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OPEN HEARING



Art Workers should come to the SCHOCL COF 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 in:

AN COPEN PUBLIC HEARING CON THE SUBJECT:

WHAT SHOULD BE THE PROGRAM OF THE ART WORKERS REGARDING

MUSEUM REFORM

AND

T0 ESTABLISH THE PROGRAM COF AN CPEN ART WORKERS COALITION

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

art institutlions and conditions, regardless of his point of
view 1n strictly artistic matters, and regardless of his pre-
vious or actual affiliation with any art institutions or act-
ivities. All witnesses are encouraged to present their views
in writing to make the task of producing a complete record of
the testimony easier. Written material too lengthy to be read
aloud may be inserted entire into the record. East witness must
announce or sign his name in connection with his statement. No
credentials are required.

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

wish to walt or return for his turn, may glve the secretary a
brief statement to be read at the appropriate time. Statements
may also b read by persons other than whose signature they bear.
Statements may also be amde by groups provided tlet a member of
the group signs his name. Witnesses may arrive at the meeting at
any tilme. Additlonal witnesses will not be admitted to the 1list
of speakers after nine. If there are enough additional wltnesses
to warrant it, another hearing will be held on the following day
to complete the record of testimony.

The complete record of the proceedings of this hearing will be
published and brought to the attentlon of all art workers and art
institutions in New York City and elsewhere. An unlimited amount
of coples will be made avallable 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. This report will be freely circulated and 1s intended
to form a so0lild basis for a permanent organization designed to
represent the best interests of all art workers.

ART WORKERS COALITION
Public 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, 37,
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, 6l.

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, 11, 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, 61.
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JEAN_TJOCHE'S STATEMENT TO BE READ AT THE OPEN HEARING OF THE ART WORKERS
ITION AT THE SCHOOL OF VISUAL ARTS ON APRIL 10, 1969

FIRST, I WOULD LIKE TO SUGGEST THAT THE ACTIONS SHOULD BE DIRECTED AGAINST
ALL MUSEUMS AND ALL ART INSTITUTIONS, AND ESPECIALLY AGAINST THOSE « WRITERT
CRITICS, COLLECTORS, CURATORS... = WHO DIRECT, BEHIND THE SCENES, THAT ART
ESTABLISHMENT,

SECOND, I BELIEVE THAT THE OBJECTIVE SHOULD NOT BE TO OBTAIN A SERIES OF
REFORMS FROM THE MUSEUMS, BUT TO GET EFFECTIVE PARTICIPATION IN THE RUNMNING
OF THESE INSTITUTIONS 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,

b S S R S S L4

REGARDING THE STRUCTURE OF THE ART WORKERS COALITION, IT IS EVIDENT THAT VWC
NEED SOME KIND OF ORGANIZATION IN ORDER TO FUNCTION EFFICIENTLY. HOWEVER,
I BELIEVE IT SHOULD TAKE THE FORM OF A COMMUNE, AND NOT OF AN AUTHORITARIAHN
CENTRALIZED HIERARCHY,

THEREFORE I WANT TO MAKE THLE 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 ONLY A MINORITY OF THINKING.

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

4, ALL ACTION COMMITTEES ARE ACCOUNTABLE TO THE PUBLIC ASSEMBLY AHND THEIR
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 SITUATION,

5. ANYONE CAN CALL A PUBLIC ASSEMBLY AT ANY TIME, ON 24 HOUR NOTICE.. THE
PUBLIC ASSEMBLY SHOULD MEET AT LEAST ONCE A WEEK AND, IN CASE OF
EMERGENCY, FUNCTION ON A 24-HOUR BASIS,

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 NEVW
DEVELOPMENTS.,

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

9. SPOKESMEN FOR THE COMMUNITY SHOULD NOT 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 & INTERNATIOMAL COMMITTEE SHOULD BE FORMED TO SUPPORT AND
COLLABORATE WITH SIMILAR ORGANIZATIONS OF ARTISTS, STUDENTS AND
WORKERS FROM OTHER CITIES AND ABROAD,

11. AN ADMINISTRATIVE COMMITTEE SHOULD BE FORMED TO COORDINATE ALL
INFORMATION AND ACTION, AND TO PERFORM SECRETARIAL DUTIES. HOWEVER,
THIS 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 AND OTHER
DOCUMENTS AND INFORMATION. (:D

X U X X X % X R
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AS TO TACTICS, QUR_FIRSI 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 TO 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 PATROMAGE 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 SUPPCRT 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
SRCANTZATICNSTARD™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 ART ESTABLISHMENT ORDER, IN
THE SAME MANNER AS THE FRENCH WORKERS REVOLTED AGAINST THE CGT AT THE TIMC
OF THE FRENCH REVOLUTION LAST MAY,

A THIRD QBUECTJVE SHOULD BE THE FEDERAL AND LOCAL GOVERNMEMTS WHICH FINANCE
THTPUTLIC SUSEUMS. THE PROLONGATION OF THE WAR IMN VIETNAM WILL HAVE, AS A
DIRECT CONSEQUENCE, A CUTBACK OF FUNDS FOR SOCIAL DEVELOPMENT AS WELL AS
CULTURAL FUMDS, AMD THE EVENTUAL CLOSING OF ALL PUBLIC MUSEUMS, TO FIGHT
FOR CONTROL OF THE MUSEUMS IS ALSO TO BE AGAINST THE WAR IN VIETNAM,

ANQTHER JOBJECTIVE SHOULD BE A DIRECT PARTICIPATION OF ARTISTS IN THE ART
PRESS, 1.E. THE POSSIBILITY OF AN ALTERNATIVE BY ARTISTS TO WHAT THE

CRITICS WRITE. THIS SHOULD LATER BE EXTENDED TO ALL THE PRESS MEDIA (DAILY
PAPERS, RADIO, TELEVISION...). HOWEVER WE WILL NOT OBTAIN THAT OBJECTIVE BY
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,
1GNORE, OR DESTROY WHAT WE ARE FIGHTING FOR. ON THE CONTRARY, WE MUST TRY
TO INVOLVE THEM DIRECTLY IN OUR ACTIONS, THAT 1S, MAKE SURE THAT THESE
REPORTERS ARE NOT 1MMUNE 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,
CorUTARY MESSENGERS...), ESPECIALLY IN TIMES OF CRISIS, AND WHENEVER WE
EXPRESS OURSELVES WE SHOULD USE A DIRECT APPROACH, AND NOT A LITERARY ONE,
CBIG POSTERS PRINTED CHEAPLY BY SERIGRAPHY WITH THE HELP OF ART STUDENTS....

JEAN TOCHE
APRIL 9, 1969
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REMARKS TO THZ PUBLIC HEAKING

April 10, 1965

Art Workers! Coalition

botan,

}ﬁxo Coalition is the best tredes union I hav: ever been associated

withe This is an achievement only in termms of the trsdcs union move-
ment, which is a nineteenth century phenomenon rapidly passing out

of stylee The trade union 1s not being superseded by & more powerful
agclomeration of suipressed forces. It &s axpiring bacause all of

its aspirations have been achleved, on tne one hand, and on the other,
People now think diff-rently than they did in the nineteenth cemtury.

At last] Some time ago, I had the idea that in tho noar future, work-

erg will strike, but thelr strike will be a permanent one, They will

say, we refuse to work under sny conditions! At that time, there will

be a gemeral recognition of a situation which already exists on a broad
scale. The series of factors which results in the requirement that =ach
person amnmmtmbembpie justify nie existence in t.rms cast down t¢ him by
superior beingas of all sorts is no longer viable. Already the Question
of who will be offended if peopls say fuck on television is impondarable.
A year ago, the pope of the Foman church made & ssrious announcement. He
said that the church h- heads was facing a leadarship crisis which was
threatening the very foundation: of that inspitution, Th~ implications
of all :arly modern revolutions from the Mirst FPrench Revolution to the
First Russian Revolutlon are that one set of rulers is preferabls to another,
The exeumplary revolution wnlca I believe ax is indicatea by our -xpsri.nce
at the present time is a revolution of a substantially different sort.

It is a revolution so broad in its implications that its success will
render meaningless everything that can be expressed and rescorded and pub-
lished in connection with thls heardng. I say this in order to indicate
the scal:- of tne proceedings in which I believe we ars involved, no matter
whether we 1like it or note

We are speaking tonight i1n the auditorium of an art school which according
to some predominant definitions of what a school i@, is not a school at
all, According to this definition, this school is a emall business. It
is sb becaus~ the powers that be recognize the fact that this school does
not do what all real schools must do=—they must prepare people to live in
a situation which must be described as slavery. It is a tridute to the
School of Visual Arts and 1its owner Silas Fhoades that we are permitted
to express such thoughts as we may care to make public on his premicses,

- ®
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The Art Workers! Coalition, like every otner worthwnile organiszation,

had its g-noels as an anecdote. Something happened, and somebody nade

a fues about it, Who this was and what happemed is a matter of readily
availabl« information which is of no importence. Th: fact that each p-rson
who is sp-aking @ere tonight has some complaints about How 1ife is lived

at present also doesn!'t matter, The only thing that matters is that things are
going forth, Peopl- ar- doing somethings thay want to do, ALl artists,
even the most avaricious and status~conscious ardtists, realize this basie
reality. As my friend Carl aAndre nas r<marksd on couatluss occasiogs,
anybody who thinks w: ar- doling all this simply for money is nuts. There
are a grea*t many eagler ways to get rich, I wen* %o epeai of a leval of
reality in which everyone realizes that everything Xxk we do i: art, Those
who fruitlessly oppos- this view will n-eds b= deaf to my remarks.

Througn the mediwn of this hearing, the Art Workers! Coalition has an
opportunity to redefine for a modern psriod the qQuestion of what the
reality of art consists in., This is my personal interest in thie organ-
i1zation, I personaily det-st museums, and have done for many years, but
this does not lead me to expect that they can be reformed for my purposes.

I simply hav - nothing to do with thems Those who wish to reform museuns
are~ b-yond by comprehension, becaus: I am sure that nothing that is remotely
connected with museums will evar interest me.

I want to pose some questions which I think should be dealt with by +this
organization 1f it is ever to become anything wore than a traie union,

HOY CAV ARTISTS DRONSTRATZ T0 PEQPLE GENERALLY THAT THSY DO NOT HAVE TO
JUSTIFY THRIR EXISTENCZ AS SQMZ KIND OF A WORKEIR?

HOW CAY NODER4Y ART BE APPRECIATZD BY PECPLR WHO ARE NOP IN O THE MAXTIG
oF IT?

RECOGIIZING THAT ALL ART IS FRUADULENT, WHAT KIND OF A FRAUD SHOULD 33
PERPETRATED AT THIS TIME AND IN THIS PLACHK?

AHE ARTISTS TODAY WILLING TO FLAN ON THE DESTRUCTION OF THEIR LIVLIROOD
WHICH CONSISTS IN [HE INTERTAINMMNT COF ISCLATZ. RICH PERSONS?

WHAT TS THE2 CQNSISTENCY OF THR FREEDQM WHICH ARTISTS TODAY MJOY?

HOW CAN ART AS WE KIOW IT SURVIVE IN A TIME OF SURPASSING COLLECTIVITY
WHEN A3 Wi ALL xiOW IT Io FOULDRD QN IlsaS OF INDIVIDUALITY, ORIGINALITY
AlD PRIVATE LIFE? AND IR IT CAN'T SURVIVE, WHAT FORMS CAN IT TAKE

WHO ARE WE? WHERE DO WE CQOME FRQM! WNERB ARE W& GOING?

ERITYR]

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

ny tape recorder and two of the tepes that I made for a performancé
scheduled for later tonight were stolem from ny 1oft because I forgot
Yo lock a2 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 specifically conceming the aspect
of art which ic related to private property. I believe that this
organization should mske no attempt to enforce the JEEERYEY propristary
rights which may be claimed by avaricious artists. On the contrary,
artigts should take the lead in declaring themselves in favour of and
in league with the theives xf ang vandals of all sorts who are now
making life difficult for people who own things, and who will soon
make private property a thing of the ras$, In this connection, artistg
should renounce all claims to originality and uniqueness in their own
work, and devote themselves instead to addressing and directing all the
rebellious netures in soclety because of the privaleged position which
artists already enjoy, hamely that of licensed disturbers of the peace,

- believe that this organization must come to &rips with the profound
questions vhich ar~ being brought to everyone!'s attention so forcibly
today. The implications of thesme events arc comprelensive. Most dasicAlly
I urge that artiasts working together should declare clearly that we are

no longer the servants of the weal thy.

rr ck Castle
840 Broadway
Neow York 30
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TWO COMMENTS FROM CSCAR WILDE / JOSEPH KOSUTH

MAKT 15 THIS INTENSE FOMM OF INDIYVETUALISM THAT MAKES
THE FUBLIC TRY TO £XERCISE OVER 1T AN AUTHORITY THATY
15 AS INMOSAL AT 1T 1S S4B ICULGUS, AND A3 CORKUPTING
AS 1T 45 CONTIMPTIRLE, FT 13 NOT QUITE “rb i FAULT.
TeE PUBLIC HAS ALWAYS, AHD IN EYTTY AGE, BEown dAsSLY
BROUITHT UPe  THEY ARE CONTINUALLY ASKING ART TO &
POPULAR, TO PLEASE THE IR WANT OF TASTE, TO FLATTER
THE 1R ABSURD VAMITY, TO TELL THEM WHAT THEY HAVE BEEN
TOLD BEFTE, TO SHOW THEM WHAT THEY CusHT TC BE (I1HED
OF SEEING, TO AMUSE THEM WHEN THEY FEEL HEAVY AFTEK
EATING TOD MUCH, AND TO DISTRACT THE IR THOUGHTS WHEN
THEY AFE WEAKIED OF THEIR OWN STUPIDITY., NOW ART
SHAOULL NEVE:: TRY TO BE POPULAR, THE PUBLIC SHOULD TRY

TOOMAKE 1TSELF ARPTISTIC,"

"AN INDIVIDUAL WHO HAS TO MAKE THINGS FOR THE USE OF GTHERS,

AND WITH REFEFENCE TO THEI® WA'ITS AND WISHES, DOES NOT WOnNK

WETH INTEREST, ANMD CONSEQUENTLY CZANNOT PUT 18TO HIS WORK

WHAT 1S BIST IN HiM, UPON THE OTHER HA!ND, WHENEVERK A COMMUNITY
OR A POWEWFUL SETTION OF A COMMUNITY, OR A GUVERNMENT OF ANY
KIND, ATTEMFTS TO DICTATE TO THE ARTIST WHAT HC #S T2 DO, ART
EITHER ENTIFELY VANIGHIS, OR BECOMES STEREOTYPZID, OF DEGENERATES

INTO A LOW AND IGNOBLE FORM OF CRAFT,"
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Why do we protest the Museum of Modern Art?

1.

A private institution controlled by an unapaideoard of trustees
operating at thadxpe pleasure of these trustees, has enough
problems in bringing art to am publig, within the limits of
it%s private institutionalized nature,' WXt protest im has been

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

A museum operating under iam guidlines that served perfectly

pow S
well two hundred years ago is a threat to artyumg the museum today

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

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

cation except for the fact that they offer solace, amusement
A%
and distraction4%o the very rich. That's not all they do. 1If it
Today the museum
were, there would be insufficient reason to protest. !hl:/hctivoly
support/hntiquated values and distorted obsessions that are not

simply hypocritical -- -iztxtlnttxnlgtll;t they are oppressive,

reactionary, inm culturally debilitating and socially and aesthetically
dangemmmer LESATIVE (D |

The simple fact/%hat those who control the Buseur -- whatever museum
you care to consider -- are the superrich who control ALL legitimate
communicative agencies. amyxeEmniratxihgThe trustees of the museums
direct N.B.C. and C.B.S., the New York 1'1.3'.. 35°€§:€°2££::.'¢ EnXiny
cultural travesty of modern times -- The Lincoln Center. They wmm

om A.T.& T., Ford, Kngxihuxgrantxfawng General motors, the great
multi-billion dollar foundations, Columbia University, Alcoa,
Minnessota Mining, United Pruit AND AM.K, besides sitting on the (fi>

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 instance of how art

can and should begin to find its way back to the mainstreak of
reality and to supplying the metaphysical and practical d;mands

of the hmg human condition rather that the psychotic caprices

of the super-rich.

Since the Museum, u%(grace of its board of Trustees, has indirectly

supported these many years the international imperialist conspir-

acy designed to gxushxike smother the EERERAXK appeals from e
oppressed peoples everywhere, it ifSonly fitting that now vhad

—tézx we wm realize what has been happening that we begin to make some

afmends, In this view I again insist that Mr. Bates Lowry
(I got this idea from Mark Rudd) jncidentally) disclose his role
in the worldwide imperialist conspiracy -- I am perfectly serious --
there is so 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
tribunel. I urge this democratic peoples body assembled here to

our knwoledge
geriously consider the enormous gains toward enlightment of/thx
mninrn ;gozzzmporary art structure, it reasons, its behaviors
and the far reachimg social, mmt 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?

[
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these facts
The implications of/kkixxfaz% are enormous. Do you realize
art loving, culturally committed
that it is those xaxy/trustees of the Metropolitan and Modern
museums who are waging the war in Vietnam? Well, they are.
They are juxx the very same people who called in the cops
at Columbia and Harvard; and they are justifying their sick
disgusting slaughtesd of millions of peoples gstruggling for
independence and self—determination by their precious, conscious
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 guise
of an artistic and educational operation, under the control of
same people who gmixsmihmex con other people into
those whaxrshxxmrmrxuanmxxkiXY¥xandxEraxtnwaxi, robbing, oppres-
sing, burning, mameing, killing and brainwashing for them, than
complete
Xkm 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 preparatory to
turning the museum, lock, stock and barrel, over ke to the de-
then
partment of defense. At least/we will xhmm know where we're art.
in the garden of the museunm,

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

fetched ifxihmxmmam to suggest that the museum supplyA ctive

funas to LaaaaxkXxxm make up the 7Uu,vu. bail bond demanded by(ib

the currupt california court for freedom pending trial of Huey

gl
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I am sick and tired of hearing how the museum cannot

afford to give everyone free admission. And, probably as
long as it remains a privggz}i:stitution £ (a private
museum is very #uch like a catholic university) it probably
can't afford it; but why iswwiedl must it remain a private
jnstitution in the first place? 1Is the administration exploring
ways of divesting itself of ownership of the corporation? Has
the government been approached to take it over? No, it hasn't.
I mx call for the resignation of all the trustees from this
museum, the metropolitan and the mx scandalously corrupt Whitney
museum (I keep thinking of those chromographs they sell in
conspiracy with Brentano"s, khm -~ deliberstely attempting, to
un-do what one hundred years of aesthetic cerebral labor has
achieved);:lliigg;::znjgzrggg:i;tszgg how thay can drop more
bombs in vietnam than have everx 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, I certainly hope, outsiders who have nothing to loose.,

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

é\vﬁ :
baten paficet

S #,/

b



Notes to AW.C., at S.V.A.-April 10,1969

l, No Identification with the Imperalistic Policies of the U.S,
Government.
2e No Tixes~ A.WsCe¢ should hive an alternative to that War budget.
3. No Conscription-aN.C. should be willing to house, hide, and
counsel all wbo would evade the Draft.
4. Boycott of the Media:
o Reproductions,
No Announcements,
No Publicity,
No Reviews,
do Préviews,
No Interviews,
No Classified Ads,
Yo Un-Classified Ads,
REMEMBZR AD# Art should be seen and not heard ABOUT.

CErryY HERPIA B
PIINORITYS 4
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From the Internstionszl Liberation Front

e meet tonight, not for us alone. e wish to change polisies, so
th:t the tyranny reflected in the institutions of this nation at the
present moment can never again oponress us or our children. '‘e demend
th~t the nepotism, favoritism and fear of innovation of the New York
2rt world be exposed; the official avant-garde taste during these 1lost
five years of the great ..merican military dictatorship has had the taste
of s credibility gop. The revolution we seek is no more -- and nc less --
th=n to tell the truth.

In this proposed return to democrctic principles, truth telling
m-.y once agaln become a secondary concern of artists. The innov:tion
snd trzining of sensual zpoetitites, which is the traditional concern
of artists, seems a frivolity to most citizens (as it seemed to Plasto)
for politics seeks to subdue those conflicting appetites which =re
the fery meat of art. FPut art also cennot fhourish in a time of war
and excggerzted tensions. The tyranny of military requirements
reveals itself slowly, at first in traces of conversations, in esthebic
theories which detach the spirit of the times from the events.
fxy Tyranny even begins to creep through the studlo doors as the artist
sits alone, until the fear of a police inspector (be he from the 5th
precinct or the Guggenheim foundation) perslyzes those senses essential
to zulde the artist's voyage of discovery.

ind so we have a stake in peace for Vietnam, simply as
professionals, in the fairer distribution of national resources,

. in the end of racist domination in the Senate, the amtierxkiex
seizure of the electoral processes by the people, and the
establishment of a world community -- we have a stake in these ideals
if only because these things would halp restore that privacy which is

_the pre-requlsite of art.

&
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Tonight our concern 1s specific. The institutions responsible for
setting standards directly eppllcable to our world of art have not
only failed us, they have falled the wlder community they claim to
serve; these Institutions have become positive weapons, a cultural
4BM, of that tyranny which now oppresses all manking with its balance
of terror. We are here to help set those institutions free.

We must think in new terms. VWe are entering a new dimension in
the space travels of thils planet. Like Michaelangelo's slaves, we
struggle to emerge from our unformed nature. Our past is measured
by a yardstick kept at the same temperature and humidity in the
Library of Congress; but our course through the stars eannot be
charted by thds tyranny of a computerized past. Who can best remember
the measurments of the past in such travels as these? Who can bring
moral accuracy to the projections of our soclety? Surely the better
guide is not the letter of the laws of history but, rather, the spirit
of tradition. e seek not only to reform the o0ld, but to teach ourselves
new uses for the old (how else can we test old ways?); the o0ld will
be forced to reform itself 1f if wishes merely to survive. We need
completely new ins*itutions whose measures are not yet fixed, a post-~
modern calculus. /e wish to learn from the art which our spiritual
ancastors have left us not thogse footnoted lessons of establishment
cutalogues and magazines which turn the spirit to cliche and cliche
to credibility gap; we would learn these rituals whieh liberate the
soul, those lessons which turm a colleotive past into the free man,

which turn individusality into supreme rictiom. 8

©
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Ya begin. e wound the tocsin, and its cry already riges above
the Jangling voices of fesr. History hes for too long been written
for the homeless few charged with codins the past. Their —orld of
cowed and petty bureaucrzts n~eds their codes, their iron glossgaries
of rnorality, in order to keep the machinery of nation=lism and racism
in -orkine order. BRut we would not be bureaucrats. ‘/e would be free,
not slaves. lrezdv ve re-write history. ''e offer, even to the bureaucr-:ts,
2 way to escpae the cagew which official avprovsl has built zround them.
Let Kenneth NMoland and Frank Stella get out of their lackey's uniforms,
let them stop serving the masters of thelr modern house, let them
come and Join us fleld niggers. Is 1t not better to be chained to
poverty than to be gn Uncle Tom of the soul? Is it not better to be
bloody in defiznce than to be prailsed as the artist with the purest
water 1n his vein?

Vle are the revolution. We will be free, because our spirit is
already free. We aTre the irresistdble tide of the future. /e
remember the examples of Jan Palach and Martin Luther King 1n our
hearts. The tide drowns even our own fears. The more we glve, the
more we sacrifice, the more we are. Ours is a golden dream, ours 1is
a promised lard, and we are first settlers beyond that new frontier.
Our politiecal aims are simple and sturdy: a world beyond guns, a chance
to stake out our own territory in the infinlite land of the soul, and
the right to hope for immortality. Our artistic aim is even simpler:
we want to be free.

Institutions have already begun to tremble at our mild demands,

our thi#rteen points. Let the state wither away. VWe have only begun.

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

_April 10, 1969

Do we want to coneern ourselves with the
administration and organization necessary in establishing
a strong power block for purposes of issuling ultimatums to
institutions for private satisfactions? What is truly
private and personal is usually generally applicable,

The artist, nay even the non-artist knows that
his destiny 1s his own right. The man of yesterday had only
hopes for a good 1ife. The man who now still hopes is putting
his lifestyle in other's hands, Making art i1s the artist's
responsibility; its care and exposure should be by command
of its maker,

To free those energles that are otherwlse
diverted, the artist should be entitled to life's basic
necessities: food, shelter and clothimg. We can get this
money from the profits of dead artists. We should demand,
from exhorbitantly priced works sold on the auction block,
from high priced older works sold by institutions, a cut
for the living. Wealthy living artists, as well as wealthy
non-artists should contribute to the income of their
contemporaries; not by hiring them as lackey;, but by
buying their art for their own collectlions or buylng their
art to give it away as gifts to institutions or their poorer
relations. A trust fund should be started whereby wealthy

artists can contritute money and or a work for sale, Stipends

more--- @

awardea on tne basis of neeaq,

TR T
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Artists use their dead compatriots as heroes,
to keep them company in their waiting. There is a great choice
of dead neroes, I wisn to keep the dead alive for the moments
of walting; and to delegate the interested living to spend
time making lists of the dying. The artists needs a more
viable, open, immediate situation; more opportunities to present,
with dignity, the thing he is doing.

Punctional Institutions are great warehouses,
We should encourage them to store our works for us. The
artist should not have to be his own nightwatchman. But
nelther do we want a dumping ground. PFacilities should be
avallable to those who wish to store large works.

The institution e¢an provide a computer system
listing all dead and living artists, with coffee table top
read-outs to eliminate art book clutter. Information is not
art. To experlience art one has to have time for an arrested
moment. The non-artist, the non-maker of art, the art lover,
is a radar scan,a shopper. Provide the information and a place
for people to search, to hear, to touch, when thdy are in
their inbetween times., Pind places to put art where there were
none, To see art when in the inbetween times, you need to

put art in the inbetween places. Call these places museums,
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We aestheticians can no longer contend with the social frown of

isolation and alienation in an atelier existence. The

milieu not only conflicts with the artists! way of living but

also builds up a wall of resistance by the very nature of what the

artist absorbs, reflects and symbolizes. The artist reveals and

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 media, the bridges, the

catalysts: we, too, change our modes from-impressions eand abstraction

an? gray shadows into expression and concrete realism. With this

plasticity we contribute toward the expanding "it" of consciousness.

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

ground, art and science, an inside and outside worlé in which

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

vironment,

New York City, the apex of the materialistic system, has becone &

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

desease is affluency in a Walt Disney apparition of sKyscreappers

and 1llusionary skylarks. People struggle for summits of self in

a cancer of object narcosis. The history of Western 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 HcLuhan age where efficiency 1is

numbers on machines along an assembly line of axiomatic presumption,

it 1s not necessary to repeat in series the Exodus, Plafo, Sophocles,
fREVD

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

cubism, The press, TV, and radio report to us murder, violence,

L
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assa&;nation, funerals, poverty and Muman wreakage. Mere helpless
protest is not enough. We must collectively seek positive
solutions and teke 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 definitioms.
Power, sustenance,potential, educution can have a different
institutional meaning. Each of us is a changing museum &nd our
exhibition buildings should mirror the artists as well as the peopte
of New York and the world,

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

The artists fight aslienation as well as all other groups,

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

museums or the homes of the wealthy: creativity 1is & spiritual need

e parks and playgrounds. The Museum of Modern

ment with radiating centers of groups of people gathered for the
. purpose of positive activity. This takes nothing away from the
CE?individual but should only enhance his sense of belonging and

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

not Just repetitious cannibalism.

Selma Brody

L
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Text Proptrod for the Opon Honring of the Art Workers Coalition

New York City . April I0, 69

FARMAN =nes ART WORKER NEW YORK CITY
ahmmm—— . .

My talk is in 3 parts,
FIRST PART)

I'd like to take n&iantago of thi; puﬁiicvnoefing to say fﬁat Iam
leaving the Art Workers 00&11tioi. for a few months, |

My reaeoné‘ure as followa; |

a) That I am Tired = Having worked 3 rolontless nontha for thils
ooulition. Now I'd like to eultivato ny 1nnor life and my new
frigndahipl, and tend to my sexual life, which has been suffering
from the fension- inherent in public and politioii engagements,

b) That ﬁt this Hearing the Art Workers Coaiigion, is entefiﬁg '
a new phase; There are enough ;rt'vorke:n with new ideas and
‘fresh enprgies,.tb ae; that fho Coalitien , G:R O W S. '

In 2 or 3 months from now I'il.ask to join éh; rnnks again ,

and hope that I will bde nccepted with gladness by my eompanions
of today. . _ ' ‘

I also promess that if the spirit of the iét workers has vanished
iuny. from into;nal dilaontiéns or from oitornnl pressures, I will
do ovorytﬁing fo'Bbine fhisA8p1rit [ 4 Roiiltanoe;

.0) Corrollarys ' - : \

All the pnpér-, 1ottorp, documents, and ;ddr.ll.!. in my possession

will de nvailitlo to whomever wishing copies of tho.,‘i will be

‘4m New York City, and I'll be happy to be usefull to any art ﬁorkor
whese needs could be #ué furthered in privacy. '

' LONG LIVE THE ART WORKERS COALITION
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-SECOND PART:

I Hate Hypocrisy,

i

I Hate the hypoorisy of the Establishment and I' hate hypo-oritical
artists.
" The subject of this Second Part of my Testimony is a delicate one.

It pertains to VANDALISM and VIOLENCE.'

In the week that. followed our ordorly demonstration at the Husoum
of Modern Art, there were several noteworthy items reported by the

press.(The texts are available.New york Times), I summarize,

On April 4; Bates lowry declared at a lucheon that most of the

museums, across the land, were- facing bankrupcy and closuro. He

&ppealed to corporations ans businessos for assisstanco.

On April 6; City budget director Hayes, asked every City museum to

cut down expenses by 24 perICO, Meaning more than I60 art workers

dismissed from their jobs and the"closing‘of some museum wings,

at a time when more diveréifiod,and’larger cultural centers are

urgentlyéeeoed. The outbaok was termed "CATASTROPHIC" by the

representative of the-mw City musoumo; |

On April 8; Roger Stevens (National Council of the Arts),\and A
Heckscher, in an interview at Sardi's, doplorod the accoute shortage

of funds 1n the arts. Stevens said that he is optimistic, Hockschor

soid, He is ye essimistic, about- the fullfilment of our cultural -

‘vneeds. ‘ o

'HEAR ME WELL, THESE cumc;xs ARE VANDALISM, '

VIt is 1rrelovent %o me that &he you cannot pinpoint the sources from
whioh this kind oflsgziLl 1njustioo and violonoe is generatod.To

. violato the growing needs of people by cutbackas IS VANDALISM, Who

' gave the orders? e City Hall will blame Albany, Albnry will blame
Washington, Washingtop will blame Texas, and Texas will blame Bunt's
tomatoes, All of this is very olovor - But thio will not rooonoilo

the spirits that hungor for jultice. o . 2

“;ﬂ .
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And my point is that 71olenoe and thdalism are mora;;x_justified

'

| 4f we are pushed against the wall, : - .

I have lived in danger for I3 years, and for.5 years I've been

‘ protosting apainst the genbcidal war perpetuated by the Unitedf

States Government on the poople of v1etnam.

Did you know thatmnny of our Art-lovers of the establishment are

. also War-lovers? Sure you did. Why to think about 1t?'beoaugelright

now the Investors are most absorbed and moat bedazzeled by their

_own war and theilr own war technology,‘and people's growing need

for culture, and the urgent needs of a dying denocracy, are near

‘ last on the long list of priorities,

© I_would be sorry, pleaae'beiieve'me » quito‘sorrz,,if a loved

Masterwork, of a prominent collection, wnﬁt vp in flhmes, and was
destroyed.However I would not be nofriér for this act of vandalism,

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

'nonastery, the destruction of such schocl, or the burning of villages,

Let's keep our moral values, and our judgement in a oorrect balance.

s

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

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

‘moral Juatification 1: thoir use of rotaliatory violence, and sedeeid

selectivt terror, to protoct the. rights of all 1ndividua13 to bo
honored. and to nchievo the ultinato social ;onll of freedom and- Juntice.
As dBrother Malcoll X snid; . ' L N

IT TAKES ’mo 0 mmo, and 1:. WE ao, YOU G0 with uay JACK,

.

| POVER TO AL PEOPLE . .
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THIRD PART;

- Concerning some policies of the Museum of Modern Art.

The 1956 Chango'of poliéy.

From I942 (643 works in catalog) to 1956 (I 360 works), during

I4 years the museum aquired 717 works of art.

From 1956 to I967( I8,45I works in the catalog) that 15 ,in II
years, I7,01I aquiaitions. ,

I salute the reatraint that Alfred Barr showed in the early yeara
atthe Museum's growth, A '
I deplore the sucssesful efforts of Mrs. S. Guggenheim, of Mr.

John_H.'Whitney and the other Greats of the City, who-in order to

protect their art collections from de;aluation. changed the mutable

policy of the theﬁn, into one concerned with permanence, thus
transfornint'a living museum into a nausoleun of aquisitiveneee.
Childrens carnival in Harlem. ‘

The carnival was established more than IO yoars agé.If was in
Brussels in 1959 e It has been. to Spain and Italy. A copy of 1t
was prosented to India in 1962. WHY MUST EARLBH BB LAST?I have -

no words of praise for this afterthought on the part of.tho museum,

Does the MOMA fairly repreeent contemporary art tremds? NO,

1 have yet to see_Acid Art at the museum, altho this trend has

been very deeply changing todays visual vocabulary. I'11 wvait a
long time befor seeing Erotic Art, at the luqoun. as woll as the

' art of the Motherfuckers, who work through loaflotl und poltorl,.

and Earth Art. Of course I believe that this last trend is on its
way to acceptance., Its yery safe,

- e

" AR?T IS THE ARTIST

* THANK YOU FOR LISTENING ,
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10 April 1969

To the Public Hearings Committee
Art Wworkers' 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 Museunm'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 supported by the public have public re-
sponsibilities, is knowledge at least as old as the Sherman Act.

2) In view of its tax-exempt status 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 Museum return to the terms e% its 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 retain 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, since 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 possible 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 both
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 departmental 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 \w %l"
of its paying visitors come to see the daily film programs. VWe
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.
0f course the Department must retain the entire net proceeds
of its rental program, and of all Museum publications relating to
film. In addition, it must be made possible that the Department
receive, for its 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
films for its Archive. We consider this necessary and laudable.
But the Dept. 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 our society--in
questioning our right to be paid for our work at all.

Furthermore, we are thus asked to become philanthropists,
benefactors of the institution, in spite of the fact that film is
an art made cruelly expensive by commercial rates (tax deductible
for commercial movie makers 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 members 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. was to distribute new films under its regular rental system,
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
not spare the Film Dept. funds to hold up its end of the bargain.

7) We are profoundly puzzled by the Film Department's action
in arrogating to itself the privileges of a pre-selection Jury roE
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a recent international festival, the XV Kurzfilmtage at Ober-
hausen, 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 attempt
to pre-screen films for the next Belgian festival, for instance;
and whether, had they done so 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 crucial 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
visitors, the visitors spent money, the innkeepers were delighted.

But now festival juries presume to judge which films are
"best". In 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 Museum,
and as encouragement to those working in other arts and now
anxiously considering alternatives to the Museum-and-gallery hier-
archy, that film-makers long ago abandoned all hope of using the
established commercial channels for distribution and exhibition.
We have our own cooperative 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 school: 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 departwment
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 impersonal 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:
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because we believe that art belongs 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




Oh beautiful werld, ch werld ef se much sweetness that eould be.
As 1f it isn't enough Shat she laws ef eur arohaié society bind
us and prohibit jey and life. As if 1% 1sn’t eneugh that our
ecencmic and pelitical systems suffecate and submerge and wound
all but the very, very strongest; new even these whe survive
and become creative artists are se bitter with eavy, bitterness
and agressien and "Well, let*s see hew I can best and only do
for myself" syndrome. The rottenness is beginning te show in
the ocreative arts teo - as if all the rest isa't eneught

The spirit that existed ten te fifteen years age in painting is
fading - how people used to ocrewd tegether, even if they didn't
like each other's work - they did. They tried to help each other.
They came to each other's epenings and shows. They became
successful: the blood in them became very thin. The painter who
wants to ... works thimgs out is no lenger "in®. Instead of
blood, it's ideas that flew im the artist's veins: 1t®s mwoch

mere prefitable. "Palnting®as such is said to be Wead™.  It's
supposed to be happening, new, in film.

Well, 1t started to happen. About five years age it ssarted, every
filumaker helping the other, going to each etherts shows, even
helping te film. And a few still are imvelved with helping above
and beyond anything they get paid fer. lLen Lye does net stand
alend: there is Brakage, Nember, BRreer, Gehr. These pecple do
care and always try to help, ut there are hundreds eof ethers I
knew of whe do nat. There is pet the exciting feeling eof all of
us being sogether as piencers in a relatively new mediwm. We
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GoM't all get tegether and suppert each ether by attending

the shows. There is ne allegiance to the art ef filmmaking, but
Just to our silly selves. And it is a shame, with all the horror
in our streets, our Vietnsm, our racism, our ecencmy that chokes
and mutilates men's spirit, the man who is supposed to know -

the Creative Artist - even he is dying. Very soem there will be
ne-one, n6 place, and no interest in film as an art, as a

growing creative art.

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

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

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

being that expresses the joy and reality of being and feeling itself.
And if those of us who are filamakers and painters dea't help

each other, we will not survive. The creative artist will perish.

Something must be dene pgy.’
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A REASONABLE ANMD PRACTICAL PROPOSAL FOR ARTISTS WHO WISH TO
REMAIN FREE MEN IN THESE
TERRIBLE TIMES

Recently, artists, sensing that the times are out of joint, have dxarangxd =y
demonstrated at the Museum ofg Modern Art and at the Metropolitan Museum of Art. They
have been demanding free admission to the Modern and various actions designed to RRENMY

o

. The difficulty is that the proposals are not radical enough; all granted, the

assure black artists representation in the museums,

corrupt conditions x iq which artists work and live would not be alt;;ed.

n The solution fo the artist's.problems *n 15 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 community of artists?

1, Ali artists shodld Qithdréﬁ instantly from all commerecial connections, gallery
and otﬂervise. Galléfy éxhibifioné must be picketed; all gallery exhibitions, all the tire,
unt#llthe artisé exhibiting feel their shame and withdraﬁ to join the community of artists,

2.‘No moee "shows" and "é#hibitions." Let artists show their work to their fréénds,
and 1gt artists‘see the work of theiilfriénds.‘But no more public exhibitions,

. 3/ No cooperatioﬁ with mﬁseums. They make "shows", pet everything Qrong. "Will you
lend a painting?" "No,” So th;y will 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 is maintained,

4, No more “scene." No Vooue, Time, Life, Newsweek, interviews, Artists who pernit
Jop T

themselves to be used :his”way are not in the true community of artists, who are universally

*Bgiggéglat to such public humihhéion.
5. No more bip money artists, Big money artists who dont irmediately sever all
commercial connections and commence instantly to sell their pilctures at modest and reasonable

sums should be held in the utmost contempt by the cormunity of artists,

T e ez erep—
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////’ in this society, the amount of monev you get, the speed with which you get it and the
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/// The point is not that artists should not have a lot of money, The point i{s that

amounts you pet at a time gpo very far in determining the cormunity toward which you ‘
will gravitate, And so bipg money xzttxxzxzxdxautngx artists, drawing hupe =ummxzx sums
invgreat rushes herame take on the b & ] life-style and attitudes of the only other !
bcomnunity that earns larpe doses of money in frantic bursts -~ the entertainers, And,

like the entertainers, the bip-noney artist soon becomes involved in fashion, in ob- -

solescence, in a paronoid, nasty fear and hatred of the fellow behind him, and begins

-

to live the kind of 1ife with which entertainers have been disgusting us for several ‘
decades now, ' :

6a, For xhm similar reasons, no more "young unknown artists" either,

Collectors all have a secret dream: to discover their swnm very own artist, unmentioned,
unshown, unknown, and they pursue this dreanm vigorously 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 studios of young artists about whon thev are told, and forever baving their work

at mxme prices that to both are unheard-of, m;;ﬁ
231

NS
Se that not an uncommon way of life among younger artists is the professional role

of "young unknown artist," To such mmk horrors does the art world lead; these young

people are, in their own way, as nightmarish as the professional transvestites one . ‘

sees on 42nd Stfeet.

When people coma to town to seen "unknown" artists, thesmzyeuagzpaeain there is thu
an entire class of young people who are the repular itinerary, These artists never

\ Seem to become "known" and never seem to stop being "young" and "unshown."

once-1sr1rndbbLo-ou.huon-a-ssoo-ugo.c-,ub4tey“m-outounp.uhq-hu&-t&niamnx&:aas
5o:-hau-mn!¥-86alﬁ.suoh-.n-cas&.hautii-vhuunrvnu%n!!yqﬁanov!t1i$ab-nun“vou-u;wun.

»

kwowmwrees "
6. People who wish to_own works do so by moving into and 4 @
:mmGEIE§*§?-;;:I;:;:—ho one should ever "represent” an artist, Artists should r
‘her artists and other collectors in a face-to~face and man-to-nan vay, ; . 5
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; the wrong peopel and staffed by the wrong people., But the right people a

CARL ANDRE S | '} A

~ 7. Each artist shodd decide what money he needs to lead the kind of life he needs,
Each artist‘should decide how much he needs for his food, his rent, his grass, his partiec
his love, his records or his books or his car or his family xndzxhauidxzniizhtxzﬁaiakingx
and for helping other artists who are his friends and who dont sell. Let the artist charpe
so much for his work and no more. Let no one except the artist decide how much he needs to
live, Collectors and sales will not disappear with ke disappeafance of the art world, They
will fxx€at simply come to the artists they admire and ask to see and purchase their work,
aqd they will.deal with the artist directly, in a human fashion,

8/ Artists should attach binding conditions to the sale of their work, Such conditions

qhould include xkax the coﬁdition that the work may not be re-sold; that upon the death
(or loss of interest in the wook) of the owner, the various museuns have first refusal on
;he work of art, Should they refuse, the work may pass to the heirs of the purchaser,
Anqthervqogdition shodld bermade universal and shaid 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 : f S
‘ ’ gwner may in any wav enrich ggfgsl,,ggég%ggithe nQ§§gsza22mgf ths

= 2]

work of art,
~ 9, No more "reproductioqs." Reproductions lead to a false and destructive kind of
"fame" which separates mxixz artists from the cormunity of artists by making them "famous"
and rich. Reproductions give rise to a body of people who "know your wo;k" without every
seeing it, This is an'gbomination. Artists should forbid people to snap plctures of their
work,
- ;O,VLe;,tﬁe museums alo;éﬂ They are got’the_ptoper focus fqr artists' attentions, For
‘beteet_qr worse, our past 1s.;hgre, and our standards, Museuq people are a peculiar and
distantﬂbtegd of people; argists are not thkat type and couldn't do the job better 1f thay
had the chance. At;ists=can pPressure museums - those tha; w;sh to == even teach them a

little something now and then, But for the most part museun people are hopeless and always

will be hopeless and it is best for artists to simply pay thgm no m;nd..when things are

good, artists will be interested, When things are not good in the museums, they should merely
. PR RS U R . t oo cas oI Tl BN . e e e e . . . . -

. bc_igno:gd,_ﬁusgums will never be tight:”thgy are ovned by the wrong peopie, controlled by

re artists and artists

1

i
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simply will not do that kind of yorg on a repular, day to day basis. This is not to say
the : artists should not, for example, attempt to pressure msueums to collect and preserve
thé works of black gr;ists. But thiéikina of activity is in the same natufe as artists
who wishlto join Vietnam demonstrations o; rent #amm demonstrations --wmgh thosex who

are interested in such things, do it.. ‘ | | :» -

. With the elinination of the art world, there are no problems between black and white
,gftists. Black artists simply become part of the cormmunity of artists; collectors are
directed to their studios by betéer-selling friends; strupggléng 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 is responsive to the community of artisss, it will flourish, If it is not, it 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
wags the rich have found to give away their money, Artists should constantly be demanding
more and larger grants and foundations,

13, Artists should teach if they want to, and can do it 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 artists, most oftem a younger one.

If none of the younger community of artists become the artist’'s £xekx friends and lovers

then he is probably doing it wrong.

The immediate camse of the sense of infinite corruption, degredation and humiliation
that i{s 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 progoéals simply describe life'ag it {s currently lived among nine out of ten
artists, Ole'has>dn1y to observe what happens to the sense of friendship, love, fraternity

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

that the rewards of such "success" are death and degradetion. The art world is a poisen in

+

the community of artista and must be abatished removed by obliteration. This ﬁappens the

1instant g;;_ists withdraw from it, - _ e o _ _ @'—‘
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. It will surely

be objected that there have always been dealers, always been

middle-
-men, always been galleries, always been big money artists and starvin

fr artists
"shows"

and "exhibitions" and "reproductions," always been a "scene." The answer is that there

But not now, Now, this fzyxszen "system"
e ™
the curse and epmx corruption of the life of art in Americéﬁen the world and 1t must be
i
s crushed out like a BRXZRXHXEXRY clgarette,

(ApopTED)

may very well be all these things again., has been

repudiated, abandoned

st
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To whom does art belong? Art as sexualiiy 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 gallery that owns the artist. But there is
another way of owning art. Art as energy source belongs to everyone
who can get a look at it;(an example being the room in the de Kooning
show containing Easter Monday and Gotham News and the rest. All of
us who have been there own those paintings.) It seems to me that it
is with this last way of owning art that the ART WORKERS COALITION
is, or should be, involved. The word "workers" in the name is & 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 labor is used which distinguishes the system. If the basic
decision is made that the artist's labor is to generate product 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 to generate art
as energy source then the group's actions must follow other, and

quite different, lines; for ownership is irrelevant to art as energy
source.

" If the AWC accepts the idea of art as product then it must become,
in effect, a 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 i 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 admission fee. But dealing from strength with museums and galleries
8till admits the basic fact of art as 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 on
the artist whether he wants it or not. There is only so much space,
so much representation, so much soft, inflationary money around. What
I get I take from you. Artists are quite simply in competition with
one another. And this, it seems to me, might eventually prove fatal
t0 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 sensuality of choice that is its not so secret joy. @

If the AWC were to devote itself to the idea of art as energy

aii ¢
J
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source much of this tension between wish and desire might be avoided,
It 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 i1s the internationalizing of the class struggle then much

of the true proletariat 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 other countries is
essentially bourgeocis., It may take a considerable act of imagination
to see artists as being in the same class role, but to the extent
that they are involved 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 peadants.

Suppose however that the AWC were to declare something like "all
power to the workers". In saying this they would not need to be rep-
eating the old slogans of art in the service @€ 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 terms I
don't know., But realizing that this is a question to ask at all is a
start. A beginning might be the setting up of a 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 hand-
led. The New York art scene being what it is however the AWC might
find itself having to make judgements on who its customers could be.

This 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 equivalent to privilege will
have been found.

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

of thes future.,"

IN our discussions about moving things around I suggested
it would be useful to define art 8imply ®s skill which is
basad on knowledge and practice and to say that bad art is
non-art, that is, what happens when one doesn't know what
one is doing. In our revolution both slaves and money will

be abolished,

ABTiSE 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 been, first, to advance ourselves within
the entreprensur class by making more money thru incrsased
and cheaper production, And second, by the surrender of a
certein amount of license regarding the choice of what wse
do, to obtain glory from the dispenssrs of glory, that is,
by seeking patrons from among the rich and powerful,

In society as it is now structured, in this
object-oriented, industrialized, and socialized society,
the problems of individual and independent art workers may
phrased in this way: The problem now is one's inability
to exchange a sufficient amount of objects for monesy suf-
ficient to obtain the living and working conditions one
desirea, In other words the immadiate problem of contem-

porary art is selling it and the foremost question is WHO

WANTS IT? @
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The apparent answer is several thousand rather
rich people known as art collectors. They aee a species of
the genre which includes stamp collectors, coin collectors,
and gun collectors, They have in common a perverted material-
ism in which the abstract and objective value, monetary
worth, falsely proclaims itself to be the supposedly
ancient and subjective value, beauty. Selling, even of
art, is per se a social act. Where money is the source of
social power, society will value all things, even art, ac-
cordingly,

The things which we make, if they are to be sold,
must generally conform to international standards for currency.
This means that art objects which can be smwnimx easily counter-
feited are no good to a collector. It means further that
art objects must be preservable, that is to sayx insurable,
and thesy must be transferable or negotiable.Xhmixthmxpximmxuii
That the prime utility of collectable objects is currency
means that these things which we make and indeed we ourselvss
are subject to financial manipulations which have nothing to
do with art and which are not necessarily of any value to
ourselves,

Art as currency is institutionalized through the
policies of museums, This is inevitable, Museums are started
by collectors, They are maintained by annual contributions
from collectors. All objects in their permanent collections,
excepting those donated by mxiimixxy art workers, are given
by collectors or purchased from funds donated by collectors.

In return museums provide a number of services which are
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valuable to collectors, Foremost among these services is’
that of certifying the authenticity and historical merif of
particular art objects, namely those collectors owm. In this
sense each museum funcfions a8 a semi-autonomous branch bank
in a world-wide system to guarantee the value of collected art.
Second, museums with the collusion of the government provide
collectors with a device to avoid paying taxes by treating
contributions as tax deductible like & business expense, The
rationale is that museums are educational institutions and
the government's presumption is that any education is per se
in the public interest. Ths fact that the educators 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 able to educate non-collectors as to what their personal
attitude should be vis-avvis the privata property of the rich.
Namely, DO NOT TOUCH. Also, don't smoks and keep moving,

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

This publicity is smEim valuable to collectors and their wives

both in their own milieu and in liberal circles,

THE problem of revolutionary art workers is our insbility to
obtain the living conditions which we desire, In the official
syntax, we lack monsy. I deo not believe that art collectors or
their mussums will, even under our pressure, make any substan-
tial contribution to the solution of this, At best they will
attempt to buy off a couple of hundred art worksrs whose urt@

may or may not interest them.
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Nor will the gallsries be 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::ﬂﬁER’QL
to the public at any price,

The solution will rather be found partly through
our art, that is =sthetically, and partly through political a
action, To the extent to which one may wish to sell what ons
makes, art workers will have to make an art which is appro-
priate to the living conditions of a vastly greater number of
people than those who currently buy it., The ultimate dignity
of art, as all art workers ought to know, is in making &%y art,
not in owning it, What is the dignity in owning an object
which is so valuable that it is worth your life to defend your
possession of it? To these ends art workers ought to prohibit
museums from displaying our art in such a way as to discourage
ordinary people from wishing to have it, Indesd, what art work-
ers ought to require from museums is complete license regarding
the terms under which their own art is shown. That would in-
tlude 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 actien, 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 money. As the motherfuckers writs, "the hip revolu-

tionktimm is a product of history and exists in this time and

spacex: It is not a replaying of 'bohemianism'; it is not an

‘artistic 'drop-out' class open only to the bourgoisis; it is

alle
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not an 'slite' criticism of amsrican culture; and it is not
a harmless anomily, The hip revolution is the preduct of
material conditions, It grows out of a real change in eco-
nomic possibilities -- technology as the tool not the rule,
Man as free being confronts the possibility of being free
and the mirror is shattered by mpkay PLAY, Before sophisti~
catsd elactronics, total unemployment was only a dream --
now it is only limited by fear and that fear becomas a new class
distinction -- thosa who have it and those who don't," The
proper goal of art workers is to includse sverybody. War,
vicyory, unemployment should ba our slogan,

Total communized unemployment,
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Proposed rate schedule for art work rental:
first work: $10.00 per wWay exhibition day
second work: $5,00 " " "

each additaonal work: $1.00 " no-on

example:

In the exhibition Art of the Real 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,
0 " % second " - "on o 2,950,
i0 " - additional works- " " 590,

total cost to MOMA $20,060,

In other words an artist with one work in exhibit would
have received $590. and an artist with two would have

received $885,

proposed terms:

prompt payment at end of exhibit.

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

Applicable only to temporary exhibits,

applicable to all works exhibited whether they be from

the psrmanent collection, private lenders, or the artist's

gallery or studio,

rate should be zememxm considered & minimum fea and higher
rates sheuid could be demanded or negotiated by artists on

an individual basis

gt
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_mpu-g mist use t.h.oi:r:‘rt feor ,d.au;d :i.:i; \d&l
) e the nrul;. AS arey pew » the
artists =ust have nnma‘ouw of their werk emoe 1t
leaves thelr nande, Ogemtrdl, in that, the museuma,
@alierys, and eellecters listen te tue artists as artists,
aad not as freaks for the mmsewms, gallierys, ana edlleetors to
pasttiem ame o’ the  semh ts i iraied "’..3““ 1tle
o, e o sSEps [ ] st o -
Basilitien the Nodern P sem nov"d‘ 8wy Fasilitieg
We Nt ®Aly Gemandy b 1l havel, Pasilitiesy such as free
admission, at least twe days a week, perhap- tuesdays and
th 8 Wi.d the wugeum ocpem at nignt all the time,
Yasilitles suoh as » Bpace fer, and use aon temporary
m artistss A mm of pessibilities exnisgt here, 3
ta of the Museum oeuld pe used %0 put en 5 gimul taneocus
e man shkews g;g woek, Tuesday through sanday’:s Thal weuld
NeAR at least shows per year., In order te halp the
nugeun's adminstrative starfr, let artists themselves cheose
wvhe they want to shew £ withi
other possionility, assmming the wugseum mights net want a
arge imvasion of artistas, would be fer the muse:m %o
provide a seotiun (at least gix er gevem dig resms) feor
g artist u_l%rw nenthy At the end ef hig menth
sould take away of his he vanted, pnything
lef$ would besome preperity ef tne museum. The mugeum oould
net, however, reuove or plaee his work im anotuher losatiem
vitheut the artists permigsion, pFaeh artist weuld have a
theloey during his menth, as te whether he wanted the pudlie
admitted to any, 6 er all ef hig part «f the wuseum,

Let the Museum spensor shews im other s of the sity
and coumtrys As fer example, earth 8 in ths parls and
rivers, lert shows, a gisnt armory ghow, ep aRything and
axyplaee, artigus ocan think ef¢ ‘

Anether possibility of artist occntredl, sutside the mugewm

'k, would be to set up a 3 "pretective” anisatl e,
Ar erganisatien that every artist gt weuld ) I% weuld
Be pretestive, in tnat iv would cellect rents or reyalties
eaen time a work is puslished or ghowy, The money Wwould

80 %0 the artist, Owganis hgve peam got up to deal
with seyaliltes aud rextal fees the other artef #c :
Lor ?‘15}1::: .fr“.si" a;uquu a.:.  and .
Radle : - s 3 , per{augans
pay for musis they use wh it 4 reck and rell, luu't:
or music eamerst. Perforupges feegq and reyalties are
« Bptists get nothing '
BVeghen Phillips
t b B
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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 like to
make a proposal that MrBattcock become the next prosecutor,
the next public prosecutor, of whatever organization comes
into being. I find a tremendous sadness and mmExxkXiixm negstive
npax attitude among most of the people here tonight, as 1f
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 §f so many artists, They've been part of whatever
you're denouncing now. Without them it wouldn't have been
possible.So I also second Mr Smith's statement: there has

to be a personal revolutlon. There's no other revolution.
And no violengt overthrow of anything has ever been & 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'dvlike

you to look at a copy. This is an artists' newspaper. it
was started by an artists section of the Feace and Freedonm
Party, Then the art section disbanded because most of

us felt that we didn't want to =k be in anything as organized
as a political party, and a few of us started a paper on

our own. Now on the edltorial 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 things 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
OUXr DaDET.... S aibeRes T POtrr Py

But I think you ought to use it as a place to write, if

you still believe in the written word, and after you leave
here tonight this ought to get around somewhere else,

We invite you to contribute. It has to be something that
you know about, you're interested in and no gimmick. PFrom
our first issue, we said we'd only have people who are
really involved in what they 're writing about. Now we
really want you to be part of tais., We'd 1like you to write
to us, we'd like you to have ... if you have thoughts about

(9

tonlght, for imstance, write it and send it to us.
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In 1947 the Museum of Moderam Art agreed to sell all "classical” works

to the Metropolitan Museum amd comcentrate on those that were "still
significamt dm the modern movememt". 26 works were sold at the time,

The proceeds were"to be used for the purchase of more 'modern' works."
The Board of Trustees reversed this enlightened policy in 1953 and de=
clded to establish a permanent collection of "masterworks", a species

of works that is impossible to define. We are witnessing the oconse-
quences of this decision doday, a decision worthy of a stamp collector's
mind. The Museum of Modern Art has become an art-historical mauseleum.
Most of the space is taken by classical works and the majority of specgial
exhibitions are historical exhibitions. The "masterwork" approach has
resulted in timidity, conservativism, arrogance and a systematic mykhelo-
gyzation of moderm art. Consequently at the rare occasions, when con-
temporary works are shown, these works receive more attention, prestige
snd ensufeing commercial value than they would have accumulated emd
deserved, if large contemporary exhibitions were being held continuously,
Certain galleries and collectors naturally have an interest in influendeng
the choice of works, since such rare chances for exposure can yield

sizeble profits.

If the Museum of Modern Art and for that matter all museums concerned
with the art of this cemtury were seriously committed to their stated
objectives they would have to do a lot of soulsearching, mc\i";ﬂ/ustmnt
of the traditional 1list of priorities, This would lead to a type of
maseum that has little resemblance to what we lmow today. Artists would
participate in the decisiom makimg prosess amd be represented on the
Bof':}d of Trustess. Md such am institution could certainly not fulfill
its Job in a high-rise structure in Midtown-Mamhatten, a plan the Modera
is considering at present. The very idea of a skyscraper for art shows

) @bow mich miseum officials have lost touch with the present. A radical

"
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deocentralisation, a dispersal of the Museum's sotivities into all areas
oftthe oity and the establishmemt of mumerous sutonomous branches might
be the only viable spproash for the future. It is necessary to intredum
& highly flexible MMM system, eble to adjust to the chamging needs aud
not amother plan for Surther petrification mad the groater glory of the
Museun's priesthood. Such & decentralization would liberate the arts
from their fashionable Midtowa ghetto sud would open them to the commu~
aities. 4 relooation in cheaper meighdorhoods would also oontribute

to deseorating the temple. ix soon as Museum officials are willing to
work in the various loft-distriocts of the eity a lot of finanoial

problens are solved,

Foliowing the polioy of 1947 the Museum of Modera At could sell all
its"olassioal” works to the great museums for the history of art in the
oountrye This would provide spase, a considerable amount of zoney aad

@ unfamiliar urge to look aut for contemporary work. There is no reasen
to heug on to & precicus painting on 83rd Street, if it could equally

be shown on Fifth Arenue aad 88nd Street. On its way nptm it would
have made a soudple of 100 000 dollars. The money h‘k to fulfill
the needs of the artists mad the somminities today sad in the future.

A modern museun with all its resourses mad politioal influence has the
responsibility to morally mad finmoially sasourage the work of liviag
artishs, wijhout smay olaim to gramat a dublous staxp of appreval, This
entalls ma oxtensive program of sponsorship of artists, irrespective

of gallery commeotions, as well as the additional resuitasat of
goverament and Business spomsorship, Hepefully this will relieve the
artist) from thiankiag in terms of salesbilivy of his works in the profihe
eriented aré markes,

Modern Measeums should be plagses that make things pessidle, not impossidlet

- @
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Len Lye

I approve of everything that's going on here, absolutely.
Maybe it's because it's protest, and I have protested

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

out to the artists., Now I cameacross a passage in Proust
which explains very well, in one short paragraph,how an
artist sweated 1t out, ate his heart out, this that and

the other and nobody really knows the debt that soclety owes
that artist. ..{1lmcoherent) And I am here to suggest that
we don@t bother about that goddam museam, If you bother
about 1t, demand the resignation of the head of i1t. He's not
worth 1t. I used to admire the Museum of Modern Art, they
covered a lot of ground, they 4id this that and the other,
but the behaviour of that crowd in the face of our protest,
where they got jittery and unyielding, belng afrald of the
trustess, no doubt ..(inecoherent) So I'm not much good on
tauls exhortation, but 1'11 tell you about the beginnings of
tnis 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 Liz:

Pollowing 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

/9
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of these artists, fhat is Takls, Tsal, Lye, Haacke and

Tom Lloyd., ZEach denled having made any such threat, 1mp11c1t
or overt. ‘An artist would be crazy to harm the work of
another artist* was typlcal of thelr comments. These

artistes are not crazy. They are only frugtrated by what

they feel is a lack of concern on the part of the Museum for
their work and their welfare. I}'ll say welfare;x They feel,
for instapce, that there 1s a sort of symblosis between the
iiiixlu;x!lt!lll; artist and the Museum, that the artist needs
the Museum for hﬁa existence, and the Museum needs the artists
in order to remain alive. " It doesy® - it needs five hundred

million of us. The gallerlies need us too.

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

for the kind of materlalism they've all been conditioned by,

and the artist's thing is private as well as public. But it's
mainly thwough the Museum that the artist can reach the publlc v
You see, the Museum and the gallerles are made for the public.
Unless we demand or request or whatever and get the Fifthi Avenue
business and take our work down Fifth Avenue and work out some
gimmicks.

ds a matter of fact I had a friend w#ho once tried to make the
Museum buy some of my stuff. This 1s not needed, mind you, I
don't give a goddam about myxsimff 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?)

Eontinuation of letter from Howard Hilg

"

ceetetecssceceeaserssensss.seesss and group shows, that the works

are properly displayed in such exhibitions, This 1s what starte
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the present dialogue. .......ce000vuo.. .. Takls removed his

Len Bye

work from the Machine show after he had requested that it be
withdrawn and that it be replaced by a work which had been
gelected by the director of the exhibition in the first place,

and to which he had agreed, His request was 1gnored”Ltc. etec.

Everybody bellyaches about this business of quality. +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 flddling in a corner with a pencil and paper, she said, Ok,
I'11l see that you get drawing 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'. Zlhat's an aside,

but the maln point is tne protest. I'm only here because I'm

a bit of a ploneer in the kinetic routine, and I don't need

the “ugseum of Modern Art so much.
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.-hrL.(Minority A)

I have a 1little aside to Mr Farman: I'd like tdsay that

my sexual life has never been better since thotdomoustration}
at the Museum of Modern Art.

I speak for Minority A, Minority A is an organization that was
very temtative at the small demonstration at the Museum of
Modern Art. It was a 1little demonstration at the large
demonstration at the Museum of Modern Art. In a sense the

large demonstration at the Museum of Modern Art has lost a few
more members, and the Xaxrgmximxx smaller Minority A gets, the
fewer it becomes. Minority A servedtﬁgs:t that time. Ae¢ intend
to continue action against the gallery as well as the museums.
de know both are involved in the misuse and abuse of art. We
are going to use our action to form the basis for an alternative
to the present inequitable system, To us in Minority A, Amerlca
is a politlical idea and nothing else. There is no majoritys=
ethnic, cultural or racial in this country. *here are only
minorities, Majoritlies are out. The only majorities in this
country are income level neighbourhood protection agemcies,
Income level neighbourhood protection agencies must be
dispossessed of any claim to determining the nature of this

land. Minorities should be concerned with only the big and
general questions or be invclved with those particular,
manageable issues which they can resolve immediately. Minorities
are not to be preempted, collected, rumn, produced or corrupted
into any kind of consensus. The Museum of Modera Art is such a

trap. It is in the middle; it has no authority. At best, i.f.-5
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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 intimidation.

Minority A welcomes the idea of many small organizations with
open wings, Jjoining when we deem it's good, Joining when we

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

however 1s not to be masked by the interests served by ........
Minority A repudiates the authority of the scene. It denies
the authority of art media, an ® inefficlent record of the
reality of this time. Minority A joins with those who are
willing to step g out of their everyday pursults to destroy
the devlil 1in 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 Miectkowski for Minority A4

America is a political $dea and nothing else.

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

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

Minorities should be concerned with only the big
and general questions determining the fate of
this land or be involved with those particular
manageble issues directly at hand. EBverything
in the mfddle is a trap and not worth bothering
about.

The Museum of Modern Art is such a trap. For
those who see it has no authoritys It performs
its function by storing work out in the open.
It is an essential part of the gallery system.
It reinforces, makes respectable and provides
tenure for art names.

Minority A repudistes the authority of the scene.
It Benies the the weight given today to the role
of art media « an admittedly inefficient record of
the reality at this time.

Minority A Joins with those who are willing to step
out 88 their everyday pursuits to destroy the devil
in the world. Otherwise we sontinue to exert our=-
solves in local activity aimed at ridding ourselves
of the defil that dwells in smll details.

<0
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Seme peints bearing en the relasienship of werks of art se
musems and cellecters: '

1 A werk of ars by a living artist weuld ssill be She
preperty of the artist. A collecter weuld, in a sense, de

the custedian of that ars.

2 The artist weuld be censulted when his werk is displayed,
repredused or used in any way.

3 T™e nusewn, cellester or publication weuld cempensase

the artiss fer use of his art. This is a rental, deyend the
origimal purchase price. The remtal could be meminal; she
prineiple of a reyalty weuld de used.

&  An artist weuld have the right te retrééve his werk frem

& eellectien if he cempensates the purchaser wish the original
price er a mutually agresable subssituse.

S Vhem a work is reseld frem eme cellecter te anether, sho
artist would bde cempensated with a percentage of the priee,

6 An artist should habe the right te shange or destrey any
work of his as leng as he lives.
-Seme points bearing en the Nusewn of Nedorn Ars and its relasioen-
skip te artists and the general cemmwnisy;

1 The NGHA would be limited %0 selleeting werk me mere Shan
85 years old.

$  Clder werk wewld be seld and $he preceeds used te maintain
a Sruly medera cellestien,

3 The shows sheuld reflect an interest in and the premetion
of modern werks of ars,

& A system of wraneh musewas weuld aweken interess im nedorn

- @m in the semnunities of the city. Nere exhiditien spase would

‘{I“
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Shen be available and curaters weuld be respensive te elements
within the cammwunity. ’ |

S The nusewmn e¢ould net only purshase werk s alse semmissien
works of puinting, seulpture, filu, dance, nusic and drsma amd
use 18s fasilities o shew them.

¢ The works of artists mnet usually shewa or werks of ars

RoS readily available besause of sise or lecation sheuld de
enseuraged and shewn.
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The basis of most between artists and museums like the Modern

seems to be the conflict between the permanent collection and the ioa.n
exhibitions. Artists are reluctant to cooperste in shows when their work
is not being bought)o.nd vice versa. It seems a system guaranteed to produce
111 will; everybody knoﬁ of endless individual variations on —,& theme.
They are now being amplified to an unheard-of extent by the Museum's projected
"New Ameriocan Painting and Sculpture" show. This will @ nceﬁnto on
Abstract Sxpressionism in the 40's and 60's and will eventually occupy &
new wing. It is not a loan show,but a Mugeum Collection show and the
artists involved are being asked to donate major works to the collection so
that they will show up well in future oatilogues, dissertations, books. In
other wordl)to maintain their lo-eﬁl}o]:";:;l‘toriml"relpecubili ty, they must
be well represented in the world's Béli}\ﬁolloction of modern art, and to be
well represented they must give their major works to the Mugeum(if they
still own them; if they don't,t.hey're out of luck)e This kind of blaclkmail
is in many ceses being leveled at artists whose work the museum ignored
during the &0's and most of the 50's when prices Wwere lowj now they are
asked to forgive and forget and guarantee their own place in "history".
It will take & lot of guts for any of these artists to refuse to have

their own room in this show and in the permanent collection; at the same
time it will take a lot of the opposite to go along with such a plan. It
is difficult to see why the museum did not co&ivo of this ;l a loan show
rather than pretending to make an historical” selection t:R- gift horses,

but in any case it offers a perfect and timely example of the way artists

are exploitedl
*

There seems little hope for broad reform of the Museunm of Modern Art. It

has done a great deal in the past and now seems to have become so large sidd
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unwieldy that it has outgrown its usefulness. The oonventional museum is by
mture too big, too bulky, too slav to keep track of aml keep up with the
studios in a time of such rapid change . The present policy of throwing an
occasional bone to recent art is insufficient. The recent sections of both
+re Lhow  the Modern
the mgchino show a.m'lA Dada and Surroalim"mde this obvious. "hen ’\t attemp ts
to rival the galleries and even the smaller miseums, the result is inevitably

disappointinge.

What is really needed is not just an updated Wonolith of Modern Art but

a new am more flexible system that can adapt itlelf to the changes taking
Factions of art

place today in thmi?tr%u the,media have rejected traditional

confines: room space, proscenium stage, academic symposis, literary readiggse

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

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

art of the last 594'“.:-- or so; the older work belongs in the Metropolitan,

as was originally xting stipulated by the Museum itself), The mno;::pont

on exhibitions could be channeled into purchases, free admiszsion for all

artists, night film showings, etc. The exhibition function could be shifted

to & series of smaller museums reumblin&branoh libraries, in loft buildings

or any large, simple space, each of which would naturally evolve an 1dont1ty)

ltylo>|.nd structure of its own. There is no reason why these branches shauld

even be called Musoums; they are needed more as vital community centers that

would provide workshop space for experimental projects in all media, .f.n-

oludin;/ﬁorformnco, as well as space for showing art or orga.nizing:\;o‘:o open

situationse he fact that this idea in one guise or another has come up

several timess in the lywt few months among poets, dancers and visual artists

indioates its relevance. J

*

Just propping up existing inltitntiombvon't doj; imaginative planning 1-@
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fux called for. The very loosely imit and constantly changing group that 2 2-
for the time being calls itself the Art Workers' Coalition my of may not
be the right instrument for advancing these changes. We're still in the
discussion stages. The point of an open heiring at this time is to got
people thinking :bout change instead of continuing the personal griping and
backbiting that always goes onp to orystallize and snalyze the broad dis-
satisfaction and see where constructive energy can be directed. It has beeh
exciting to see common ideas emerge from extraordinarily different and of ten
conflicting esthetic positions. The reason for continui:;::akil' action,
(aside from the fact that it brought up the very valid point of an artist's
control over his work), was the fact &R such trans-esthetic solidaritys the
ffct that there was support for further discussion despite basic disagreement
with much of the first group's program. The present organization, if you can
call it that, survives by its own flexibility, by its precarious ability
to absorb opposing opinions. No two people involved think alike; few
support all and some support none of the 13 demands drawn up by Takis and
his six smolleagues. No one can spealk for anyone else, I for one don't think
we can dictate esthetic choices to the Museum and I am agiinst any more
motley group shows as well as inclusions of any group on a separ-tist basis,
Rever theless the black artists and the artists without galls ries have every
right to speak for themselves. My om interest /g inihp(;'ojoction of a const-

ructive altermative to the present situation, in incrcased wivil rights for

artists in general.

Luey Re Lippard
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I wish to speak extemporaneously about my feelings
about what's going on here today, and what's been going
on in the last few weeks, There seems to be a community of
artists 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 say that
an art object would be a rock in a pool and é"various functionary
levels going out from this rock would be dealers, critics, the
museums, th:7;:d1a, a whole fabric or system , all barricading

it anyone who's as I am
that little object. Well yam would so-nthaﬁ<iklxintereste%(in
my work to try 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 sseem
that for a social protest or any other type of action in with-
drawing your work or setting tight controls over it, you gould
e achieve the goals that are being sought. I'm not
in accordance with many of the goals, I'm not quite sure what
some of the goals argjreallz,and it would seem that the Museum
of Modern Art would be a very good point to focuso:?becauso.........
it seems to be a very un,ielding organization, Perhaps one
way in which dealings with the Museum can be handled would be
posslbly by withholding work from exhibition% not necessarily
from that museum, but countless museums around the world. It's

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

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 this has to do;

in a certailn sense)with the context in which art is being
seen, and the rights which the artist has in having it seen
in the proper fashion. And it would seem that the art is

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 dawjmgmake art and a class who don't, some
of whom happen to be curators of museumsjpirectors or museum
trustees. This is the way your leverage lies. I would think
that by using x that leverage you could achieve much greater
goals than in any other ways. It's the one seemingly unique

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

23



15402 107th Avenue
Jamalca, 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 Museum of Modern 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 identification. The measure of the responsibilitiles
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 Museum's national and circulating exhibitions have brought
modern art to thousands of institutions in the United States

ard Canada. Increased funds will meke possible the development
of a program specifically adapted to the needs of smalled com-
munities, and of educational institutions from which must come
many of the future leaders of our country's cultural life.” (17)
It is from this position 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 schools,
colleges and universities of the metropolitan area, will under-
take a walking tour of the Museum 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 adaptation to meeting and serving the needs of the "smaller
communities" of black and Puerto Rican people. It is our view,
in which I believe you will concur fully, that these young
people, as the "future leader os our cultural life", ought to be
made aware of the services of your great institution is support-
ing through your programs their education and careers in the arts
in terms of special relevancy to them as products of a black and
Puerto Rican culture. We know that you cannot fail to be pleased
by their moves in this direction. We hope, then, that you will
undertske to make available 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., to 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 is one of research and evaluatlion, we feel
we ought not to rely solely upon that visual evidence of the
Museum's programs avallable 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 in fact this might not necessarily be the case. Accordingly,
we recognize the need of obtalnlng further information such as
could only be furnished to us by you and your staff. We would,
therefor, wish to submit to you at some time 1in the early future,
a rather detailled questionnaire to aid us in this project. 7This
letter will undertake to set before you the form which some of
those inguiries would take.

"The New Museum of Modern Art will in fact become the only American
Art Museum which, in its own fileld, 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 belleve that this statement embodies a very
amblitious goal and necessarlly imposes upon the Museum an almost
unequalled responsibility, which, we have no doubt, you are stru-
ggling most manfully to meet. We of the black and Puerto Rlcan
community of this city share both your interest in meeting that
responsibility and the responsiblility of seeing that it 1s met.
That alone, please be assured, prompts our inguiries and the sugg-
estions which we undertake to make. For we have a very speclal
stake in the Museum's fulfillment of 1ts goals and its responsi-
bilitles which you cannot fail to recognize as being both ex-
igent and legitimate. It is for thls reason that we rely upon
your cooperation with our project. Our black and Ruerto Rican
brothers and sisters in the metropolitan area, as well as through-
out the country, requlre every encouragement in order to develop
and create effectively. Above all, they require lmages with whih
they can most readily identify. They are naturally attracted to
the Museum of Modern Art as a locus for cultural identification.
Thelr hopes represent an added respnnsibility imposed upon your
Museum and ours by the greatness of its purpose and 1ts plans.

The old Museum had 12000 square feet of exhlbition space, little
or none of which was given over to cultural programs pertinent
to the black and Puerto Rican cultural communities. We would
not entirely agree with the arguement that conslderations of
space alone could warrant such a sweeping omission. Be that as
it may, however, we are more concerned with how much of the ad-
ditional 31000 square feet of space in the New Museum is appro-
priated to that purpose. We certainly 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 exhlbltion space
avallable that the space lssue will be held to offer a valid ex-
planation for fallure to remedy this deficiency. This is not

to prejudge the matter and conclude that it has not been reme-
dled, or 1s not in the precess of belng remedied. Of course,

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

It does, however, seem more than a 1ittle conflicting with

the established practice of the Museum in reserving galleries
for the exhibition of the works of different cultural groups
that no such wing has ever been reserved for the exhibition

of works which are the product of black and Puerto Rican cul-
ture. Gallery #6, for instance, is reserved for French and
Italian 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 features of national cultural personality. It

need hardly be emphasized, Mr. Lowry, that the distinctiveness
of the various cultural groups which form the cultural tap-
estry of our nation each demand theilr own spokesmen. Jackson
Pollock's art would never be held to be inclusive of pre-Col-
umbians, or of American Indians today:; it is absolutely ab-
surd to hold that it is inclusive of black and Puerto Rican
culture. Were that the case, then there could be no valid
objections to having Soviet artists paint America while in
Kiev, or black or Puerto Rican artists depict Croatian peasant
life. We know, of course, that such an idea would be dismissed
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 to submit that techniques in Croatian art have
not advanced sufficiently to permit Croatian artists to paint
with an accomplishment which might favorably compare with
Crozco or Degas; the fact i1s that is we are going to portray
Jugoslavia, then we must portray Croatia; and if we are going
to portray Croatia, then we must portray it through the work
of its own artists. We would think that sufficiently ele-
mentary. If the Museum of Modern Art does not feel that the
black and Puerto Rican communities form a sufficiently im-
portant part of our nation to warrant portrayal, then it

ought to say so, directly and immediately. Then, at least, we
shall know -- which i1s not to say we do not already know --
what the issue really is.

There is, of course, the question as to whether the Museunm is
under any obligation, aside from considerations of artistic
integrity, to present a program of cultural identification for
black and Puerto Rican people. (We do not expect the argument
that artistic integrity can be satisfied by total faillure to

do so.) It inevitably goes to the question as to how private
the Museum actually is. "Gifts to the Museum of Modern Art are
of course deductible for income tax purposes.”" (43) Tax
deductions are a form of public financlal support, representing,
for the most part, funds which would find their way lnto the
public coffers without this tax benefit. Since 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 donations
in fact require a redistribution of the tax burden to raise
lost revenues. The Mueseum of Modern Art, then, is a direct
beneficiary of public monies. This is not to say by an
means that this 1s deslreable; quite the contrary, it is
completely desireable, provided that the Museum recognizes
that it is a beneficiary and discharges 1ts responsibility
as a legatee. That responsibility comprehends public service
to the Puerto Rican and black communities which support the
Museum through the payment of higher tax levies.

The Mueseum appears to recognize this to some extent. It

has established, for example, the Children's 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. Howthils is possible, aslde

from the doubtful accuracy of the figure, really is not nearly
so important as whether or not the program satisfles 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 determine how 1t 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 relewnt to
life, when art ought to be the highest relevancy 1n life.

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

and Puerto Rican communities clearly require the setting up

of a special Black Wing to enable the Museum to present a
harmonized portrayal of black culture in America. There slmply
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, Dutch Wing, Parisian Wing, or other
ethnically or nationally identifiable wings. We challenge the
Museum to say that it has ever approached the black cultural

or financial community and sought funds or other assistance for
setting up a program embodying cultural identification for
blacks or Puerto Ricans. We would go so far as to challenge
the Museum to state that it 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 is little to be accomplished by remonstrating over
the sins of omission and commission in this area visited upon
generations of the past. What 1s important is that the Museum
has now the opportunity to accomplish something in the way of

©@
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remedying those injustices in the present and the future.
Again, we challenge the Museum 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 responsibllity in this area in the future.

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

Very truly yours,

TOM LLOYD
FAITH RINGGOLD

lab
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STUDENTS AND ARTISTS UNITED FOR A MARTIN LUTHER KING, JR. WING FOR BLACK
AND PUERTO RICAN ART AT THE MUSEUM OF MODERN ART OF THE CITY OF NEW YORK
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 I and IIz Part I is for you to {ill in and mail to the address
indicated at the bottom of the form. Part II 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
15402 107th Avenue 345 West 145th Street N
Jamaica, New York . New York, New York
657-6433 | 862-5876
Jok ke ke ok kg K ko ke ok ek ok ke
PART I

|

1. Does the regular attendance 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 ZIP

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
. A - » MARTIN LUTHER KING, JR. WING FOR
N BLACK AND PUERTO RICAN ART AT THE ’

MUSEUM OF MODERN ART
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PART II
THIS CONSISTS OF (2) PAGES. DETACH AND MAIL TO 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. Does the Museum recognize the existence of an authentlc distinct Black
Art Movement ?

2. If so, how has the Museum presented the body of work of this Movement in its
permanent collection and national and international 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 to 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-
called "free admission" and services for public school children and teachers, federal
commissioning of exhibits at international exhibitions, construction of models 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?

S. 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
effectiveness of these safeguards, assuming they exist, seriously weakened?

8. How does the Museum provide in its collections, exiubxtxons programs,
publications, and services, cultural identification for black and Puerto Rican citizens ?

szr-
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PART II (CONCLUDED)

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

e b gy o —
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10. How does the Children's Art Carnival seriously arrive at its figure of 5000
children to be served annually in view of the average of 3000 in prior years?

-
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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 permenent
collections ?

e

4

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

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

14. 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 princi pal 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 ?

16. 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 its development and to further !
acquaint the Museum with its force as an expression? i

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? i -
o

19. Is it the position of the 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?

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

20.
@ satisfy the legitimate demand of black and Puerto Rican citizens for cultural expression .
and identification in the Museum of Modern Art? : XN
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Robert Barry

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

doesn't serve us, why not let it be.

More than any other museum, it pretends to be what it 1is
not. Itls very name "Modern" is a lie. It has falled

to live up to its original promise,

The spirit of the museum and the spirit of art are two
totally different conceptions. The Museum 18 a huge,
artistically impotent superstructurs of something other
than art, but with great influence. Under the gulse of art,
and without art!s spirit it is even opposed to the true

art spirit. And most of all it 1s unfortunately mistaken

for the actual reality of art.

The energies of art are uubject to conscious cultivation
and planning. Art 1s split into branches. Art becomes
cultural values which must be preserved for a few and for
their own sake. The Museum epitomizes what Heldegger calls:
"The boundless work of dismemberment of the human spirit

carried on by the practical intelligence",

41
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As an architect, I'd like to address the artists' community.
Those of us who are disturbed that the Museum of Modern Art
gees 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 1itself 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 hard crisp lines of the new esthetic of the

no-nonsense international style of architecture,

Some thirty odd years later, when the Museum carried out its
major expansion plans for a new wing and enlarged garden, the
esthetic had changed to that of a richly embellished elegance.
It was significant that Philip Johnson was selected as 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 "architect to the people".
The aristocratic trustees are interested in retaining prestige
and image and Mr Johnson provides the right amount of elegance,
pomp and grandeur. Of course, 1t is not just the Museum of
Modern Art that manages to squander the too-limited resources

of the art world on over-embellished architecture and personal
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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 lest we forget our sick
relations, the Huntington-Hartford Gallery of Modern Art. The
incredible expenditures involved and the apparent irrelevance
of thls escalation of image-mongering to the requirements of
art exhibitions indicates strongly to me that the trustees of
these museums are extremely irresponsible. It would be better
that the walls come tumdbling 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 address to the Art Workers Coalition,
1 Are bulldings for the purpose of showing art really

necessary, and 1f 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 shouldntt the

museum be just as vital, open-ended and forward-looking

as the art itself.

3 Why are artists as a community never consulted about the
Programming and design of a new exhibition facility? Why shouldntt
the artists as 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 architects with

professional skills and talent to match the demands of today's
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technology and tomorrow®s potential, and with the use of
design workshops and open discussions, they would define

new solutions to the problems of art exhibitions.
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April L, 1969

AN OPEN LETTER TO TODAY!S VISITORS TO THE MUSSEUNM OF MODERN ART

.

A PROPOSAL FOR THE EST ABLISIM“hm OF A BLACK WING AT THE MUSEUX
O NMODRN "ART IN MwMORY Or DR, MARTIN LUTHER KinG, JRa

WHY A BLACK WING? MARTIN LUTHER KING MEMORIAL AT MOMA SECREGATED BLA(

On October 30th, 1968 at the Museum of Modern Art, prominent black
artists were segregated in a back room at a memorial show in honor

of Dr., Martin Luther King, Jre--or rather, in contempt of Dr, Martin
Luther King, Jr, Among those black artists subjected to this humilia.
ting, racist cultural segregation were Jacob Lawrence, Charles VWhite,
Rormare Bearden, and the late Bob Thompson. INo one save the three
black advisors on the Committee protested this racist insult to ths
biack cultural cormmunity, which was really the most blatant conterpt
for ihe creavive struggle which permeated the 1life and perpretated .,
the death of Dr. Martin Luther King, Jre

THE WHITE CULTURAL COMMUNITY SUPBORTED WHITE RACISM IN THE NAM=
CrF DR, MARTIN LUTHZR KING, JR.

Criginalily the Memoraal Exhibilition for Dr, Martin Luther King, Jr.
hzu inciuuea vhe works of no black artists! Black artists were
incluaeu ror vhe first time as The direct result of pressure Ifrom

the vlack cultural cormunity. None of the white members of the
Committee eve.: recognized the racism, nor were they repelled to the
poinv of raising their voices against this insult to the memory of
Dr. Mariin Luther King, Jr, How, we ask, can the white cultural
communiiy surv.ive when its(;ﬁadQ2§EE€ﬁ7EE;EEEMEE£§92§_SﬂL§unn4
distinguished figures as Mayor Jomn ndsay, Mrse. Aristotle Ong§§is,
Carroll Janis of the Sydney Janis Gallery, Edward Pry of the
Guggenheim Museum, Henry Geldzahler of the Metropolitan Museum of Art
,gghn_ﬁgriggipf the Whitney Musewm, Donelson Hoopes of the Brooklyn
Museum, Karl Katz of the Jewish Museum, and William S. Rubin of the
Museum or Modern Art, fail to react to the Museun of Modern Arttls
raclst treatment of black artists and blatant_insult to the memory

of Dr. Martin Luther King, Jre.? Obviously, they either expected
black artists to be segregated, or they felt such a liberal streak
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 sal.
which is the best way to support the racism that buried Martin Luther
King, Whatever the explanation, black artists can no longer wait for
MOMA's brand of integration, which is already 100 years 1aue in comin,

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

WHY IT IS IMPORTANT

Although we are all members of the same human family, our experience as a people
has helped to make us different from other groups, just as our individual experiences
make us as indivuduals 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 identification
and a sense of worthwhilmaness. Our children and we ourselves are entitled to this
same identification, respect, and sense of worthwhileness enjoyed by others. The
public vehicle for helping to sustain and encourage all of this is the museum. For
people alive, developing and contributing today, the foremost vehicle in the world
for telling the story of cultural contribution is the Museum of Modern Art.

1S IT BEING DONE ? : _

We want you to find this out for yourselves. On Sunday, April 13th, at 12 Noon,

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 is 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 both. :

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 eight. Our
distinctiveness as a people is clearly recognied in the many laws, practices and
customs within the American society which declared and even today declare such a
difference.+ In short, we are different for purposes of unequal treatment, but not
different for purposes of equal recognition of our cultural individuality. If 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 King, Jr. Wing of the Museum of Modern Art

SUPPORT YOUR CHILD'S RIGHT TO KNOW, ENJOY AND UNDERSTAND HIS 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 PUERTO RICAN ARTISTS
WILL HAVE TO WAIT ANOTHER 100 YEARS FOR FREEDOM, IF CULTURAL GENOCIDE
DOES NOT IN FACT, AS IT SEEKS TO DO, WIFEOUT OUR CULTURE ENITRELY.
BRING THIS PAPER WITH YOU TO THE MUSEUM THIS SUNDAY, OR MAIL IT TO A
MEMBER OF OUR COMMITTEE.

a f . STUDENTS & ARTISTS FOR A
Tom Lloyd 154-02 107th Ave., Jamaica, N.Y. MARTIN LUTHER KING, ]R.

WING FOR BLACK ART AT THE
@ MUSEUM OF MODERN ART

#
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In our sosisty artists have no power. They have no power because they are
divided againet thenwelves and fail to organise as a group. Beemuwse thay have
no pows®, they are exploited and manipulated by those who have it, In most
cases, instead of objecting to or even being aware of this exploitation, they
take pride in the reason forr it, We are individuals, they say, we neither want
nor need organisation. If you are good, you will make it in spite of the din-
advantagesj if you do noty you ean smsole yourself with the thought that
malcing 1% is not the artist's true objeetive amyway.

We do not realise that we are ensouraged in this ratiomalisation by those who
axploit and manipulate us, Iiks women, like the dlask people, we are fed with a
sareful rictim as to the nature of our wishes and or goals. How many times
have the blask peopls in the South bsen told that they are happier and more eon-
temted than those in the Ncrth? How many timee have women been told that to do
something well o even sexicusly will preclude a happy relationship with a man?
Anything, that is, that falls outside the somventiamal role of woman,

Tor artists, if not for the publie, la vie bocheme, the romantic garres, the

ity of poverty, the love affair with starvation may be perhaps roaantie
popearn, S%iil overlaying it &8 more seriocus myth. You cammot really expeet to make
& Uiving from artj artists get their satisfastion from doing their work amd
showing 1t) they dm't really need to be patd for it, they are already so lueky
0 be axreative and gifted and 0 o

W, aswe all imow, therc is mamey in artj a great deal of it in fact) huge sums
dhangs hands yet sanshow soarcely ever finish up in the poaket of the artiss,
Wy should this de so?

The erux of the preblem is twofolds The legal ecmeept of at as en investmmnt
objest; the sosial emoept of ary as & Lumry objest, Mmy artists have fought
againgt this latier definition for years by changing the nature of their workj
Wy making it €00 large ar t00 ugly or too dirsy or too impeysmanems for galleries
and smart spartasnts. Their work has usaally been domestisated in the snd, howe
over; and thoir pretest has failed to make art a less escterio cammodivy.

ey should have renlised that without an attack an the legal and fimmnsial @
strusture of the art world, no desceretisation of the art objeet ia posaidble,
Wthout a change in these areas, art will remain & luxury and the artiat a super~
fladty.
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What changes then can be made $0 dimindsh the valus of art as investaent and
&% the same time give an eecmomio and lagal power $0 the artist woportimate
0 his rols of oveator? I have four proposals ¢o make:

Pirstly: the greatest financial gains from art ave realised by those who buy
work eheap in the artist’s youth and sell it ddem whem he is old or desd. Our
objestive shoauld be $o change the law so that one half of all such gains reverts
10 the artist, and after his desth partly to gamx his dessendants smd partly to
& sentral fund ereated for the bensfit of all artisss. Sush a Amd would provide
wark grants, old age and siskness benefits, help for dependents of deceased
artists, legal advice servios and cther soeial benefits, In ocases where gains

are realised through tax losses obsained by eollestars who danate work $o musewss,
e balf of such gains should also be passed on to the srtist or his deseendants
and the fund,

Seecmdly: [thi nEINg art. Soales of minims rental fess should be
established,and 41l institutions charging admission to exhibitions should be

legally ocbligud to pay fess to the partieipating artists. In the case of dead
artists, fees would be paid $o the fund. Public exhibitioms of private colleo-
tins shauld also return & rayalty to the arsist or so the fund,

Mirdly; Muclmm oomission retes changeable by galleries should be established
by law.

Towrthly: The reprodustion of artisss' work in bocks, magasines, m television
or in filme should retuom a royualty feo to the arkist o the fimd,

Same of these suggestions exist as fast in one fram or mmother in the fields of
Utorature and mwis, And although 4t oan be objested that art is different

singe it is intrinsieally valuable a8 a wmigue objest whereas musis and litere-
fure ave valus cnly in their idea and mot in their phgpital form = yet, me ean
madhtain that the sale of an art work eonveys only the right to private and par-
sooal enjoywent thareof and nos to the right to finaneial gain, ersomal pudlicity
or public acclaim, Or at least not to these advantages without paying extre for
then,

I ave eneentrated m esnomie proposals besmuse I feel that all the fruwtre-
tions mEt in relatiomships with galleries and landlords, mweuns and oollestors,
all the slights and imequities to whish we are subjested are a direes result of
our having no fimasial power edther iadividully or through a representative orga~-

@ simmtio. Dyweve our legal and eecnomdis rights and the other relstiomships will
a8
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Ih.nnodmbtnmbnngabmtm. sven ghange as drastic or even more
Mcthnntlmmcdagm.mttodolo,nmnopbﬂum
m‘mhtotmwdtmtmmtaﬂubutu'Mymonmnh
mtowﬁmb\mungmmmtimtowuﬁmmtbo
lbhtodcﬁmmdcmd.andmthomtomthnthrmmln.
Itmbewud:urmyanditmotbodmmlyinKWYmtcnyorm
perhaps not wmmU.S.rmmMmmnwmummumnfm
&re %0 be effestive, they mwt be applied an & global soale, It's a big job, but

we osn start it moving..,
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1 There is & widesprect cilgswtist: cticn @ uout the
exicting stute of Lhe ert worlc tocay,

1.11 tall ries rovide a limiteé forum ané orly cne that
reletes to ¢rt as comiodity. “hey are incufficicnt
in their resentation of the rernge of livine art:
vnet should be secer, ond when onc new, 1 rerito
cictete wlylce.

1.1 suceune, 16eclcecgically cormittec to livivg ori, nre
Lcre and wore bLerriciced behince wells o ingtitutional
buresucr: ¢y. - vworld of pley it sal'e, ersctz exparience,
and tex iree stotus.

l.2 “he artist mey spend his life @s a cebinetmaker, worling
tc Turnish ruseurms. e ig the wenkest 1inlk in the
ch in of’ he ert worlé, the nost cxpencible,

1.21 Jnere ie u go000 desl ¢f sisnitficant vwerk of cvr i,
winich nev:r s£ots - beve l4ath wircet (or «3rd or Vq:tevcr),
bhecause cof ¢« rarket siitusation.

‘ Yhie ie ¢ reoccel for cr.icue Ue werfe o on iy odndividual
powerlecsnens into w cciiunity, te try heving cone ot -0o
in their own cesting.

el cne cxurcecicn of this solic¢arity would be © center fcr
living ort, cocuerctively finenced, run by crtists for
articte Lo Till tne gap left by the art werlc.

©.117  incewcntert of existine institvutvions, il voule avoid
becoring & covnlewn wibown, 1t vo1lc nrovice ar
lternctive shevirg living ort in & Iranevor: rece cf
sover pley, rogserty oné ouvt of tie hancs of profiteers.
Yaere would be no caoleos.

ite ritsry our se welrld be T e ur centition ¢f esthoetic

N
.
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issues o they are current, snowing new ccncents belore
they cre e fe, exhibited zg 1 e ortist intende trew (o be,
under ais control. ¥xhibitors would net be lirited to

mnenversiiy to avoid aiotner coo:: fillery situation.
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1t could show valic werks in etyles neglected by untown
tashion, larse scule works untouched b; galleriecs, and
any form or anti-form felt to be significant but of
c¢ubious corrercial value.

The problem of cuality would be tuckled by roteting
Jjuries elect<d by merbers anc which would prevcent
power nonoply by one group. An exnibition committee
coul¢ conesicer any proposals for exhi-iticne by iy
LFreun whetsoever,

It wevle ¢ & ten orary nroeject cegipred to lest ¢ ocr
3 years &nc¢ then, to continue, it world bLe reor ¢nizec
z11¢ restructured accorcing tc fubure needs, 1his '
woulc «void institutionalicie encé make the ceomnunit:
concentrate on the present problems which confront it.
It couls incluée a broad participation i the visusl
arts as well as filn, c¢ance, rusic, etc.

Ly its incependent examnpvle 1t right muake & slight

dent in policies o1 existing institutions with more

capitel but with fewer icers.
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.o AND ARTISTS UNITED FOR A MARTIN LUTHER KING JR. WING FOR BLACYK
& PYJERTO 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 exclu:z
ion of the work of black and Puerto Rican artists has denied them recognition, supgo:
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 dynamnic
cultural infusion. In order to develop as a ma&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
little 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 in
your museums [fust as we have no place in your churches and clubs and cooperatives
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 ou:
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 from the
“Cool School” emphasis of use of materials in the hope 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 #s why we must have the Martin Luther King Wing----NOWI!!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 its elf 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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Chuck Ginnever

I'm going to forego the pages I submitted, because Boﬁ

Barry and others have sald pretty much what I wanted

to say. Expx Except that I don' quite 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 virility to taeir
obvious sterility. They cannot deal with the kind of energy
we as artlsts are involved in. They've made thisuquite obvious,
I don't think you're going 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 die a
natural death? I don't think I'm the only artist who felt
obllged to pack up and moved up... i'm living in Vermont now
The only taning I can say 1s that what I'd like to see happen 1is
on May 10%h and 11lth come up to Vermont at my invitation and
do there what you don't think you can do here, We're going
to have an artists' carnival up there on May 10th and 11th
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 1t.
We'll try to see that you get asleeping bag, 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
getting my art shown and I'm no longer interested, and I

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

I really don't know
what's happening nere
listening to aPot of people, and I think it's about time we
dxkkdndxxa decided to do something other than talking. The
museums and the galleries should be on their fucking kne‘Jiman
a nd we're playing games here, talking a lot of bullshit. We'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 w~e should
organize and we should do it together for one reason, because
we are part of a subculture., And when we get together we'll
decide what we want to do. You'll decide, not the amuseums
or the galleries. They'll Jjust have to walt wnlle we decilde
what we want to do. I think we have to organize, it'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 resolution

and we Jjust move,
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QUOTATIONS POR_1967 3 >
> M THE MOBJLJZATION OF CULTURE

"In both camps (Free World & Eastern) non-operational ideas are non-behavioral

and subvarsive,"
H 1963

"Even sclence, especially the magnificent science of our own day, has become
one element of technique, a mere means," , ‘

Maugs (N.Do) Ww

"The aesthetic philosophy of impressionism marks the beginning of a process
of complete inbreeding in art. Artists produce thelr works for artists, and
art, that is the formal exparience of the world sub specie artis, becomes the

real subject of art,"
Arnold Hauser N,D.

"As the unity of the modern world becomes increasingly a technological rather
than a social affair, the techniques of the arts provide a most valuable
msans of insight into the real direction of our own collective purposes.
Conversely, the arts can become a primary means of social orientation and
self-criticism,”

Marshall 948

Meeethe total mobilization of all media for the defense of the established
reality has coordinated the means of expression to the point where communi-
cation of transcednding contents becomes technically impossible, The spectre
that has haunted the artistic consciousness since Mallarme - the impossiblility
of speaking a non-reified language, of communicating the negative- has cesased
to be a spectre, It has materialiged,”

Marcuse (1963)

"An army without culture is a dull-witted army, and a dull-witted army cannot
defeat the enemy."
0 - 944

"For example, if a statement on the importance of the arts to both the ine
dividual and th¢ commmity were made by a person of high authority, by the
President of the United States, the condition of art would be improved almost

jastantansously,” . M ML Co
o % on Mlﬁ A’Ja * MOAAA_.

"We aren't going to spend a
Khrushchev (1962)

[
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ART AND FOOD

"Art everywhere stands in contradiction to its own ethical purposes. What
are we to do? Everywhere the ethical 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 material but in ethical terms."

Hugo Ball (191

"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 the real thing."

E. Benkert SI9672

"What is happening now is not the deterioration of higher culture into mass
culture 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,"
Trots 1924

THE NEW LEFT

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

Malevich (1920

“The prime virtue of avant-garde art used to be the abllity to go against

the grain of one’s own time and follow one's own hent regardless of current

fashion, acceptance or ideas of what art has to be. In the American art

world of today, one of the few who embodies that virtue is Andrew Wyeth,"
Frank Getlein (196
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POSTSCRIPT

"Art always borrows its seriousriess from values- religlous, romantic,
sclentlf!c- it fails to live up to. The formal interests of the artist
and his delight in his craft set him apart from genuine holiness, love,

or research, Yet when logic induces the artist to consider art capable

of renewing itself by its owh means he finds himself in a blind alley.

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

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

of adult minds,"
HAROLD ROSENBERG, December 16, 1967

ﬁW /Mll‘a, /4
Mendrnan
A/I'Luﬁhﬂyﬁn'

b
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THE 1967 NEW YORK PAINTER

The 1967 Painter knows that:

Technology has triumphed

Soclaety is becoming increasingly totalitarian
Painting is becoming increasingly free and pure
Painting no longer has a subversive function
Society accepts the painter in his role as painter

The mobilization of culture in America is as complete, and more successful,
than it 1s in Russia

The Russians will eventually get the message that pure art threatens nothing
The American Way of accepting and using it all is much more practical

Johnson will pass; someday America will have a President who has to do
the same things as Johmson, but in a very hip way

It 18 easier to be an artist now than it was thirty years ago
An artist has friends everywhere, and is very grateful

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

Artists protest the War in Vietnam

Artists make the kind of art they want

This is the way it is in America in 1967,
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It seems to me this anxiety to become part of the
establishment is not very revolutionary. The businessnof
having works of art shown cannot be done in cooperation
with any museum or the establishment, What artists need
is a new society 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
painting or sculpture after it gets in and 1s 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 capltalism, a man who
owns a work has complete legal and tinalterable, Seeshiowesinlie
possession of it. He can hang 1t upslde down; he can repalnt
any part of it; he can, if he wishes, legally destroy 1t
totally. I do not say that the Museum does or will do these
things, but what it does do with one's work 1s done in the
same spirit of complete possession. It can place 1t in any
kind of theme show or group show; it can make any kind of
historical pattern that it pleases, without any consideration
of the artists' wishes. In England and in France, the wishes
of the artist, even after he has sold the work, are given
more respect. What I would like to see i1s that the Museum
respect the wishes of the artist, even if the artlst is wrong.
This would not only create a living relation between the museum
and the artist, but the museum would become &an exemplar to
others and show them how they shoudl behave to those who make ‘
r

the works, After all, the Museum 1is no% an oracle of behaviou

“‘i“



Barnett Newman

BxxhaxaxRekzx 2 3 7

between itself and collectors and galleries, and the change

foundations,
in attitude would have a great effect. Collectors, thﬁflxx. )
government and state would pay attention and have some

saw
regard for the artists' wishes, 1if they t’gught that the
in seeing

Museum was involved not only tl’{ll that a work of art
be preserved, but 1f the Museum would also have some respect

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

(It is Newman's wish that thls statement be used only in

its entirety)

REKd By BARBARA Reise
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I myself have been a little critical of all this concérn

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

every year. And why people want to get involved in such

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

a fine idea, In the thirties and the forties ....

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

No, I'm not reading a short story, I'm reading my own statement.

...1t was the only place in the world that you could see oumm

amml Matisse at that time, which was more interesting than

what was golng on in studios around 1l4th street. Except

that + think we forget that it was never reliable as an
hibition context for America. It alwd,, 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 it is very dull. It's not acting as a stimulus for

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

anything/ It's rpm by a lot of academic minds whq're more

interested in political connexions with the critics and the

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

see that replacement with this sort of capitalist political

thing with politics of other speclialist interest groups 18 an

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

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

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

@,

i
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artists or blond artists., And I don't think a closed system

is any answer at all. And I mean Ok, what about an open system.
Can we get an open system out of the Museum of Modern Art. Maybe
to a certaln extent we could make 1t open up by reevaluating
itself, but I don't think that's zax ultimately the best way.

I think 1f we ... and it doesn't seem to have been very successful
to date. Right now the security guardim, the director of
security is 1g charge of xXX the Museum's reaction to all protest
by this coaliébn, and he's an ex-officer of the FBI, 4And the
fear 1s such right now that tonight, in order to prevent curators
at the Museum of Modern Art from attending, not necessarily
speaking at, Jjust attending this open hearing, the directors
organized an obligatory dinner party. I don't think constant
pressure without new ideas 18 going to make them change.

So, Ok, what else? I'd 1like to see a 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 oven municipal gallery or

How to finance that? and state,
place. /I suggest we try to get government,xmd city smpraxx,
and

hatk federal smdxxkxzim support to get both space and a measure
of support to keep it going. 4And you could do this by something
that people are trying to get together in England, that is to
add a tax on sales of art in commercial galleries - 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 subsidise municipal or open galleries or opem

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

in another direction.
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APRIL 10, 1262

STATEMENT FOoR OPEN PusLic HEARING.}
ART WORKERS COALITION,

FOoR M& THERE cAN BE No ART REVOLUTION

THAT IS SEPARATE FROM A Sci&NcE

REVoLUTION, A POLITICAL REUO‘-UTION/
AN EDbUcCAToN REUALHTMNI A DRua
REVOLUTION | A SEX REVOLUTION OR A
PERSONAL REVOLUTION , | cANNOT CONSIDER
A PROGRAM OF MUSEUM REFORMS witHOUT
EQUAL. ATTENTION ToO GALLERY REFOAMS
AND ART MAGCAZINE REFORMS WHICH wouep
AIM TO ELIMINATE S‘rABch OF ARTISTS
AND WRITERS, | WILL NOT cAcLL. MYSELE
AN ART WORMEA Bur RATHER AN ART
DREAMER AND | Wikt FARTICI PATE ONLY
IN A TOTAL REVOLUTION SIMULTANKOUSLY
PERSONAL AND Public,

LEE LOZANO
60 GRAAD ST.,N.Y.c,
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April 10, 1969

The subject i1s the artist, the object 1s to make art/
free/.

The art worlf stinks; it 1s made of people who collectlive-
ly dig the shit; now seems to be the time to get the collectlve
shit out of the system.

Where does the cycle begin? Let's begin with the indiv-
ijdual painter or sculptor ensconces 'high' in his loft world,
meking his pille of shit (perhaps is he really shitting, in hils
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 is transposed into
imposed 'higher' values. First, a gallery, then, perhaps a
museum, and further extended by translation into the data of art
information when reproduced in an art magazine; at which point
the artist, seeilng the transposition, 1s plssed off. As time 1s
transposed money is transpoed into private worth for the artist
and a 'high'/quality/for the collector and art critic 1in this
business soclety. The art world 1s 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/ entertainment.

Tt'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 root are the same - does dirt or evil really have
roots?).

Should art be a lever against the Establishment? Make
art dangerous?but art 1s only one item among the dangerous com-
modities being circulated in this soclety and, unattractive as 1t
may be, one of the less lethal. Withhold? - a closed system dles
of suffacation.

The writer in the past has been presented with an ana-
logous problem. All magazines 1n order to survive are forced 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 private, interlor per-
spective or vision of 1life to the private reader who has bought
the unique illussion as he reads through the narrative - linear,
progressive, continuous from beginning to vanishing end point -
his perspective as supposed to be altered by & novel insight into
the world; he is changed; in Marx, Zola and Brecht's time he hope-
fully motivated to change affect into effecting changes back in
the outside world. Magazines - art magazines - continue thils
fiction of assuming private points - of - view whose sum they must
asspme to be the collective view of 1its readership and advertisers.
They depend exclusively for their economic existence on selling ads
to galleries for the most part. For what 1t's worth to the readers
who will buy 1it, 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). For the writer and recently, some so-called con-
ceptual artists, there is a simple solution: buy the ads him-
self - the cycle thus feeds back on itself; invest in oneself -
it's a free soclety.

Actually, 1ts not the artists, the galleries, the col-
lectors, the critics or the art magazines who support the struc-
ture at all - but the United States Government = you and me -
geared to corporate needs - which, through the tax structure make
it profitable to run a non-profitable 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), etc., etc..

The conceptual artist conceilves of a pure art without
material base, concelved simply by giving birth to new ideas -
an art that ideally mean and not be of baseball or Monopoly 1in
the den buth without ball, bat, gravity, dice or money. But it's
free and 1lke sex, with a minimum of two people (subject/object:
inside/outside; ying/yang; receiver/sender; people who take
pilctures of each other just to prove that they really existed)
anyone can play, making thelr rules as they go along.

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

But art is inevitable part of the larger order of soclety,
its language and world shared and interdependent with the lan-
guage, "vision" and stuff of its specific Time, Life, place and
function.

All human brains percelve and think partially in symbols
which have a relatlionship to external signs available toall which
reduce to various interrelated language systems which relate to
the larger soclal order at a given moment.

What does the artist have in common with his friends,
his public, his society? Information about himself, themselves
and all ourselves - which is not reduced to ideas or material but
shares in both categories as it has a past, present and future
time/spce. It is neither subjective or objective "truth"; it
simply 18 - it is both a residue "object® and neutral "etherlal"”
media transcribed - transcribed upon/ translation - translating
the content of single and collective man's internal and external
position, work, ldeas, activities.

The artist 1s not a machlne; the artist shares in mankind's
varlous medla of expression having no better 'secrets' or neces-
sarlly seilng more inslde or outside of things than any ether parson;
aften:he~1s more.caiculatingi-he wants things to be as interesting
as possible; to glve and have return pleasure; to contribute to
the 1life-enhancing social covenant. Perhaps young artists, with
thelr new nalvete have replaced the o0ld nalvete of thelr fathers.

My opinion (more later); we must go back to the old
notion of Becidlliy.Hgdod: -worksMsas- agatnst.the private, aesthetic
notion of "good work" - i.e.:: art to go public.

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

AND PUIERTO 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 international 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 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 free
We would gladly be free in any way. But we have been 34 years at the Museum waiting
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 in
your museums [fust 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 reason 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 from the
"Cool School” emphasis of use of materials in the hope 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!

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 artistic
community. TAKE PART. CARE. SAVE BLACK AND PUERTO RICAN ART FROM
CULTURAL GENOCIDE. SAVE AMERICAN ART FROM THE FOLLY OF RACIST SUICIDE!



ABita SSeckal - artist 4/

Aside frem many eother F.fl and isswes, which ceuld take
velumes, ene whiok just ocame $0 my pedeenal sttention is plainly
Shis: net gup reviewer frem iy Newspayer, not gug -~ Times, Pest,
Velice or wvhatever - came te review my shew this Sareh.

I said te yigu. MNan, it's ene thing teo view and then deecide

ReS to rgview. But net te have She seurtesy and She sense of
respensidility te at least view the werk « of a third shew = the
first and secend of which were fully reviewed By all these papers,
quite faverably and at seme length, leaves ene with the rasher
strong inpressien that these guys are net deing their jeds., I
kuow She ecop-ous is nohniyn "How uu can we cever everything?™

Iut what g sheir Jed? Just what is Shelir respensivility se
artists whe are shewing? Te She other artisss whe want te knew
about what's being shewn and to the (you sheuld excuse the
expressien) lay publie. OF course they're¢ busy man Wt Shey're
either prepared teo de She thing or else they are geing te desame
& ugeless vestige - censtantly miting abeut the same ¢ld faverites.
The whele fuocking American star system. What is shis Nellyweed
aumber? What the fuck are we shewing the damm stuff fer in New
York amd paying the damn high percentages te the galleries here
for Af shese guys are geoing te ignere the majority of us, and
sinply eater for the favered few. This is anether retten part
of the art pewer strusture and the faverites system that's going
down, J'ascuse dady.

®
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I don't think that the Museum of Modern Art is responsible for
most of the difficulties experienced by artists. I don't even think
that Howard Mise should be crucified upside down, or that Leo Castelli
and .John Canaday should be napalmed in the sculpture garden.

I also 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? Coul@ people say
™is skin may be black, but he paints like he's white." would there
be separate washrooms? Separate entrances, maybe? How about = wing for
women? WASPS over thirty? Jewish heterosexual magic realists? The idea
id degrading and unjustified on both political and aesthetic grounds.

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

by Ad Reinhardt. A black museum is a good idea. A separate but equal N/NM & | N

TH- Yodern is a rotten one. Artist power should be able to do better than
that. To ViIC WCRKS
The real enemies of the artist are indifference and lack of money.
: A

Let's talk about money. It would be nice if this group could agree

shondmandmhnfintihdngse, but even if it gan't, therets a good deal that

artists can do to help themselves financially, swmm without new

legislation., on an individual basis. The existing law of contracts

allows you to sell your work with the provision that you #ill

receive a pmmiihh percentage of the profit gained from any later re-

sales, a kind of commission, Perhaps the knowledge that he would benefit

by later increases in wvalue of his work would take some of the pressure
an artist a superstar

off mmbdmba to start at the top, to become smpmsmimma overnight.

The art speculator is looked down on now, but let's encourage him.

His trading is the only mechanism that can drive art prices up. Let

speculation thrive, as long as the artist gets his cut. m

\‘s‘
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Legally, artists together and separately, should uphold the principle
that an artist continues to own the rights to his work the way an author
om a literary property. The painting or sculpture is like a manuscript;
the ovmer can %eep it, or show it to his friends, but the artist continues
to hold the rights of reproduction, including the right to collect royalties
if he wants them. Can we all agree on that? Other questions are more
difricult. Must the artist be paid, and how much, if his work is mxmmd
loaned to a museum or other exhibition? Can the owner of a work
destoy it if he 1likes?

Many rights cian be had by just taking them, without asking nuseunms,
galleries, or anybody else. Artists don't huve to beg feor everything,
even though it sometimes seems so, Let's all?gzzging, even when it pretends
to be nm "demanding." At the appropriate time, I would like to see
someone move that a committee be formed, with legal advice, to draft
a model sales contract that secures tha maximum possible control for
the artist over his work. Individuals can then, if they want to,
agree to sell or give up certain rights, but lett's start out, from now
on, iamamsbroagnanonghnpsakbbnenanmohabrhssnemttenbheyonesmehe  in the
position of landlords, rather than tenants, You can have artists without

museums; you can't have museums without artidts.

BiLL @wpdY
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There are certain things we know. Art has to be free to

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

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

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

to expand thelr real estate, but they do nothing for the artists
who glve thelir work. I think that's obvious. I think that the
demands for renting, for money and so on; really smack of the
art bourgeoisie. That's terrible. I think that we stand quite
outside of that. There's something that we do as artists that's
really revolutlonary, 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 this dead aet is that
we know that all art is equal, because we know the Jjoy 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 it, they hang it on the wall. And that Museum
shouldn't be called the Museum of Modern Art any more. It's
lost its right to that title. It only deals with the past art.
It has paintings ;n there of men who should be in Xkm a museum
that is like a historical tomb., The Museum is run by dealers;

it should be run by artists, I think it's obvious that we shnould

‘{;u
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tax the dead art, because that's the place where dealers
make money. They're glad to see us dead. And somehow
that profit should 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........ the heart is the same colour, the blood
is, and we know it. If we're going to allow raclst ideas to
come into us, then we're going to have to suffer later. I
think that the black artists have been treated unfairly. I
don't know what to do about it. The question is what we're
going to do as far as artists acting together. Because if
they break our unity, then we are, tnen they can cut us apart,
They've done it before. There are four things, and I'd like
to vote on them. We can boycott 1t, we can shut it down,
we can change its name, and we can meet again., Ok I'd like

to take a vote on the first part.

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

propose that these four points be voted on at the meeting.) .
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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
Africa. 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 Africa
this policy has kept 3 million whites the slave-masters of
11 million black Africans. This is Apartheid and SO M is
helping underwrite its furtherance.

THIS IS APARTHEID WHITE BLACK

(Europeans) (Africans)
Population (millions) 3 11
Per capita income (1959) $1.819 $109
Average wage in mining (1962) $3,587 S216
Ages subject to tax 21-60 18-65
Income exempt from tax $840 None
Education expenditure per pupil $182 $18
Infant mortality per 1,000 births 27 200+
Persons in registered trade unions 340,000 None
Persons convicted of pass offenses

None 384,000

On March 21, 1960, in Sharpeville, 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
resulted from fear that the Sharpeville massacre might
lead to bloody revolution; fear that South Africa’s
expulsion from the British Commonwealth might reduce
profits and that the economic boycott by small nations
might snowball. But the U.S. corporations rescued the
economy by pouring in $223 million additional
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 state of the economy is
the Carlton Center complex designed by S O M. It will
occupy a super-block formed by five cityblocks,includes
the world’s tallest concrete building (for offices), a
400-bedroom hotel with 90 additional apartment suites,
two department stores and parking for 3,000 cars. There
will be gardens, fountains, side-walk cafes and a skating
rink. The estimated cost of the project is between $50
and $100 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
Rockefeller’s Chase Manhattan Bank, Dillion, Read &
Co. and over two hundred other American Companies,
have invested hundreds of millions of dollars in industrial
development in South Africa.

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

prosperous white customers and a labour force 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 earming less than $1 a dsy, while in
1962 for example, the American companies in South
Africa earned $72 million. This was easily double 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 aboard this
gravy train—a train fueled by the blood and misery of 11
million black Africans.

Y
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We, The Architects’ Resistance, say that Skidmore,
Owings and Merrill’s support of Apartheid reveals them
for what they, and most of the architectural profession,
are: unprincipled practitioners of an art for its own sake
and, mainly, 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 expense of those whose labour
builds thein and with small regard for those who must
live with them.

SOM'’s other *‘social”” works, such as their involvement in
Baitimore’s highway program, incriminate them. To
present themselves as advocates of black American
communities, no matter how up-to-date their
techniques, is after South Africa, sheer, unprincipled

U

hypocrisy. To build for corporations whose profits come
from the exploitation of oppressed masses-be they
South African Blacks, Peruvian copper miners, or
American Blacks; to build for Governments who
maintain themselves at the price of brutal oppression
and genocide—be it South Africa at Sharpeville or the
U.S. in Vietnam; 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 cynical, 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 irrelevant and oppressive
profit-making to an art truly in the service of a society
based on fundamental human values.

XXX KX RN

The architectural profession designes a mere 10% of
buildings constructed in this country. This 10% is mostly
monuments built for the business world to symbolize its
power and wealth and to attract more profit. It is
mausoleums to house Government and its oppressive
agencies. It is schools where creativity is treated as a
discipline problem, and cultural differences as
delinquency. 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 from 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 AlA
we must sit in our carpeted offices waiting for those who
can pay our fees or who want “art” to come and accept
our sculptural vision.

We live in a country 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 not have power
over the formation of their environment but must accept
whatever is forced on them. We, as architects, are not
taught, or even permitted, to go out to the user and
apply our skills 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
architectural profession to deal with living people on
human terms.

Architecture is a tool for mobilizing people, for making
them more aware of themseives and their human dignity.
Architecture must not be the hand-maiden to the
dehumanization of object-oriented capitalism. Architects
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
vacum.

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

The Architects’ Resistance hopes to fill that void by
bringing ethical and political conscience to the practice
of architecture.

TAR is an action group, a communications network, a
research organization. We will issue and mobilize behind
future position papers on broad topics within the
profession—registration, the awarding of commisions,
etc. and specific instances of the misuse of our
professional 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 ail 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 Chicago 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 morally 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

¢/o Renaissance

338 E. 6th St.

New York, New York

W e
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MU SEU REFORM?

There will be much talk tonight,

It is not necessary for art workers to waste energy
complaining about establishment museumns, who by their very
nature are unresponsive collections of  art out of the past.
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 museum that is interested in
what the artist is creating now. A museum where the quality
of its exhibitions will be determined by artists.

This museun exists., 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. DMuseum will change attitudes with exhibitions
of fresh work, not talk.

Its success will be determined by your participation.

\ %/JJ&W(/ ~

Tdon Bauch
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THREE QUECTIONS

Can:the artist, by earning more from his work, finally prove to our
society that he is a dedicated professional who works to benefit
himself and his people?

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

Can the artist, by being forced to support the Establishment's mythical
concept of an avant-garde delerate himself in the near future to the
position of a shoe salesman?
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The eurreat status of art werks as Sameditias must de changed.
The values attached te cammedities invelve price speculatien

and manipulatien, aleng wish censpicuous sensumption, pewer

frem market centrel ete. Teo append art with such cencerns and
all She seeial and pelisical $rivia which surreund shem builds

& great wall between the artiss and seslety threugh which precieus
1i%tle light 1s able to 860). Artists beceme alienated, imvoluted,
bitter or seme compremise. Lot us free art frem the centrel of
the cemmereial middle-man se that the artist may reach eut
directly te the peeple. Artists must found their ewn musewms,
bring art te the streets, beceme invelved with architecture and
city plamning - in a werd, Shey must besemcthe aosive functiemal
visienaries of the mew inceming sulture, net the tedies of the
upper niddle class elite. Ve must eemceive of our reles as
oxtonding beyond ust the executien of private art in eur stwiies,
in the ssme way that the atemis researeh seientists sheuld have
had active cemceran for the meral extensien of their work.
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It is not important dbasically who runs the Museums, since their
management 18 a commercial venture. The artist isn't emotionally or
teohniocally equipped to run a Museum. What is laportant is the
status of the artist within this commercial structure of Museum and
Gallery complex. Place in the professional sense - representational
in the sense that the artist is able to set his own oriteria -~ his
own individual criteria - (self) - what is wrong with the existing
struoture today is that the artist is forever being coerced and
bludgeoned by the 00ll.r°154‘l110r10l and their Directors, and by
Art Historians running Museums to produoce flambucyant and superfioial
“Musical Comedles” for the promotion of higher attendance records.
The artist has become a dupe and is forced to run in packs - a non-

professional ‘.‘adunm .

It is important that we regain this lost dignity - take baok that
which we have relinquished to Public Relations and anti-intellectual
establishment - and onoe again orystallise our conoepts = reoapture

that whioh belongs to the Oreative.

JOSEPH DI DONATO
17 BRONIVILLE ROAD
POEEERE.LEEY YORK 10708

\0)



45 4

gasxxe Duerzan N

Ixenasal !

| A New York Biemnale te de shown at the twe ameries
on the Bast side (34th and 27¢h 3% at Lexington)
backed by the three nusewns (spemsered) and funds te
e raised with the help of the museums. Te include
all prefessienal artists $o be sereened only em basis
of prefessiommlim by known artists in their sectiem.
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By Alx Gross

S0 mE® much has been said about the ideologsy of

A.W,C. and about the contrast between reforming the
L.useums on the one hand and setting up an alternate
structure to them on the other, that I wonder iFf

an important point has not been missed, 1t is =
concrete every-day point that hits the artist in

the stomach in a concrete everydday way, and I worder
if it isn’t really one of the first thinss we should
be attending to. 1 am specking about the actual
return an artist can expect when he sells = work of
art. The museums ..ay or may not be eventually reformed
or an alternate structure may or may not eventuzlly
be set up, and certainly both are desireadble, but
what about the artist here and now when he sells a

5
work of art!

- “'As things now stand, he will receive the selling price
Gg'\‘w e w\i\\ le‘\\ ’

Bk L ke b
o Tee (v k\,‘ﬂ, and that is the&\iof it. VB The buy-e-r%e day resells
""Ll(r’s

o ()k/ft‘{*& ‘R,

the work of art, it is this buyer alone who may profit
from any increase ®mX in price. I believe this is ~ro-
tesquely unfair to the artist, and that our museums

are stacked, as are mux galleries and private collections)
with works of art that illustrate the grotesqueness of
this principle. =Extreme cases where the artist is

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

~

some sort of proprietary interest in his work even
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after nc has sold it. 1 believe the A.W.C, nust

~ive further currency to this notion &and also help

the artist to obtain a fairer return for his work

by institfuting a Torm which T shall refer to, for

the sake of simvlicity, as an A.W,C. sheet. I beljeve
this sheet hzs a great role to play in the future of
dealirgs in the art world and nay serve to perpetu-te
the mname of the A.W.C. long after the zroup itself

has ceased to exist,.

<R)As I see it, the A.W.C. sheet will corsist of a form

listing the name of the artist, the work of artf (if
it has a neme), a description or reproduction of this,
and, most important, the name of the purchaser and
the price he has paid for the work of art., At the
bottom of the A.W.C. shhet will be a stotement that
the buyer zuarantees to pay the artist a certain per-
centage of the prafit 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 between 10 and 33% and should perhaps be
decided at future meetings of the A.W:C, or perhaps
be left open for the artists and the purchaser to

decided among themselves.

?3;arge guantities 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 Tor all sales of all works of art. Obviously
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“Glimswekr the force of the A.W.C. Sheet will be nartly

-+

symbolic and honoratry =t first, and it mey be Jif"icult
for artists in all cases to determire if their works

of art rmay not have been secretly or accidertslly resold
in distant parts of the country or the world, in the
ahsence of a central agency handling and checking up

on all workd of art covered by A.W.C, 3heets, 1+ will

=lso be difficult to be certzin that the re-vlztiors

i have descrived wadd huve teen carried out by in 11
cuses., 4in this connection 1 am souviewhat hopeful that

the mere existence of the A.%W.2. Bheet may spur into
existence the body necessary to enforce its provisions,
ard that this body will kextke perhaps comprise the
nucleus of womething tesembling the first traude urion

for artists in this country. I of course recogrnize

that. the great majority of urtists are by nature opnnsed
to extreme forms of organization and 1 very much respect
this poirt of view myself, but these considerations

do not deter me from hoping that some sort of viable
authority may one day be formed to protectfd the rights

of artists in=ﬁh¢s=manﬁezod”*A AST= %V“M»Q-"gu;r réﬁudv\

. A frwery m‘-"’k,
r;? What I have described also has a second part. have
spoken of the duty of the buyer to share N ﬁbﬂth
the artist when xﬁgfg%%igﬁg the work of‘art, but there
is also another factor. By far the largest and most
important buyers mmix of works of art are aur museums.

There is absolutely no reason why the museumS‘shguld‘(:::>
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not xXremg agree to strenghhen the A,W.C. vrincinle
here and now by pronising to pay a percmmtage of the
price for any work created by a living artist to the
artist hinmself, axzrxing This would of course have

to apply to all cases where the work of art was not
bought directly from the artist hiiself. TFor some
reason XYErYXELeRRxwarkExsfxzrixaxXe museums buy very Tew
works of wrt from the artist himself, Once agein € O
fair percentage would have to be worked out by suhseauent
meetings of tue A.W.C., but once the percentage hud
been decided upon and the museums properly informed

o# the intentions of the A.W.C., 1 nersonally can see
no reasons why the museums should not imrediately agree

to this A.W.C. nrinciple.

If the museums were to disagree and refuse to adopt it,
then it would seem fair to me that abtists all over the
country should respossess their work from museums all
over the country or engage in such demonstrations, sit-
ins, or other acts as seem likely % in each individual
case to bring the museum in question to its senses.

What is being proposed is scarcely a rER radical princi-
ple--it would merely reinforce what is already a rela-
tively popuddr notion, that a creator should have some
sort of proprietary right in his work even after he

has ald it——this is almost a prineiple of common law,
The artists can furthermore point owl in their defence
thatt they are only asking for the same return from their

-
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. . . 7:& and fikp=ialers
work as is received by writers composersgvgn %he

form of copyrights and royslties. These srours, «long
with actors and theatre peaple in general; also huve
labor unions to defend their rights. Artists do not
yet have any of this, and it is high time they beran

to work in the direction of gaining what other grouns
had begun to receive as much as xkxx thirty years ago.
Fopulat feeling will very probably run highly in favor
of the artists if they make this a principle nlank of
their platform. The direction is forwurd, &nd the tire

to take steps in that direction is now.
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The questien is: Is it pessible to bDe jeyous as an

artiss? Are peens and soulptures meaningful or are they

o their way out - as man seems to be? The Nuseum of

Natuyal History's cemtemnial exhibitiom Shis May is

called "Camn mar survive?"

Jack Burnhem in Beygnd Nedara Ssulntire suggests man is
evelving inte "an inerganic cencentrasien eof infermatiem-

precessing energy”. HNan's teols and his art werks will net be
oxtensions of himself, but the ether way arewnd.

Vhen lascauxvian man put the imprint of his ewa head en the

walls of the caves, it was as if he were sayingi"Leekn, I am real.
This representation of myself sutside myself makes me Xnow mere
“strengly Shat I exist™." "I Wreathe; I Shink; I clese my eyes
.:l\no celered images; I oclese out seunds and imagine new enes.”

What is the centemperary artist's comnection te his ewa werk?
Is 1t impertant to himself, foergetting the impertance it may
have teo otheors?

Takis remeved his soculpture frem She Nusewm of KNedera Ayt besause
he s8111 has a viadble $ie Se it. JFerhaps he felt there was seme-
Shing of his own spiris emcapsulated in i8. In cemtrass, many
artists wnknewingly have a lemming-like and self-destrustive
relatienshiy Se¢ what they make. Or they have a ritwmalised
relatienship. 7The activity asseciated with the werk may de dema
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fide in appearance, but the apprepriate affect and insellect
are net emmdbined to the aosivity.

These same smiists have swccunbed te the depersenalizing pressures
of everpepulation; Stechnelegy: and the establishment as epitemized
in the musewn, the gallery, and evea mere difficuls So detects -~
the pressures frem the frewp of artists te whish he delengs. The
fellewing quetes appear in "The Etermal Present: the begimnings
of AxS™ by 3, Gideen:

"Ars Sranspeses man's attitude Steward space, $o Sthe smetienal
sphere...."

"I i3 necessary e take actien befere space can deceme visible:
1% nust acquire form and boundary frem the hand ef nature or the
hand of man,*

I believe that the Art Verkers' Cealisien must make all necessary
efferts o open uWp new spaces for the artiss. Nere space is

neede to celedrase being a man,

30 Caslin Avenue
Staten Island, N.Y. 10304
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Shatemsns wads te Enamm of Modern Art. Saturday 22 Narch 196e
¥e are a mmall greup fram the art cemmwnity whe are symbelically
requesting free aduissien for all, Ve are imtentienally small
se we can sveid any vioclemce or vandalism. This is a peaceful
demenstratien. The Nuseum of Nedern Art is netenly eur targes.
We are making these demands (5) and (13 peints) ea all museuns
where apprepriate.

Here and new we are concentrating en the issue of free admissien

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

Genazal add shert staksment

I shink we sheuld centinue te press for free admission te

musewms, alge fer deors epen until midnight two days a week, Ve

shounld suppert the demands ef Black artists and ceatinue to

push the museums to expand their activities te all cemmunities.

In other werds, the 13 demands and §5 reaseas are still wvalid.

But I feel we sheuld begin te censider a cempletely differeat

and new structure, one of eur ¢wa making. I think we are

essentially wasting a let eof emergy, particularly ea the se-called

Nuseum of Nedern Art. BRather than censentrating eur offort. on
“miner referus of an elitist pewer-orieated strusture, we sheuld

meve quickly te form an erganizatien whioch ecan reflect the needs

and geals of the art community as we see them now, and alse attempt

te antieipate the future.

I tlurofu{o prepese de set up a "deard” mmaﬁuvo of the
astive art eammunisy, 1.e. artists, art writers, museum workers,

oto. S0 soordinate a dread variety of art astivisies.

o
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A Ioigh ldea of 3he seleckien of reprasentatives ad seeratisn
This deard could dbe elected each year at am epen hearing er

series swoh as this eme. The beard nembders weuld be salaried
amM 1t wenld de yessihle feor them te devege ample time e their
duties. The iunvelvements of the deard weuld range frem a shew
of paintings by Seenagers frem the lewer east side %0 earthworks
in Nere Park en Staten Island. A grewp with an idea for a shew
could seme te the beard and the beard weuld hdy find a space amd
help put the show together. The bdeard weuld have ne gallery
space of 1ts ewn, enly effice space. It weuld be cempletely
flexibhle in the kind eof material it conld preseat.
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To %hom It May Concern,

The Art Workers Coalition should demand the following as steps
toward improving film activities at the Museum of Modern Arte

1) Repleacement of Willard Van Dyke as head by Henri
Langlois, head of the Cinemateque Francaise, lLanglois
would be asked to bring a true Cinemateque to New York,
one in which artists and film lovers could become actively
involved in policy decisions at the Cinemateque,

2) Replacement of all ataff members of the Museum film
department, with the exception of Adrienmne Mancia, the
only staff member who has evidenced a true interest in
filmmaking and film as art. New staff members should
include Jonas Mekas as curator of avant-garde films,

Amc Vogel, curator of contemporary foreign films, and

a number of consultints operating in their area of apecial
competency,

3) Establishment of regional centers for film exhibition,
especially a L2nd Street film house and one in Harlenm,
bringing black- made 2kkux and okimodtiixax similar £ilms
to the black community,

L) Changing hours of screenings at West 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 Averme meorotaries and wealthy old
ladies,

5) Expansion of Film Study Center and opening of Center tn
publie, to afford wider access to films in the MOMA archive,

6) Transfer ofxxXx entire archive to 8mm for nationwide
dis free distribution of MOMA films,

7) Full cooperation of MOMA with a1l non-profit, educati nal
organizations seeking to exhibit MQMA films,

8) Establishment of governing board in film, comprised of
filmmakera, critice and other film people to oversee the
activities of the film department, insuring that artists
have a role in forming M(MA policy, deposit

9) Payment off print fees for all films taken on smxmn
at Hon h

James MacDonald
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I would 1ike S8 prepese a respense $o the Nusewm of
Nedorn ArS’s imvitation $o presens a listef artists

whe would 1like to do given & chamse %0 bo “"examined"

W NCHA directers - in hepes of exhibising. This is

in essemse an empty invisatien, 1ike the ene that gees
"drep over semetime”, an invisatien which 1t is understeed
Shat ens doemn's acceps.

The NONA's invitatien was a Seken gesture. I feel we
should respond in the spiris of this hearing., as an
art ceammunity.

Let us sulnis a 1ist of the 50,000 werking artists of
the Nevw York art camunity.
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I feel that the forming of the Art Workers Coalition 1s an important
step forward and if pursued cofrectly willl result in considerable
reforms within and without the museums and other art institutions.
It is particularly imvortant that for the first time artists,
writers, choreogranhers, filmmakers, etec. are working together
towards common goals, irregardless of their individual styles or
aesthetic outlooks. As one of the original sunporters of Takis

I have seen this movement expand and grow within a veryxzh short time.
The rapid growth I take tobgn indication that the movement offers
the very real possibilitiy of fulfilling certain long-felt needs
witin the art comrunity. I offer it my continuing support.

After th's Hearing, the most important task is the formulati-n
and adoption of a new set of demands. These new demands should then
be vresented to MOMA in the most dramatic way poesible. retitions
must be drawn up and signed and xmd ads faken in the newsvapers.

A large list of signatures 1s crucial.

I would like the new demands to include:

1. one free day (to be financed by keening the Museum oven in

the evening).

2. The a~pointment of a resoonsible person to handle any
grievances arising from the Museum's dealings with artists.

3. The wishes of a living artist in regard to the dis»lay
of his work owned by the Museum in any group show other than the
pernanent collectionf?i resected.

4, The paymen£ of rental fees for works of art borrowed by
the Museum for special shows.

5. A large, yearly show (po-8ibly in one of the Armories),

unjuried and open to all who wish to display their work.
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It 1is unlikely that MOMA will accent any of our new demands,

If, however, they do, AWC will end as an organization unless it is
understcod from the beginning that AWC fills = need much larger than
mere museum reform. If the Museum accepts our demends tiere is the
danger trat AWC will become an establishment "labor union" of artists
This must be avoided. AWC must draw uv a list of policies that go
beyond mere museum reform.

Since 1t 1s more likelv that MOMA will re Ject our demands
ageln, new ways of exserting pressure must be developed. We cannot
merely follow the techniques of the Vew Left or the students, These
may offer insmiration, bhut as artists we are in a bostlion to nrovide
new examples for other groups by develoning more effective methods
of protest.

It must be made clear that the museums now nsed the artlets more
than the artists need them. How can we make this clear? If none of
the new derands are met, I suggest we consider a boycott of the museum.
The effect of this, however, is contingent upon the rembership strength
of AWC. Artists with works on loan to the Museum can be engouraged
to withdraw their works. We can also get artlets to sign statements
that they will refuse to loan works without rentel fees.

KwkiXkhkkhe, It might be advantageous to begin developing our
owo alternatéve structures. AWC should sonsider sponsoring a yearly,
unjurieqﬁ show on 1ts own.

John Perresult
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THE SMALL COOL TAME REVOLUTION, PROTEST AND DEMONSTRATION MARCH 30TH

IN MOMA BY THE ART WORKERS COALITION MET WITH VERY LITTLE SUCCESS BY

THE MUSEUM OPFFICIALS. NOTHING HAS HAPPENED UP TO NOW., AND VERY LITTLE
WILL CHANGE IF THE ARTISTS INTERESTED IN CHANGE DO NOT GO ABOUT IT WITH

A PLAN AND CREATIVE IDEAS. 1IT SEEMS TO ME THAT THE VISUAL ARTISTS IN
GENERAL ARE SLOWER THAN THE WRITERS, ACTORS, MUSICIANS AND POETS IN

TRYING 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,
EROTIC 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 60 TO THE
MUSEUM IN BROOKLYN, AND THE BROOKLYN MUSEUM IS IN TROUBLE NOW =~ A 24% CUT
POR THE NEXT FISCAL YEAR, THEY SENT OUT A LONG PRESS STATEMENT OF
COMPLAINT WHICH HAS JUST ARRIVED ON 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)

IS NOT YET CRITICAL IN COMPARISON TO THE GENERAL SITUATION ACROSS THE
COUNTRY.

AWC'S DEMAND POR A FREE 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 1S OLD-FASHIONED AND HAS TO BE ADJUSTED

@ TO 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 IT TOGETHER, SPECIAL INTEREST GROUPS WHO WANT TO PUSH
THEIR OWN DEMANBS (ARTISTS ARE EGOMANIACS) HAVE TO BE FOUGHT FROM THE

VERY BEGINNING. THE WORD "COMMUNE' COULD ALSO BE CHANGED TO "TRIBE",

MAYBE IT 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 IS BASICALLY DUE TO THE DEMANDS OF THE ART PATRONS

WHO HAVE THE POWER OF CONSENT TO THE AWC'S DEMANDS, [IF 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. IT SEEMS TO
ME THAT SOME OF THE ARTISTS, ESPECIALLY THE ONES WHO COULD NO LONGER
DIGEST THE HUMILIATION OF THE GALLERIES (MAKING THE ROUNDS WITH SLIDES,
TALKING TO GALLERY MANAGERS - I DO NOT HAVE TO GO 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 1 SAID, THE ONES WHO COULD NO LONGER STOMACH THIS ROUTINE OPENED UP
SHOWS IN THEIR OWN STUDIOS. OTHERS JUST FORGET ABOUT GALLERIES, JOIN

THE MUSEUM FOR $20 A YEAR, TEACH AND NEVER SHOW; OTHERS DO STREET ART.

STILL OTHERS THINK, AS DOES ONE ARll?ILNHO WROTE ME A FEW DAYS AGO:

"Ir CALLERIES AND MUSEUMS CLOSED, IglﬁlLlTARY RULE CAME, 1T WOULD STILL

GO ON BY LETTER, BY NOTEBOOK, BY PRIVATE SHOW, "

IN THE CASE OF MOMA, AT LEAST YO GET THIS MUSEUM ON THE SIDE OF THE
ARTISTS WHO 5RE THE LAST CREATIVE FORCE IN A WORLD OF TOTAL DESTRUCTION -

IF MAN DOES NOT CHANGE THE CONDITIONS ON OUR PLANET(FEAR OF ALL OUT . ‘
ATOMIC WAR, POLLUTION, RA&ISH, CRIME) - IT SHOULD BE AGREED THAT A |

CHOSEN COMMITTEE OF AWC WILL BE ADMITTED TO THE POLICY-MAKING COMMITTEE

|
OF THE MUSEUMS AND THAT THE ARTISTS WILL HAVE SOME INFLUENCE IN THEFUTURE i

)
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REGARDING SPECIAL SHOWS AND SELECTIONS OF WORKS FOR THE PERMANENT
" COLLECTIONS AND THE LENDING LIBRARY OF MOMA, FOR THE CHOICE OF FILMS,
MULTI~-MEDIA PERFORMANCES, SYMPOSIUMS AND OTHER DISCUSSIONS, LECTURES

AND EVENTS. AUARflsr

AS A SEASONED REVOLUTIONARY ANDV%RT REPORTER I HATE TO BE CALLED A CR!Tle-

I DON'T THINK ANYBODY SHOULD CRITICIZE ART, OR HAS A RIGHT TO MAKE
ABSOLUTE STATEMENTS ABOUT WHAT IS GOOD 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,- I 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 53RD STREET
H!CHzstARGE 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 FOR ALL THE OTHER DEPARTMENTS. THE NEW
EXPERIMENTAL WING WOULD :B‘ERONGVG” THE PEOPLE, THE ARTIST, THE YOUTH,
ANYTHING SOLD IN IT WOULD BE PROFITABLE YO THE MUSEUM. AND MAYBE THE
NEW EXPERIMENTAL ART WOULD SOONER OR LATER LIQUIDATE THE bEFlC!T OoF
$600,000 THAT DIRECTOR BATES LOWRY TOLD US ABOUT IN HIS STATEMENT IN

THE NEW YORK TIMES. TO MAKE ROOM FOR THE EXPERIMENTAL WING, THE ART OF
THE PERMANENT COLLECTION BELONGING TO THE BEGINNING OF THIS CENTURY AN6
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 ART, THE EMPHASIS SHOULD BE ON ULTRA-MODERN ART

AND NOT ON THE ART OF YESTERDAY.

@ :
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(AHC'S COMMUNE OR TRIBE WILL ﬂulﬂlfiE;ISTS 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 1S CREATED BY ARTISTS, NOT BY CURATORS, HISTORIANS OR ADMINISTRATORS.

IT SEEMS TO ME THAT WITH THE CULTURAL EXPLOSION, THE WHOLE WEB OF THE
ART-INDUSTRY WORLD, THE ART-PUBLICITY WORLD, 1S TODAY MORE POWERFUL THAN
THE ARTISTS THEMSELVES. THE ARTISTS ONLY DO THE THINGS; THEIR POWER IS
"MINIMAL", SOMETIMES THEY GET MONEY, BUT THEY ARE MOSTLY ON THE LOSING

SIDE OF THE GAME,

LIL PICARD
APRIL 10, 1969

ART 16T ART-
RapoR‘rER.
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One reason that so many artists have become alienated
from the uvtown art scene i1s to be found, T thinl,

in the search for content that the artist undertakes
11 hie work, If it Aoes not become a form of
reality, art remains only meaningless decoration or

a luxury product. “Yow we are becominz aware that
Just to show work, even 2004 work, in the zalleries
or museums does not change the context wnich has been
established, &x which treats art as commodity and/or
entertainmant, Also, all types of art are so widely
espread that their effects cancel one another out:

we end up, as it were, with no art, only " superstars".
In place of 5ﬂtﬁth end develovpment, we have artific-
1ally stimulated movements which are quickly disposed
of when their novelty and commercial ucefulness has
gone. This sitnation has existed since Abstract
?xpreésionism madse the uptown scene, but only now

has it become anparent that organic development must
takre place outside of the art market. Part of the
reason for thisvhh is that most of the dealers,
curators and critics who form the establishment have
a 1ife style with i1s allied to the status quo. I.ife
style 1s, of course, a determinant of taste and
sensibility, which in this case favors elegant

decorativeness, easy solutions, and arty gestures.

/2.,
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Ae artists are well aware, the truth is that the
search for reality involves commithent and a struzgle
for viable form: it cannot béried up in wewk nackages '4#
and neatly labelled Pop, Op, Minimal, etc. The

only solution 1s for each artist to understand that
the art acene as 1t exists (and it 1s impossible to
see how it could chancze) Li diametrically opnosed

to the development of an art with valid content.

Wwe need a new beginning, 4difficult as this i1s to
bring about, founded on the common bonds between
artists that, freed from commercial and competitive~-

a% pressures, could hopefully be the underlying basils

for positive work,

Peter Pinchbeck,




T PoUSE€TTe -DART SY4

Jeanua ReaskteDert

Qualitative juigments aside, it is a faot that certain recent
novements in art and music have helped $eo extend the pudlic's
Selerance of art forms and have centributed to an increased
incerperatien of art ferms inte everyday life. The questioem
which must bde asked is, is this exteanded telerance taking place
within the apt werld itself? Or is the mythificatien ef art
deing perpestuated by an anachrenistic system which is accepted
as traditiom?

Te direct the attacks of this mevement selely against the Nuseum

is 1llegical and unrealistic. Beth the gallery and the musewn

are part of a system which has lest sight eof its reasea fer
existing - te represent artists and te make art aceessidle - and
turned inte a menstreus autematen which manipulates artists as
theugh it has forgettem i% is nething witheut them. The preseat
system is parasitic, eaten threugh with expleitatien and cerruptien.
mly the ege of the aréist permits it te exiss.

& facats af ibs axstem ¥hiah muak chaRse:

1 The gallery as it exists is a husiness. The art preduct is
handled in the ssme mamner exactly as cammereial preducts. Out

of & 1ayge mmber of preducts a fow aye chesen by certain standards
of desivadility and premeted. A cammersial preduct is desirshle
for ebvieus Treasens: it Sastes creamier, washes whiter, etc.

In the art werld standards of juigmens are oensidershly less
distinss, as shey camnet be arrived at threwgh single cemparisea.
And the chelce is n?t nade By the consumer Wt ¥y the 3.11.:7

whe them allews the public to selest frem its selecssion. Whieh

Wrings us o a secend faocet which must change.
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2 The gallery dictates taste. The public seds osnly what is

in the gallery and the museum, which means he sees abeut 20%
(very reugh guess) of what goes en. Re 1s net cheosing first
hand but secemd hand. This is where the gallery has its hold

on the artist. But art deesn't need premesion - it only needs
teo bo made acecessidle.

3 The gallery is not concerned with the rights eof the artist.
Thers is ne such thing as a copyright er reyalties in the art
world, Scmeeme can Wuy a piece frem a young artist for $200 and
Fesell 1% for Swice as wuch whea he has gained a repusation and
She artist makes nething en 1s. Ne is Pullied inte demating
works te museums in erder that he be sufficiently represented.
Ke is given nething fer repreductions of his werk im magazines.
A gallery, me matter how geed, 1is expleiting the artist, unless
1% basks hin em these rights.

A  Galleries de met Wring art te peeple, they brigg art Se the
rieh. Geo into a gallery. Tell them you are Jehn 3mith and you
wvant o see swme of 50 and se's werk because you missed his last
show. There will de little ceeperatien. Vere yeu a Burtea eor
a Kemnedy and were your imtent te duy, chances are you would
Rave the ingratiating ceephratien of the directer himself. The
fact that they sacrifice sypace, the single mest impertant facsser
in exhidbiting wezk, for yrestigieus addresses reiterates their
$xue intentiens.

&



)
m;ﬁ.ﬁm a Y4

Alsernatives to this system depend en remeving she meney-
meking erientatien. Remeve the middleman. Have “free”
galleries run by a retating beard of directers (artists perhaps
but not necessarily) whe are net paid by cemmissien dus whe
are yaid a flat salary. The expenses weuld be swpporsed

by a small percentage of every artis¥s yearly earnings.

Desentralize $he gallery system Wy meving it into differems
ayeas. HNake 1% mere accessible to mere peeple.

Cud swwm directers and gallery directers dewn te whats they
are, custedians of art.

17-1) Neosker 3%, NYC.
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Over the past year the Naw York Free Theater has been initiated
by a greup of radical artists, cemposers, actors amnd oritics.
Black and white artists have besn werking together oreating a
comnunity participation theater which attempts to help the
ceununitios with wvhem we perferm evelve a pelitical understanding
adequate te the situatien we all find eurselves in, adequate to
changing basic secial institutiens and processes.

Our experiences have been wildly differentiated, bdut in relatien
Se this epen hearing of the Art Workers' Cealitiom, I weuld like
Se raise Sow small issues:

« The Free Theater brings radical arts festivals inte forgotten,
oppressed cemmunities, heping to decentralise, anarchize and
democratize the arts and disselve the deundaries between art

and 1life. PForget the musewms, mass nedia and duresaucratised
arts institutiens. Adanden Sthe totalitarian ratienaliszation

ef the arts and helpy us as we werk en the streets and in the
communities of Nanhattan, the Broax, Breeklyn, Queens and Staten
Island, Our desire te destrey repressive arts institutiens is
negated by she media attention eur public demenstratiens direct
Soward them. 1Ry maintaining ouf fecus em these imstitutiens we
waste eur energies while learning enly meore sephistiocated styles
of rebellien whickh end in recemcising us te , and reiategrating
us inte these institutioens.

If we wish te demecratize the mts and help all ef us develep @
our creative capacities, them let us redirect seme of our energiles.
Let us withdraw seme of our creative emergies frem self-refereat
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grsups ad redirect them to the aesthetio and pelitical grewth

of the mass ef American citizens we usually see as helpless
victins of "fascist enmmies™. A mevemeat such as the Art Workers'
Cealitien faces the danger of beceming just eme mere olitist
greup, which in the mame of liberation exprepriates pewer for
1sself. Ve can aveid Shis by initiating prejects shreugheut the
country; creating a mass base of radical pelisical and aesshetic
cemsojousness. This is the precenditien fer radical secial
Sransfermation.

Specifioally we weuld welcome, a8 we asserts our cemradeshiy with
She Ars Verkers' Cealitiem, an imterfeeding with you. Jeinm us

this sumer as wve run werksheps areund the New Yerk area. The

H.Y. Pree Theateris lecated at 87 West 3xd 88, NYC, 477-0400.
Flease let us werk Segether. Alse a number ¢f radical theater
gyeups have ceme Sogether te erganise She Radical Theater Repertory
(RTR 243 E 118k 8%). RTR and ANC gheuld join tegether ia a nen-
cempetitive cealition. Ve must maintain adequate cemmunication
smengst all eur actioms.

New Yeoxrk Free Theater.
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THE LINE OF REASONING BEHIND THE ATTACK ON THE PRACTICES OF THE MUSEUM
OF MODERN ART CAN BE APPLIED TO A MDRE FAR REACHING AND LOGICAL TARGET:

THE ART -SCHOOLS. SINCE ARTISTS AND CURATORS (ART HISTORTANS) ARE USUALLY
EDUCATED IN THE SAME SCHOOLS3 AND THE ART ESTABLISHMENT BEING WHAT IT IS
POLITICALLY; “m“)ﬂh THE SITUATION OF AN OLDER GENERATION OF ART HIS-
TORTANS COMENTING ON THE ART OF YOUNGER ARTISTS. THIS TELESCOPIKQ 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 DUBIOUS
SOURCE OF AGGRAVATION 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 ESTABLISHMENT WITH MUCH PUBLICITY LAUDING HIS CNHURAGROUS
AVANT GARDENESS TO BE ASSIMILATED AND FORGOTTEN WITHIN A FEW MONTHS. ONLY
THOSE ARTISTS EXTHEMELY AWARE OF THE FAST PACED SCENE CHANGES CAN HOPE TO STAY
IN THE SPOTLIGHT FOR LONG, AND KVER THEY EVENTUALLY APPEAR TO BE SELL-OUTS.

I WAS ONCE TOLD BY A PAINTER THAT IP YOU MAKE A GRAB IR THE SPOTLIGHT
YOU HAD BETTER MAXE SURE YOU HAVE SOMETHING T0 SAY IN CASE YNU GET IT.

THIS 15 IN TOTAL €RRON,
TS A H03 OB BYMEREY, BECAUSE THE SPOTLIGHT MEANS THAT SOME CRITTC NR
CURATOR THINKS YOU'LL BE IN FASHTION AND PLUGS YOUR WORK, 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 FOR
THE WEALTHY NOELES OF THE WORLD, SO ARE THE ART SCHOOLS UNDER STRONG OUTSIIE
CORTROLS,

THE SCROOLS HAVE DESERTED ART IN MASSE uzﬁgAVE BEGUN TO DEVOTE MOST OF
THEIR EFFORTS TO ESTABLISH DOMINATE COMMERCTALVAND DESIGN IMAGES POR THEMSELVES,
THIS IS KEEPING IN LINE WITH FEDERAL AID PROGRAMS TO SCHOOLS OFFERING TRADE
SKILLS THAT CAN PROVIDE JOBS FOR STUDENTS, MANY SCHOOLS HAVE COME TO DRPEND
ON THIS MONEY FOR CONTINUED OPERATION. A FINE ARTIST IN THEIR MIDST 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 ANYONE WOULD WANT
T0 "SUFFER" WITH ¥BEFR ART WHEN THEY COULD BE LINNING THEIR POCKETS.

WHILE THE ARTIST IS BOUND ON BOTH SIDES BY THIS MORAL CONSTIPATION,

HE STILL MUST 7REATE HIS ART, AND HE STILL MUST EDUCATZ HIMSELF, I OFFER
THRER GENERAL STEPS TO TAKE TO BEGIN THE TRANSITION INTO THE FUTURE OF ART:
(1)

ARTISTS MUST WITHDRAW TOTALLY FROM GALLERY AND MUSEUM AFFILIATIONS AND
BEGIN TO SET UP SECONDARY METHODS OF DEALING WITH %& ART.

(1T1)

BEGIN TO BREAX DOWN TEE SYSTEM OF EDUCATION PRACTICED IN THE SCHOOLS AND
COWSTRICT NEW PLACES OF EDUCATION FOR ARTISTS. IT SHOULD BE A PLACE WHERE
ALL ARTISTS ARE TEACHERS ANV ALL TEATFERS ARE STUDENTS, A PLACE NF EXCHANGE,
NOT GIVE AND TAKE, OF DOING NOT TELLING. IT SHOULD BE A FILACE NF COMMUNICATION
NOT A SCHOOL.

(111)

ATTEMPT TO REDISTRIBUTE THE CULTURE AND GET IT OUT OF THE POPULATION
CENTERS SO THAT EACH ARTIST IS FREE TO BE HIS OWN CENTER OF CULTURE AND
HIS OWN SOURCE OF VALUES.

IN CONCLUSION: AMERICAN ART IS STILL VERY MUCH A REGIONAL THING--- SO
MUCH SO, THAT ARTISTS HAVE T0 RELEARN AND REDIRECT THEIR ART WHEN THEY CHANGE
CULTURE OR POPULATION CENTERS. IT IS OUR GREAT FATLURE THAT WE HAVE NOT BEEN
ABLE TO GIVE EVERY MAN A KNOWLEDGE OF FIS CULTURAL HERITAGE IN THIS CENTURY
OF MASS COMMUNICATION, IT IS TIME NOW TO BEGIN USING THE ESTABLISHMENT AND
THE MEDIA POR OUR PURPOSE AND TO STOP THEIR USING OF US FOR GATN. 5888 SER®

AN SABTR GAE MR ABF SERISUG Y03 h GRANAE, SOIedY HiY O 4B 84S,
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April 10, 1969

A STATENENT ANttt

One of the acute problems facing most artists today,
simply stated, is that his chances for getting his work
out, that is exhibiting his work, is very slim, The up-
tignt gallery situation upon whicn he is dependent is
totally ins#fficient. There are just too many aetists
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. 4ill artists
have a right to show their work and should have appropriate
space available to them for t.is purpose. ﬁet natural
cselection, rather than gallery selection be the weeding
out factor. The gallery situation vhich exists today has
resulted in a surreptitious in-figliting amongst the artists
jockying for a little in-position. He has developed a secretiv-
ness and an off-handedness that is sometimes taken for a
cool., is one artist recently said, " If you have heard
about it, it is already too late, What can we do to get
out of this shidt¥y situation.”

To seek a solution from the present museum structure
is at best a meager palliative, It won't solve anything.
icost artists will be in no better position than they were
haefore .

What we need clear and simple, is another museum;
a special kind of museum devoted solely to exhibiting
contemporary art works. This museum should ndther buy,
own, or show art collections. At this point I would like
to make a proposal which follows.
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PROPOSAL

1) That the Museum of odern Art, The W hitney
Museum, The Guggenheim liuseum, The Jewish Museum,
and any other major Museum in the City of New York
form a joint committee, for the purpose of raising
funds, orsanizing, and actually taking the responsi-
bil%ty for the construction of a two-winged kuseum

a
That a committee of artists and critics be
created by each group respectively, to consult with
and)act in conjunction with the Kuseum commitdee.
b
That all members of this committee shall be
be paid for their time and effort.
" W

2) That t:is kuseum shall be co-owned by the res-
pective lluseums involved. That these respective
lluseums be responsible for directing, staffing, and
maintaining the New luseum,

3) That this Museum shall not collect, buy, or
own any art work, nor shall they exhibit any per-
manent collections.

4) That tais Museum have a rotating committee
or jury comprised equally of iuseum Curators, Critics,
and Artists, and that these rotating juries be res-
ponsible for the selection of all exhibitions.

5) That one wing be 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
annuals 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) That all artists of other nationalities, re-
siding in the United Ctates for a short period of
time, shall be elegible to exhibit their work.

7) That 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 artists t they submit photo-

: @ graphs, es nidega%%%%fiﬁﬁaﬁi 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,
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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-

submit.

9) That no artist that is shown in any of these
group 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 Street
New York, N.Y. 10012

# 982-1785

@
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Kaedies, I would like to meke this WiNEp#e recom:endation:
Homgh, Aaghodonl - e up ir Mewly hive 6_7

that all children Nyears of age be admitted

to museums with or without pay, as they themselves may indi-

&Z\A%Lw
cate. If guldes are needed to help or wa;iﬁ%iﬁsaQrE’;?ogram

could be 1lnstituted for high school girls to work in the .

[euiv b Aot e o aradai *i'“@;iZ%E

museum one mornling or afternoon a week, Jto conduct emall

e
children, singly or in groups -- and glvimg then ¥ anmg the

cholce of what they would like to see: painting, sculpture,

‘

photography, architecture, design. It will also be a
good art education for the guides, who, in intervals of
freedom, could vislt the museum library or be shown
through the staff rooms to become cognisant with the

activities of which a museum consilsts.

Rt |40

&) |
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The Modern puseum 1s & business or monopoly. Unlike monopolies
regulating public consumption of fare in other businesses, the
government does not seek to destroy it but rather applauds it
for being a good exemple of caplitalistic efficiency. And well
it should be applauded on this abstract_basis; for what other
business has been so devious as to be able to 3ot the standards

by which 1t 1s to be judged?

The lack of concern for this monopoly is two-fold. The government
enjoys seelng leftlst-leaning, communist-inspired artists under
regulation, What could be better than regulating them and

public taste for so long and having artists‘believe they are not
really belng regulated but are having a faevor done for them? The
The other reason is a loop~hole made in their regulation of
monopolies, A private 1nst1tut10ﬂpan't be prosecuted under the
same laws of collusion as a public institution, whether or not
that private institution has triple the power and effect of any
pudblic institution. Thus the Museum of Modern Art gets underwritten
by the CIA and NBC and CBS join in to give the public the news

as they see it. This 1eave§ﬂOMA in the hands of the trustees

who are, incildentally, also the trustees of t..e Guggenheim, the
Los Angeles County Museum and every other museum in this country.
These people have different overt manifestations but they are the
same people. Your one vote today 1s directly commensurate with

" the size of your flnanclal last name.

The object of the wealthy 1s to control and expldt the poor
(sensibility now being fﬁhly established as a concomitant of bank
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balance) and to tell them what is good and bad arf. The irony
here i1s that they believe they have a right to do this.

The Museum makes the mistaken assumption that because they
acquire a painting it must be good, and if they acqulre ten
peintings they must be great, The gallery with its prestige is
the microcosm that allows this to occur. They proceed from here
to give the results of their findlngs, the "Kudo" to the artist
end the assurance to their investments a show. They present

the public with apples and pears; how are the people supposed to

know cherries exist.

It doesn't take an assescment such as this to show the Museunm
has no qualitative basis for judgment - look at the collectlon.
I would 1like to ask a question here. Why,with all the bad white
art in the Museunm isn’t there end equal quantity of bad black
ert? Since the Museum desn't make qualitative judgments about
art, it is impossible for them to say that 1t 1s because the
black ertists are not of the seme high (low?) standard. I must

thus conclude that the Museum is raclist.

In order to perpetuate the hoax that the Museum has so surreptitiouslﬂ

gone about creating, they have stooped to blackmail and giving
the media false information. I wonder how fa_ they will go
beforeit is ell over. Fo» blackmail I refer you to the letters
gent to artists that are to be represented in the Museun's

permanent hispdbrical document of the fortles. Artists were told

 that if they did not want to be represented by the small or

insignificant works that the Museum acquired earlier, they nust

donate large canvases. The show was arranged by .. ... ...-..e



JAY WHOLLY 0

The Museum told the press that the artists?! coallition told

them that they intended to come to the Museum for thelr Sunday
deménstration aend "vandalizef the art. This was after executlve
menbers of the staff had been informed by individual particlpants
in the coalition that we had no such intention, nor would

anything of that nature occur.

The Musevnm should have only revolving group shows and should have
no permanent collection. This would eliminate the need to make
thelr investments pay. The exhibits shcould be governed by a
revolving board of an equal number of artist, critics and
adninistrators. It should revolve once =a yeaf with each board

being responsible for two shows,

The money for this could be raised through tax-deductible donatlions
by the few people vho would still be interested in art., If too
much money was ralsed, grants could be given out to artists.

All artists could be texed 3 or 3% of their yearly earnings 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
have the democratic bases described above. I~ a law couldn't be
passed similaf to the one in France, then ail artists whould make
anyone who buys anything sign a contract guaranteeing that the
artist receive a percentage of the increase in value whenever it is
_resold. As these things are enacted, a leve;ling-off.or prices
should occur and all art of living artists, good or bad, should

cost thne same amount.
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There are a 1lct of things becides the Modern that a group of
Artists as a power block could direct their energies toward,

THE ECONOMIC SITUATIOF*IE* JOB, RENT, FOOD, SUPPLY MOYEY,
Reaserch sho uld be dome of the WPA support of artists during
the depression, Also research into the Scandinavian support of
their artists, Seme sort of ground plan or link up should be
made with the projected minirum annual wage., This seems
proJected pretty far into the future but we may get some 1deas.

THE DISPTAY AFD SELLIYG OF VORK,

I think fdeas should be suggested for alternatives to the up-
town situation., Research should be done on Legal copywrites.

Lincoln center has State and Rokefellow money for 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 tcwn nucleas

like tenth street used to be,

WE could form a mutual aid society,

EDUCATIOXY

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 like Ford like

to back experimental Education ideas.

The community of Paul Williams at Stomy point offeres another ieé
idea for reaserch into liveing working communities in proximity
to Few York, .

PUBLICATION

KY final idea X think is most pertanant to this particular
group and time,

How about getting out a publication that ceuld 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 them,

The Columbia students have set up there own printing shop.

Ve could even dream of something like THE GREAT REAR PRESS,

Ann Wilson





