reassns: it Sastes oreamier, washes whiter, %o,

In the art werld standawds of juigmens are somsiderably less
distines, as they cammet de arrived at threugh single camparisea.
And She cheice i» '[“ nade by the consumer Wt By the 3-.11.:7

whe them allews She public te selest frem its selestiem. Vhieh

Wrings us o a sesend faoe$ Whieh must ohange.
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2 The gallery dictates taste. The public seds dnly what is

in the gallery and the museum, which means he sees abeut 205
(very reugh guess) of what goes en. HNe 15 net cheesing first
hand Wt secend hand., This is where the gallery has its hold
on the artist. But art deesn’t need premetion - it wly nseds
$0 o nade acoessidble.

3 The gallery is not concerned with the rights ef the artist.
There i3 ne such shing as a copyright er reyaliies in the art
world. Someene ocan uy a piece frem a young artists for $200 and
yosell 1% fer twice as much whem he hasz gained a reputation and
She artist makes mothing en 15, Mo is Mullied inte demmting
works te museums in exrder thas he be suffiociently represented.
Hs 1s givea nething fer repreductions of his werk im magaszines.
A gallexry, me matter how good, 1s expleising the artist, unless
1% basks hin em these righsa.

4 dalleries de net Bring art $e peeple, Shey brigg art e she
rieh. Go into a gallery. Tell them you ave Jehn Smith snd yeu
wvant to see sume of o0 and se's work because you missed his lasth
shew. Thers will be 1little ceeperatien., Vere yeu a Jurtem or
& Kemnedy and were your inteant te Wy, chauses are you would
have the ingratiating coepirution of the directer himself. The
fact hat Shey sacsrifies space, the single nest impertant faster
ia exhibiting work, for prestigieus addresses reiterantes their
true intentions.

Jenune Iaissttelart 2

&
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Alternatives te this system depend en remeving the maney-
naking erientation. Remeve the middieman. Nave “free"
galleries rva by a retating beard of &irecters (artists perhaps
but mot necessarily) whe are nes ﬁid by cemmissien Wt whe

are paid a flat salary., The expenses would be supperted

by a mall percentage of every artis¥s yearly earaings.

Desantralize the gallery systen by neving 1% into different
ayeas. Nake i mere acoesszible ts mere yesple.

Cud muwntms directers and gallery directers dewm te what they
are, oustedians eof art.
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Over the past ysar the Naw York Free Theatsr has besn initiated
by a greup of radical arsists, camposers, anctors amd oritics.
Rack and white artists have besn working together creating a
csommunity participation theater which attempts to hely the
cammunities with wvhem we perfera evelve a pelitical understanding
adequate te the situatien we all find eurselves ian, adequate to
changing dbasic seclal institutions and processes.

Our experiences have besn wildly differentiated, dut in relatien
$e this epen hearing ¢f the Art Workers' Cealition, I weuld like
te raise Sow mmall issues:

= The Free Theater brings radical arts festivals inte forgotten,
oppressed cammunities, heping to decantralize, anaychize and
democratine the arts and disselve the beundaries between art

and life. Forget the musewms, mass nedis and bureaucratized
arts iastitusiens. Abanden the tetalitarian retienslizatien

of the arts and help us as we work en the streets and in the
camunisies of Nanhattan, the Iromx, Breekxlyn, Queens and Staten
Island, Our desire te destrey repressive arts institutiens 1is
Regated by the nedia attention sur public demenstratiens direct
soward them. Iy mainSaining euf fecus em thess imstitutiens we
waste sur snorgies while leaming enly more sephisticated styles
of redellien which end in Xecenci;ing us te , and reintegrating
us iate these institutiens.

If we wish %o demecratise the mis and help all of us develep @
our creative capacities, them let ws redirect seme of our energies.
Lot us withdraw smme of suir oreative emergies fraa self-referemt
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groups. aid redirect shem So the aesthetic and pelisioal grewth

of the nass of imerican cisizens we usually see as helpless
victins of "fascist enemies”. A mevement gsuch as the Art Vorkers'
Cealisien faces she danger ¢f Decming just ems mere elitist
greup, which in the name of liberation exprepriates pever for
19s0lf. Ve can aveid shis by initiating prejects shreugheut the
coumMiry; creating a mass base of radiecal pelitical amnd aesthetio
comsoiousness. This ia the precenditien for radical secisl
Sransfermatien.

Specifically we weuld waloeme, as we asserts sur cemrsdeship with
She Ars Werkers' Cenlitiem, an interfeeling with you. Jein us

this summer as we ran werksheps areund she New Yerk area. 7The

H.Y. Fres Theateris lecated at 87 West 3rd 8%, NYC, 477-0400.
Flease lst us work segether., Alse a number ¢f radical theaser
greups have ceme fogether te erganise She Radiocal Theater Repertery
(RTR 205 £ 116k 58). RTR and AVC sheuld join tegether im a nen-
sempotitive conlistion. Ve must maintain sadequate seumunicasion
smeugst all sur actioms.

How Yoxrk Free Theater.
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THE LIRE OF REASONING BEHIND THE ATTACK ON THE PRACTICRES OF TRE MUSEUM
OF MODERN ART CAN BE APPLIED TO A MDRE FAR REACHING AND LOGICAL TARGET:

THE ART ISGHOOLS. SINGE ARTISTS AND CURATORS (ART MISTORIANS) ARR USUALLY
BDUCATED IN THE SAME SCHOOLS; AND THE ART ESTABLISEMENT BEING WHAT IT IS
POLITICALLY; Uﬁm‘&ﬂh THE STTUATION OF AN OLDER GENERATION OF ART HIS-
TORTANS COMENTING OR THE ART OF YOUNGER ARTISTS. THIS TELESCX)PI]IQ SOTTAL
PROBLEM OF THE GENERATION GAP IS USED POLITICALLY BY THE ART ESTABLISHMENT
TO RETAIN CONTROL OF THE SCENE, AT THE SAME TIME, IT PROVIDES A TWBIOUS
SOURCE OF AQGRAVATION THAT ARTISTS CAN REBEL AGAINST. WHEN AN ARTIST HAS
REACHED A CERTAIN LEVEL OF REBELLION AND HAS SHOCKED ENOUGH PEOPLE, HE IS
ADOPTED INTO THE ESTABLISRMENT WITH MUCR PUBLICITY LAUDING HI3 COURAGENUS
AVANT GARDENESS TO BE ASSIMILATED AND FORGATTEN WITHIN A FEW MONTHS. OHLY
THOSE ARTISTS EXTHEMELY AWARRE OF THE FAST PACED SCENE CHANGES CAN HNOPE TO STAY
IN THE SPOTLIGHT FOR LONG, AND EVEN THEY EVENTUALLY APPRAR T0O BE SELL-OUTS.

I WAS ONCE TOLD BY A PAINTER THAT I¥ YOU MAKE A GRAR MR THE SPOTLIGHT
YOU HAD BRITER MAKE SURE YNU HAVE SOMETHING T SAY IN CASE YoU OET IT.

THS 18 1N TOTAL €ERROL
THMCS A £+0% OF RMRGREY, BECAUSE THE SPOTLICHT MEANS THAT SOME CRITIC NR
CURATCE THINKS YOU'LL BE IN FASHION AND FLUGS YOUR WORX, SUCCESS DEPENTS
SOLELY ON H'W LONG YOU CAN CAPTIVATE THAT CRITIC'S TASTE.

JUST AS THE ART SCENE IS RUN BY A COMMERCIAL ESTABLISHMENT DESIGNED POR
THE WEALTAY WOELES OF THE WORLD, SO ABR THE ART SCHOOLS UNDBR STRONG OUTSIIE
OORTROLS.

THE SCHOOLS HAVE DESERTED ART IN MASSE mfﬁ?ﬂ! BEGUN TO TEVOTE MDST OF
THEIR EFPORTS TO ESTABLISH DOMINATE COMMERCIALVAND DESIGN IMAGES PNR TREMSELVES,
THIS 1S KEEPING IN LIKE m FEIERAL ATD PROGRAMS T0O SCHOOLS OFFRRING TRATE
SKILLS THAT CAN PROVIDE JOBS FOR STUDENTS, MANY SCHOOLS HAVE COME TO DEPEND
ON THI3 MONEY FOR CONTINUED OPERATION, 4 FINE ARTIST IN THEIR NIDST IS AN
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ENIOMA TO THEM; A SOURCE OF DISRUPTIVE AGITATION,A POTENTIAL TROUBLE MAKER,
THEY, IN THEIR LIMITED UNDERSTANDING, CANNOT “ONCEIVE WHY ANYONR WOULD WANT
TO PSUFFER™ WITH ¥SR(® ART WHEN THEY COULD BR LINNING TREIR POCKETS,

WHILE THE ARTIST IS BOUND ON BOTH SIDES BY THIS MDRAL CONSTIPATION,
mé STIIL MUST 7REATE HIS ART, AND ER STILL MUST EDUCATZ HIMSELF, I OF¥ER
TRREE GBNERAL STEPS TO TAXE T0O ERGIN THE TRANSITION INTO THR FUTURE OF ART:
(n

ARTISTS MUST WITHDRAW TOTALLY FROM GALLERY AND MUSEUM AFFILIATIONS AND
BEGIN T0 SET UP SECONDARY METHOIS OF DEALING WITH 4098 ART,

(11}

BEGIN TO BREAXK DOWK THE SYSTEM OF ENUCATION PRACTICED IN THE SCHOOLS ARD
CONMSTRIICT NEW PLACES OF EDUCATION FOR ARTISTS, IT SHOULD BE A PLACE WHERE
ALL ARTISTS ARE TEACHERS AND ALL 'EATFERS ARE STUDENTS, & PLACE NF EXCHANGE,
NOT GIVE AND TAKE, OF DOING NOT TELLING. IT SHOULD BE 4 fLACE NF COMMUNICATION
NOT 4 SCHOOL.

(111)

ATTRMPT TO REDISTRIBUTE THE CULTURE AMD GET IT OUT OF THE POPULATION
CENTERS 50 THAT EACH ARTIST IS FREE T0 EE HIS OWN CENTER OF CULTURE AND
HIS OWN SOURCE OF VALUKS.

IN CONCLUSTON: AMRRICAN ART IS STILL VERY MUCH A REGIONAL TRING.-- S0
MUCH SO, THAT ARTISTS HAVE T REIEARN AND REDIRECT THEIR ART WHEN THEY CHANGE
CULTORE OR POPULATION CENTERS. IT IS OUR GREAT FATLURE THAT WE HAVE WNT BEEN
ABLE TO GIVE EVERY MAN A KNOWLEDGE OF FIS CULTURAL HERITAGE INW THTS CENTURY
OF MASS COMMUNICATION, IT I3 TIME NOW TO BEGIN USING THE ESTABLTSHMENT AND
TER MEDTA FOR OUR PURPOSE AND TO STOP THEIR USTNG OF US POR GATN, S84 SRR

S WRBER AR MR AR9 SEATNIGC O3 h ANaR, SOMDedY i ) A AROS.
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One of the acute problems facing moet artiets today,
simply stated, is that his chances for getting his work
out, that is exhibiting his work, is very slim. The up-
tight gallery situation upon whico he is dependent is
totally ins&fficient. There are just too many aptists
around and not enough galleries to show the work. To
presume that the galleries have weeded out all the good
artists from those that are not so good, in the process
of selecting their stables, is for the birds. :ll artists
have a right to show their work and should have appropriate
apace available to tiem for t.is purposa. fLet natural
celection, rather than gallery selection be the weeding
out factor. The gallery situation which exists today has
reaulted in a surreptitious in-fTighting amongst the artists
Jockying for a little in-position. He has developed a secretiv-
nesg and an off-handedness taat is sometimes taken for a
cool. ia one artist recently said, " If you have hearid
about it, it is already too late. that can we do to get
out of this shitdtdy situation.”

To seek a solution from the present museum structure
is at best a meager palliative. It won't solve anything.
~ost artists will be in no better position than they were
bafore.

that we need c¢lear and simple, is another museum;
a special kind of museum devoted Bolely to exhibiting
contemporary art workas. This museum should ndther buy,
own, or show art c¢ollectiona. At this point I would like
to make a proposal which follows.
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PROPOSAL

1) That the Museum of Jodern Art, The W hitney
lluseum, The Guggenheim Museum, The Jewish Museum,
and any other major Museum in the City of New York
form a joint committee, for the purpose of raising
funds, orranizing, and actually taking the responsi-
bil%ty for the construction of a two-winged lluseum

a
Phat a committee of artists and critics be
created by each group respectively, to consult with
and)act in conjunction with the Wuseum commitéee.
b
That all members of this committee shall be
be paid for their time and effort.

2) That t.is {useum sghall be co-owned by the res-
pective iluseums involved., That these respective
useums be responaible for directing, staffing, and
maintaining the New liuseum.

3) That this Museum shall not collect, buy, or
own any art wark, nor shall they exhibit any per-
manent collections.

4) That tais Luseum have & rotating committee
or jury comprised equally of Museum Curators, Critics,
and Artists, and that there rotating juries be res-
ponsible for the selection of all exhibitions,

5) That one wing bhe used solely for annual ex-
hibitions, of which there be four or five during
the course of the year. That at least two of these
annuale be comprised of only artists who have not
had their work shown in regular galleries or other
Museums over a period of two years, That one of these
annuals be in the nature of an international.

6) fhat all artists of other nationalities, re-
siding in the United Statesa for a short period of
time, shall be elegible to exhibit their work.

7) lhat the other wing of the Museum be devoted
exclusively to small select group shows from six
to twelve artists. That these shows be organized
in the following manner: Groups of artists be
formed together on- the basis of a common image,
by the artista t they submit photo-

: graphs, es llideE%%%%%ﬁ%%¥E£%%i as a group, for
Jury selection. That the jury select a number of

these groups, that will be exhibited over a period
of one year.



8} That all rejected groups can either re-submit
the following year to a totally new jury, or can
disband and reform into other groups and then re-

Bubmit .

9) That no artist that is shown in any of these
gro.p shows may show with any other group for that
Year,

lastly, if this proposal is ever considered, that
thie paper shall be considered as a working paper,
subject to modifications with all necessary additions
and changes,.

Submitted by:

JULIUS TOBIAS, sculptor
9 Great Jones 3treet
New York, N.Y. 10012

# 982-1735

@
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FKlaedieg, I would like to meke this WHMEpWB rccom-.endation:
Homgi, baghockorl - v eptm up b hrewhs five. 6-7

that all children NadbowtgrieenNyears of age be admitted

to museume with or without pay, as they themselves may indi-

M‘w
cate, If guldes are needed to help or wa;z§%£%33¥:;1§;5ram

could be Instltuted for high school girls to work in the '

back p b Aot o o araladl ol ‘_t.g_@f"‘&
museum one mornlng or afterncon a week, jto conduct esmall

e
children, singly or In groupe -- and givia then(Mg¥awwd the

cholice of what they would 1ike to see: painting, sculpture,

’

photography, architecture, deslign. It will als=o be a
Foed art education for the guides, who, 1n intervals of
freedom, could visit the museum llbrary or be shown
through the staff rooms to become cognisant with the

activitiea of which a museum consiste.

Rt [ 4-00men

&)
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The #Modern Museum is a businegs or monopoly. Unlike monopolies
regulating public consumption of fare in other busginesses, the
government does not seek to destroy it but rather applauds it
for belng a good exeuple of capltalistic efficlency., And well
it should be applauded on this abstract basis; for what other
business has been sgo devlious as to be able to &t the standards

by which it is to be judged?

The lack of concern for this monopoly is two-fold, The government
enjoys seelng leftigt-leaning, communist-insplired artists under
regulation., What could be better than regulating them and

public taste for so long end having artists_belleve they are not
really being regulated but are having a fevor done for them? The
The other reason iz a loop-hole made in their regulation of
monepolies. A private 1nstitutionban't be prosecuted under the
same laws of collusion &s a public institution, whether or not
that private lnstitution has triple the power and effect of any
public institution. Thus the Kuseum of Modern Art gets underwritten
by the CIA and NBC end CBS jeln in to give the public the news

as they see it. This leaveéyOMA in the hands of the trustees

who are, incldentally, also the trustees of t.e Guggenheim, the
Loz Angeles County Museum and every other nmuseum 1n‘th13 country.
These people have different overt manifestations dbut they are the
same people. Your one vote today 1s directly commensurate with

" the slze of your finsnclal last name,.

The oblect of the wealthy 13 to control and expldt the poor

(sensibility now being fﬁily establiched as a concomltant of bank
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balance) and to tell them what is good and bad ar#. The irony
here is that they believe they have a right to de¢ this,

The Museum makes the migtaken assumption that because they
acquire a painting it must be good, and 1f they acqulre ten
paintings they must be great., The gallery with 1ts prestige 1=8
the microcosm that allows this to occur. They proceed from here
to give the results of thelr findings, the "Xudo” to the artist
end the sssurence to thelr investments a show. They present

the public with apples and pears; how are the people supposed to

know cherries exlst.

It doesn't take an assessment such as this to show the Museum
hae no qualitative basis for Judgment - look at the collection,
I would like to ask a question here. Why,wlth all the bad white
art in the Museun isn't there and equal guantity of bad black
art? Since the Museum desntt make gualitative judgments about
art, it is impossible for them to say that 1t is tecause the
black artists are not of the same high (low?) standard. I must

thus conclude that the Museun is raclst.

In order to perpetuate the hoax that the Museum has &0 surreptitiouslﬂ
gone about creating, they have stooped tc blackmall and giving

the media false informatlon. I wonder how fa_ they will go

beforcit is ell over. Fo» blackmail I refer you to the letters

gent to artists that sre to be represented in the Mugevmis

permanent hitybrical document of the forties. Artists were told
' that if they did not want to be represented by the small or

insignificant works that the Museum acqulred earlier, they must

donate large canvases. The ghow was arranged by .. .........e
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The Museum told the press that the artists? coalition told

them that they intended to come to the Museum for thelr Sunday
deménstration and "vandalize" the art. This was after executive
members of the staff had been informed by individusl participants
in the coalition that we had no such intention, nor would

anything of that nature occur.

The Musevm should have only revolving group shows and should have
no permanent collection., This would eliminate the need to meske
thelr investments pay. The exhibits should be governed by a
revolving board of an equal nuuber of artist, critics and
administrators., It should revolve once a year with each board

being responsible for two shows.

The money for this could be ralsed through tax-deductible donations
by the few people who would still be interested in art. If too
much money was ralsed, grants could be glven out to artists.

All artists could be taxed 3 or 3% of their yearly earnlings for

the same purpose,
The New York Times should not be allowed to print articles on art,

All artists should refuse to participate in any show that does not
heve the democratic bases described above. I~ a law couldntt be
passed similar to the one in France, then ail artists should make
anyone who buys anything sign a contract guaranteeing that the
artist receive a percentage of the increase in value whenever 1t is

_ Tresold., As these things are enacted, a 1eve;11ng—off_or prices
should occur and all art of living artists, good or bad, should

cost the same anmount,



mv witsoN o

There are a lct of things becides the Moderm that a group of
Artiste as a power bloek could direct their energies toward,

THE ECOMOMIC SITUATICF*IE* JOB, RENT, FOOD, SUPFLY MOMEY.
Reaserch sho uld be deme of the WPA support of artiste during
the depression, Also research inte the Scandinavian suppert of
thelr artists, Seme sort of ground plan or link up should be
made with the projected minimm anmal wage, This seems
projected pretty far into the future but we may get some ideas,

THE DISPLAY AYXD SELLING OF WCRK,

I think ideas should be suggested for alternatives to the up-
town situation., Research should be done on Legal cepywrites.

Lincoln center has State and Rokefellow money fer theater and
dance why not some for LIVE ART,

Groups could be formed to set up a few galleries up and down

the Bowery, like the star turtle to form a down town nucleas

Iike tenth street used to be,

WE could form a rmutual aid society.

EDUCATION

A 16t of painters have been offered interesting structural

things at colleges, Some research into black Mountain might
be a good idea at this time. A lot of places Iike Ford like
to back experimental Hducation ideas,
The community of Paul Williams at Stomy peint offeres another lé
1dea for reaserch inte liveing working communities in proximity
to Few York,

PUBLICATION

MY final idea I think is most pertanant to this particular
group and time.

How about getting out a publication that could be a forum

for ideas and research at this time,

Research IT IS and SCRAP and lets try to come up with something,
We have writers with us lets take advantage of thenm,

The Columbia students have set up there own printing shop.

We could even dream of something like THE GREAT PEAR PRASS,

Ann Wilson



