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OTHER GROUPS WITH GOALS SIMILAR TO THOSE
OF THE AWC ARE INVITED TO MAKE FREE USE
OF THE CONTENTS OF THIS PUBLICATION FOR
THE PURPOSE OF REALIZING OUR COMMON AIMS




Sindrofoi:

Let’s hope that our unanimous decision January st 1969 to
remove my work from the Machine exhibition at the Museum of
Modern Art will be just the first in a series of acts against the
stagnant policies of art museums all over the world. Let us unite,
artists with scientists, students with workers, to change these
anachronistic situations into information centers for all artistic
activities, and in this way create a time when art can be enjoyed

freely by each individual.

Takis
New York

January 3, 1969






THE “MUSEUM" BELONGS TO ALL THE LIVING ARTISTS WHO WISH

TO REGISTER WITH IT.

THE DIRECTORS OF THE "MUSEUM" WILL BE REPRESENTATIVES OF
THE ARTISTS - ELECTED BY ARTISTS IN LARGE PLENARY MEETINGS,
THEY WILL NOT BE THE HAND- PICKED DARLINGS OF A COTERIE

OF TRUSTEES AND STOCKHOLDERS.

IF TEE MUSEUM IS TO BE A LIVE INSTITUTION, EVEN AS THE MONEY
NECESSARY FOR ITS GROWTH COMES FROM SINCERE PATRONS AND
SUPPORTERS, THE DIRECTORSHIP IS ONLY THE RESULT OF A PROCESS
GENERATED BY THE ARTISTS- ALL OF THEM- WITHOUT ANY POSSIBLE
DISCRIMINATION ALONG THE PETRIFIED CONCEPTS OF AGE, RACE,
RELIGION, NATIONALITY AND IDEOLOGY. JUST REGISTER YOURSELF
AS N ARTIST- OWNER OF THE MUSEUM, USE YOUR BALLOT OR YOUR
FOOT, CHAOS IS AN INTRINSIC PART OF OUR ORDER- CREATION.

THE PERMANENCE OF INNER RENEWALS, THE WILLINGNESS TO CHANGE
TO THE RADICAL NEW, THE CAPABILITY TO ABSORB THE GROWING
MULTIPLICTY OF INFORMATION AND TO AJUST TO THE BROADENING
.NET./ORK OF NEEDS AND DEMANDS. THESE ARE SOME OF THE FACTS
TEAT DIFFERENCIATE A DYNAMIC LIVING ORGANISM FROM THE
RIGIDITY OF A DECAYING AND DYING ONE, AT THIS HOUR, STARTS

THE TESTING OF EVERY "MUSEUM". WILL THEY BE THE VAPID
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DEATH- CHEAMBERS OF A SECTARIAN, CRUSTACEAN, BOURGOIS ESTAB=
LISEMENT ? OR WILL THEY BECOME THE ILLUMINATED HARBORS OF

TEE THROBBING, FLOWERING MASSES OF A JUST SOCIETY?

EXAMPLE - OUR SUGGESTION

A SERIES OF FOUR SHOWS, OVER A PERIOD OF FOUR MONTHS IN

WHICH EVERY SCULPTOR LIVING NOW IN NEW YORK CITY ( IN
ALPHABETICAL ORDER) WILL BE REPRESENfED BY THREE WORKS

AT THE " MUSEUM", REGARDLESS OF SIZE, OR STYLE, OR PREVIOUS
HONORS. WITH FANFARE OPENINGS, GUESTS OF HONOR PICKED BY

A COMPUTER, ONE PICTURE OF EACH ARTIST, AND WORK, PRINTED

IN GLOSSY CATALOGUES, TO BE BRIEF, THE WHOLE WORKS. ALWAYS,
EVERYTHING EQUAL.

NO INTERMEDIARIES: PATRONS, COLLECTORS, OR GALLERIES WILL

BE RECOGNIZED AS PROXIES OF THE ARTISTS. EVERY SELF- APPOINTED
ARTIST WILL INTRODUCE HIMSELF TO THE MUSEUM AND" REGISTER HIS
WORKS, WHICH WILL THEN BE EXHIBITED WITHOUT BEING JUDGED, BY ANY
COMMITTEES OF CURATORS, ARTISTS, CRITICS OR OFFICIALS., TODAY
ONE CITY AWAKENS TO THE SOCIAL CONSCIOUSNESS OF ITS ARTISTS,
TOMORROW A HUNDRED CITIES WILL AWAKEN,

WE HAVE HEREBY STARTET A DIALOGUE.

JAN 3, 1962




- STATEMENT OF JANUARY 5, 1969

On Jaruary 3, 1969, Takis and a small group of his friends
removed his "Tele- sculpture 1960" from the Machine exhi-
bition at the Museum of Modern Art. This actiom was takem
because the work was exhibited against the artist's expreses

consent.

‘@ consider it to be a flagramt injustice that an artist
should be unable to exercise amy control over the exhibi-
tion of his work during his own lifetime, regardless of
who owns the work legally,

In relation to the above injustice, we .re op.oged to a
number of ecurent museum practices 1

1 The exhibitiom of works by living artists against their

express consent.

2 The degree of control exercised by museums, palleriea
and private collectors over the work of living artists.

3 The lack of consultation betweea museum authorities
and artists, particularly with regard to the maintenance
and imstal ation of their works.,

b The unauthorized use of photographs and other material
for publicity purposes,

7o believe that the reevaluation of the ri ghts of artists
over their work during lifetime is long overdue and wish to
iniciate an open dialogue comgerning artists especialiy

in the following areas: copyrights, reproduction rights,
sxhibition rights and maintenamce responsibilities.

«e¢ chose to confromt the Musewm .. Modern Art: directly

Bot only to draw attention to a specific injustice, but alse
as syaflie act to stimulate a dislogus which night signi-
ficantly inerease artists® control over their works.
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SOUL’S BER}e Met Museu™

Heavy GY9T™sO1 b AGAIN 111!

The Metvopolitan Museum's "HARLEM ON MY MIND" show, scheduled to pre-
view THURSDAY, JANUARY 16, must be poycotted by the entive Black communi-
ty!!!

The show is, supposedly, an histovical sociological photogvaphic suvvey that has
been ovganized by whites who do not begin to know the Black Expevience! Move-
over, the incvedible sum of one half million dollars ($500,000) was spent to mount
an exhibition whose ''divector'’ (Allon Schoenev) either ignoved ov, even wovse, un-
substantially vepresented the advisory resouvces of the Black artistic and intel-
lectual community.

Present-day Havlem is geographically (Havlem begins at 96th Street) on the doov-

step of the Metropolitan Museum of Avt. It is thevefore mandatory that the Mu-
seum become move awave of and sensitive to the needs of the Black community!

WE DEMAND:

1) The immediate cancellation of the "HARLEM ON MY MIND" show, scheduled
to open officially Saturday, January 18.

2) That the Metropolitan Museum appoint blacks to policy-making and cuvatorial
positions.

3) That the Metropolitan Museum seek a move viable velationship with the TOTAL
BLACK COMMUNITY!!!

JOIN OUR PROTEST DEMONSTRATION AND BRING A FRIEND, THURSDAY,
JANUARY 16, AT 6 P,M. - METROPOLITAN MUSEUM, 5TH AVE, & 82ND ST,

For fuvthev information, please contact:

THE BLACK EMERGENCY CULTURAL COALITION
Chairmen: Benny Andvews (BE 3-3248)
Henri Ghent (988~4558)
Edward Taylov (831-5292






moma

by ' THE EAST VILLAGE OTHER

N 24,
Alex Gross JAN 2 1967

Demonstrations at the Modern Museum have tended to
affect the art world the way revolutions in Paris have af-
ected the world beyond it. The first demonstration of artists
in the Thirties was against the conservativism of the admin-
istration at that time and opened the way to a fuller accept-
ance of abstract art in America. The second demonstration, on
April 24, 1960, was against the domination of galleries and
museums by a single art style, that of abstract expressionism,
and alsQ against the supremacy of a single criticism favoring
that style. Soon after this demonstration came = comparative
revival of figurative work, followed by the developments of
pop, op, and psychedella which opened art out into many new
styles and media. There is therefore good reason to wateh and
listen for all the signs and symptoms after the act of protest
carried out by the Greek artist Takis and his friends on the
third of January of thls year, a year when anything can happen.

On this day Taklis removed one of his kinetic sculptures
from the Machine exhibition at the Modern and sat with it in the
museun garden for two hours amidst menacing museum guards (one
of whom suggested he would have been shot for doing the same
thing at the Metropolitan) before he and his friends were per-
mitted a dialogue with the curator. Not presented to the
curator at this time were the suggestions of the more militant
members of this group, among them Takis and the Persian poet
Farman. These suggestlions, while rejecting conventional defin-
itions of revolution and fashionable sloganeering, embody con-
crete proposals for renewal not only of the Modern but of the
whole museum scene. The group feels they may also justify ex-
panded and extended demonstrations in the future.

The proposals thusfar put forward by Takis and Farman
are meant to ralse the level of the art world at every point
and not merely to benefit a single school or group of artists.
Ideas are still in the planning stage and highly flexible, but
among those proposed so far:

1) The Museum of Modern Art should be open free of
charge to the general public on at least one day of
every week.

2) A Registry of Artists should be compiled at the
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Modern for the benefit of all museums listing

all artists 1living in the New York area. For the
purpose of thils reglstry de facto recognition as
an artist should be glven to any person able to
present a body of work.

3) Using this Reglstry as a basls, a completely
random show of all artists should be put together

by lottery and shown at the Modern at least once a
year. While it 1s possible that such a show wlll
contain much medlocrity, 1t i1s felt that this method
will not be any more dangerous to the public taste
than the one now 1n use. There is a precedent for
using a lottery in last year's Pavilions in the Parks
program in London, where artists were awarded pav-
1l1ions by chance 1n which they created happenings.

L) A similar random show of phtographs should be
instituted.

5) A much more direct relationship between the
museum and artists should be cultivated. At pre=
sent almost all contact must go through gallery
owners and other middle-men. Thls relationship
should express 1tself particularly where conditions
of exhlbition are concerned.

6) A plan should be evolved to provide the artist
with some percentage of the resale price of his work,
whether thls goes up or down. At present artists,
unlike wrlters or composers, recelve money only from
the first sale of thelr work, and the effect of any
later sale is felt only by the subsequent owners.
This 1s particularly important for the majority of
artists who only sell a few works and who can never
hope to sell a work to a major museum, with the at-
tendant publicity and price increase this could bring
to all thelr work.

7) Both known and unknown artists should be admitted
as members to the Board of Directors of the Museum of
Modern Art.

8) Artists should be encouraged to create Tech Art

pileces which can be manufactured for the masses, and
the Museum should undertake to lessoen the mystique

surrounding the origlnal work of art.

9) Rooms should be continually available at the
Modern for the mounting of environmments, and there
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should be at least one environment continually

on view. At thils writing the Modern has never
sponsored an environment. Artists should be
invited and given funds to mount such environments
for perlods of two weeks or longer.

10) The artist should retain undisputed copyright
in his own work, regardless of who owns it, and he
should have reasonable access to see it when he so
requlres.

Most 1mportant of all, it 1s felt that an attempt
should be made to alter the atmosphere now given off by mu-
seums, to challenge the sense that the visitor must enter the
museum 1ln a state of awe, behold the works in a state bordering
on rellglous ecstasy, and leave with a feeling of having been
thereby enriched in one's culture and innermost soul. This
effect may bear a remarkable resemblence to what church-going
once gave, but there 1s no evidence that it is good or mean-
ingful elther for the visitor or the work of art. The art-
1sts in this group recognize that their task will not be easy
and welcome suggestions from other artists or interested part-
les on how to make their suggestions more practical and real-
lgzable. They also believe that further demonstrations at the
Modern and elsewhere may be necessary to drive home their
points and would welcome the partlclipation of artists, students,
actors, writers, and any other interested persons. Suggestions
may be forwarded to the group care of EVO. The members of the
group so far are Takls, Farman, Hans Haacke, Nicholas Calas,
Willoughby Sharp, Elizabeth Biar, and Dennis Oppenheim.

This means that last year's demonstrations in the
unlversities may take place this year in the museums as well,
though it has yet to be seen if artists living all over the
city will prove as devoted demonstrators as students living
or working on theilr campuses. No one should be surprised if
the museums do become such targets, though 1t is to be hoped
that the works of art will not be damaged. The present mood of
our society is to ask deep-cutting questions about the very
meaning and purpose of culture, questions which may have no de-
finitive answers but which will nonetheless be asked. If the
result may be partly to demystify the artist, it may also be
to make his work more accessible and socially meaningful.
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1) The Museum of Modern Art should be
open free of charge to the general public on

at least one day of every L“_ki o .

2) A Rugistry of Artists should be compiled
at the Modern for the benefit of all museums
listing all artists living in the New York area.
. For the purpose of this registry de facto, rec-
ognition as an artist should be given to any
person able to present a body of work.

3) Using this Registry as a basis, acomplete-
ly random show of all artists should be put
together by lottery and shown at the Modern
at least once a year. While it is poesible that
such a show will contain much mediocrity, it
is felt that this method will not be any more
dangerous to public taste than the one now in
use, There is a precedent for this procedure
in last year’s Pavilions in the Parks program
in London, where artists were awarded pavi-
lions by lottery in which to create happenings.

4) A similar random show of photographs
should be instituted."

5) A much more direct relationship between
the museum and artist should be cultivated.
At present almos} all contact must go through
gallery owners and other middle-men. This re-
lationship should express itself particularly
where conditions of exhibition are concerned.

6) A plan should be evolved to provide the
artist with some percentage of the Yesale
price of his work, whether this goes up or
down. At present artists, unlike writers or com-
posers, receive money only from the first sale
of their work, and the effect of any later sale
is felt only by the subsequent owners. This is
particulary important for the majority of ar-
tists who only sell a few works and who can
never hope to sell a work to a major museum,
with the atendant publieity and price increase
this could bring to all their work.,

7) Both known and unknown artists sheuld
be admitted as members to the Board of Di-
rectors of the Museum of Modern Art.

8) Artists should be encouraged to create
Tech Art pieces which can be manufactured for
the masses, and the Museum should undertake
to lessen the mystique surrounding the original
work of art. :
~ 9)Rooms should be continually available at
- the Modern for the mounting of environments,
and there should be at least one envirenment
| continually on view. At this writing the Modern
! has never sponsored an environment. Artists

 should be invited and given funds to mount
 such environments for periods of two weeks
| or longer. R _
|- 160)The artist shquld retain undisputed

. copyright jn his own work, regardiess of who
owns it, and he should have reasonable access

to see it whén he so requires.




13 DEMANDS

submitted to Mr. Bates Lowry, Director of the Museum of Modern Art,
by a group of artists and critics
on January 28, 1969.°

1. The Museum should hold a public hearing during February on the
topic "The Museum'’s Relationship to Artists and to Society”,
which should conform tc the recognized rules of procedure for
public hearings.

2. A section of the Museum, under the direction of black artists,
should be devoted to showing the accomplishments of black artists.

3. The Museum's activities should be extended into the Black, Spanish
and other communities. It should also encourage exhibits with
which these groups can identify.

k., A committee of artists with curatorial responsibilities should be
set up annually to arrange exhibits.

5. The Museum should be open on two evenings until midnight and
admission should be free at all times.

6. Artists should be paid a rental fee for the exhibition of their
works.,

7. The Museum should recognize an artist's right to refuse showing
& work owned by the Miuseum in any exhibition other than one of
the Museum's permanent collection.

8. The Museum should declare its position on copyright legislation
and the proposed arts proceeds act. It should also take active
steps to inform artists of their legal rights,

9. A registry of artists should be instituted at the Museum. Artists
who wish to be registered should supply the Museum with documen-
tation of their work, in the form of photographs, news clippings,
etc., and this material should be added to the existing artists’
files,

10, The Museum should exhibit experimental works requiring unique
environmental conditions at locations outside the Museum.

11l. A section of the Museum should be permanently devoted to showing
the works of artists without galleries.

12, The Museum should include among its staff persons qualified to
handle the installation and maintenance of technological works.

13. The Museum should appoint a responsible person to handle any
grievances arising from its dealings with artists.
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BY ALEX GROSS

Presidents may come and presidents may
go, but genuine historical events cut more
deeply and leave more lasting effects. One of
these took place last summer in the Swedish
town of Lund. Later in the year it spread to
Denmark and Germany. Soon it will engulf
all of us.

The event in question was the First Interna-
tional Exhibition of Erotic Art, in which every-
one’s fantasies, daydreams, and ordinary prac-
tices became a solid everyday environment on
all sides of the viewer, an inescapable world
consisting of paintings, drawings, sculptures,
constructions and kinetic works depicting sex
in most of its forms, on land, in the water, on
boats, with various pulleyes or other machines,
including heterosexual, male and female homo-
sexual, and mixed copulations in couples and
small or large groups, sometimes with existent
or no-existent animals as well, with an occasion-
al onanist thrown in for good measure. The
show was immense, the major part of it form-
ing the private collection of the most persistent
sexual pioneers of our time, the American psy-
chologists who first introduced the world to
Walter’s My Secret Life, Doctors Eberhard and
Phyllis Kronhausen.

the ages

It is to be hoped that readers who missed this
show in Europe will have a chance to see it
here at home in the near future, but for those
who can’t wait and have a lot of money Grove
Press has just brought out a giant book called
Erotic Art containing many of the exhibitions
—the price is twenty-five dollars, not just
because of the subject matter, as there are a
number of art books around costing that much,
most of them not the least bit erotic.

Where the text of most art books is usual-
ly little more than pretentious filler, the articles
in Erotic Art are a piece of history in them-
selves. They record the impressions of visitors
to the show, along with many pictures of these
visitors contemplating scenes of cunnilingus
and fellatio in states ranging from bemused
to ecstatic, and they also provide a number of
interviews with the artists themselves, includ-
ing Larry Rivers, Andy Warhol, and Jéan Jac-
ques Lebel, in which they record how they feel
about erotic art. Practically everyone who at-
tended agreed that the show was and is an
important turninmg point in how people today
feel about sexual matters and a sign of further
progress to come.

One Swedish businessman relates that he
found himself voc'oming more and more upset

by the exhibit during the first half hour but
ihen calmed down and heoan tn ctindv tha nie.
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tures as he realized he was only seeing “what
happens every day between man and woman.
And that is nothing to be ashamed of.” Far
from being boring or repetitious, the juxta-
position of erotic works from many schools and
cultures appears to have made the subject even
more alive and meaningful. Children as young
as four attended the show with their parents-——
they too are interviewed and appear to have
taken the exhibit completely in their stride.

In the past it has been customary to present
erotic art in a pseudo-scholarly manner, relat-
ing it to historical or anthropblog’ical themes
or the supposed drives of “primitive” man. The
Kronhausens also present their material histor-
ically and divide it into Western, Primitive,
and various eastern sections. But their method
is nonetheless quite different, for in their in-
troduction they reject in no uncertain terms
the hypocrisy which has always made it neces-
sary in the past to justify erotic art and liter-
ature by citing a “redeeming social purpose”
to separate it from the allegedly obscene. Our
obscenity laws still pay homage to this prin-
ciple on the theory that sex in itself either in
art or life somehow endangers society. But the
Kronhausens insist on the view of “an ever
growing liberal minority” who believe that “sex-
ual stimulation—far from being disturbing to
the individual and inimical to society—is in
itself a positive social value.” Even the poster
for this show was precedent breaking— it
showed a Japanese scene of a couple going at
it with every public hair glisteningly clear.
This poster appeared on walls all over Sweden
while the show was on.

The big question of course is how long is it
to be before this show, which returns to Sweden
in the spring by popular demand, reaches Amer-
ica as well. The much beleaguered curators of
our museums would do well to ponder this que-
tion. There is no point in claiming that only
a depraved and degenerate people would enjoy
such a show, especially when the Swedes, Danes,
and Germans are probably even more sober-
sided than we are and also demonstrably more

industrious with a higher annual growth rate :

economically. There is no doubting the high
artistic level of the exhibit nor the important
artistic and humane perspectives to be gained
from showing all these works together.

But the real problems in bringing this show
to America have nothing to do with art. There
is at this moment in the nation’s history a
wave of defeatism (more probably just a tem-
porary failure of nerve) which can best be
overcome precisely by such acts as bringing
this exhibit to America as soon as possible.
Because the last few years have been relatively
free and permissive, a strange theory is going

,—
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the rounds that we must now suffer a wave
of hysterical repression for the next ten years.
This is nothing but puritanical nonsense and
should be treated as such—it sfems from the
sick puritan idea that we must pay for every
moment of pleasure with hours of pain and
penitence, There is no longer any reason to
believe this sort of dangerous dribble. Nor is
there any reason to suppose that a Republican
president in the White House should signify a
turn to sexual hibernation. Sexual habits and
behavior transcend political parties just as they
do entire nations and cultures, as the Kron-
hausens’s exhibit clearly shows.

The freedom which not only the young but
all sections of the population have won in the
last few years is not so easily pushed aside,
and certainly not by a weak president chosen
by a minority in a dubious election. The direc-
tion is not backwards. From the Swinging Six-
ties we must all go forward together in this
supremely suitable year of sixty-nine into an
era of even greater freedom and self-liberation,
the Sensual, Sensuous Seventies. As the French
artist Andre Masson told the Kronhausens on
their arrival in Paris during the spring up-
rising, “The real revolution is not here on the
streets. It has no direction and will lead no-
where. The real revolution today is taking place
up there in that museum in Lund. The fire you
have kindled with that exhibition will in time
destroy the old order more effectively than
anything else.”

DA ‘(
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The Museum of Modern Art

11 West 53 Street, New York, N.Y. 10019 Tel. 245-3200 Cable: Modernart

. Director

. Bates Lowry S 'A o : February 1k, 1969

. .. .. Dear:

In response to the proposal by you and your colleagues that The Museum of

-————-——Modern Art hold a "public hearing” on the relationship between the Museum
-and artists, {t is our conviction that a more thorough and systematic

approach is essentiai {f we are to find answers to the quections, raised

~- ==~ — by you and others, many of which we have been studying for some time.,

» They are questions of far-reaching implications, a satisfactory resolution
of which requires an opportunity for all points of view to be heard and
for all possible aaswers to be explored. I am, therefore, recommending
o0 the Board of Trustees that a Special Committee on Artist Relations be
appointed, to be made up of objective and fair-minded individuals who are
jnterested in the world of art and {nformed as to the needs and practices
both of artists and of the institutions that bring their work to the public.

_ The Committee would hold as many meetings as necessary with as many artists
‘end other interested people as may ask to be heard, A record of all dis-

- cussions would be kept. A report would be made as to all points raised
o — . _..and all solutions suggested during these discussions. The Committee would
also report its own conclusions for the consideration of the administrators,
curators and Trustees of the Museum, '

Because many of the problems already raised or likely to be raised would be
applicable to other musgums and to other institutions dealing with works of
art, the report would be made public. A well-documented, thoroughly pre-
parad and broadly based study of this kind would, in our judgment, constitute
a great service to artists everywhere, to the public and to the institutions
that exist to serve both.

We think that you and your colleagues have performed a useful and timely
service in entering discussions with us and ip bringing up this complex

" “put vital matter of the relationship of museums to the artists whose works .~ =77
they exhibit. ' :

Perhaps we could meet on February 28 at 11 a.m. here at the Museum,

Sincerely,

Bates Lowry 4:
S - : T .
_ Sent to: Gregory Battcock, Hans Haacke, Tom Lloyd, Willoughby Sharp, Takis Vassilakis,
2 +  Wen~Yirg Tsai, John Perreault ' :
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THE SHAME OF THE ART WORLD

The art world 1s about to enter the stormiest period
it has ever known. This would be the case even if the problems
confronting 1t were limited to the already formidable ones of
the emergence of Tech Art, the awakening of a new art audience,
the demands placed on artists to construct a more humane en-
vironment, and the erosion of o0ld values and formation of new
ones this entire process entalls. At a time when the art world
should be broadly oriented, outgoing, and forward-looking, it
is in fact petty, introverted, with its face pointed firmly
towards the past. It would not be so bad if the lssues men-
tioned were the only ones threatening -- they are at least in-
ternal issues which can still for a short while be debated
among a small circle of friends. But the real problem about
to make 1tself felt 1s deeper and dirtier -- 1t even has pol-
1tlcal overtones and will tends to docus on all the phonlest
aspects of the art world at a time when these can least afford
close scrutiny. It 1s this lssue which 1s the subject of an
ultimatum recently sent to the Modern Museum, an ultimatum which
runs out on Friday, February 7.

The question 1s one of race -~ as always it 1s a plercing
and palnful question, one which goes through all sections of
soclety. It can perhaps best be phrased in a series of sub-
questlons: why is there no well-known major American artist who
happens to be black? Why are there. almost no black artists be-
ing shown by the gallerles? Why have our major New York and
American museums done next to nothing for black artists?

The answers to these questions are not easily forthcoming.
There are no satlsfactory answers. The pitiful attempts some
may make to explain themselves out of the situation will only
draw them back into 1t more deeply. I have been told by some
that the reason 1s simply that there are no good black artists.
Assuming thls were true, we would still have to ask why it were
true, and the answer would come boomeranglng back that the blacks
have never had the same chance to become artists as the whites.
But an even more crucial questlon lles in walt -- what if there
really are good black artlists who have not been shown? And,
even more deeply, can we really say that the standards by which
we Jjudge good and bad art are the ultimate ones?

Whatever questlons we ask, the answers will very likely

come back to shame us. There are few black artists in this country

19



(and almost no recognized ones) because art in this country up
until this very moment has been the white boy's plaything. It
has been a game for the milder sort of bourgeols rebel who
having been brought up with a sufficlency of the world's goods,
has merrily opted out into a romance of ldealized values where
the artist is prophet, martyr, and cultural hero. Occasionally
it is a very well-pald job, and even if it isn't, it can still
bring a bit of status and the illusion that one is doing some-
thing better and higher. How delightful it i1s to have one's
works reproduced, to see one's words in print, occasionally to
hear them on television as well. The artist is the new preacher,
the prophet of the modernist religion. But as soon as a black
man appears using the cult words of the religion, the devout
begin to feel 111 at ease. Why is this?

It is because the assumption that art 1is only white man's
work 1s built into the very culture itself. Art, which pays
homage to the 1dea of reaching all of soclety and changing it,
becomes embarrassed when it 1s actually expected to do so. This
is because today's art world, instead of being a busy crossroads,
a central point where all the energy of soclety can pass through,
has elevated itself into a limited elite interested primarily in
its own promotion and preservation.

In England today a black man may work where bread 1s baked
or milk 1s bottled, but he 1s not allowed to be seen delivering
them. The sight of his black hand on the pure white essentials
of society 1s too much for the mmjority to bear. In the same way
white socliety has been quite unhappy when a black man has been
allowed to express his oplinions about eur pure white secrets of
art. The phrases and opinions which seemed like revealed truth
when uttered by a white artist have tended to cause doubt and
embarrassment when spoken by a black one. Clearly something is
wrong, not just wlith attitudes to the blacks, but with our en-
tire notion of culture. After a long time black playwrights,
novelists, and poets were acknowledged to exist, as long as they
expressed the right degree of bitterness at the right time, but
they still may not enter the holy of holies. It 1s not so much
a question of whether the art world should respect black artists
but whether the blacks should regard the art world as worthy of
their respect.

Part of the reason for thls scandal is of course the fact
that artists are rarely politicel animals -- they depend on the
monied members of society for thelr survival and will not readily
offend them. This 1s understandable. What 1s less understand-
able is that the art establishment itself, not the most reactio-
nary segment of society, has been so slow in doing something to
egqualize the balance in the directlon of the blacks. Perhaps
the only consolation (and a dim one it is at this time of racilal-
religious mud-slinging) 1s that the art establishment 1is divided
about equally between gentiles and jews, so that both are equally
gullty of this neglect. It is to be hoped that black leaders
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will see that they are belng led off onto a false track on

the jewlish questlon, a course that will please only those who
hate jew and black allke and would gladly see them destroy one
another.

In any case it would appear that artists are now making
some steps towards becoming more aware of these problems. The
ultimatum to the Modern Museum demands that free open discusslons
be begun at the museum immedliately on thls and other subjects.

If the museum refuses, these discussions will take place else-
where in any case. The artlsts and critics acting to bring about
these discussions include Hans Haacke, Tom Lloyd, Takis, Farman,
John Perreault, Gregory Battcock, and the author of this article.
In addition to the points listed in EVO two weeks ago, the fol-
lowing demands are also belng made:

1) The Modern Museum should set up a permanent
Black Wing for black and Puerto Rican artists, with
the goal of 1inspliring a hlgher creative level in
the long run among these communities. This wing
should be administered entirely by members of these
communities, who should also slt on the selection
board for white artists.

2) A permanent wing should also be set up for
unknown artists, and a zealous effort should be made
to keep 1t filled not with works which satisfy a
coterie but with odd, off-beat work and even with
what is now conslidered to be junk.

3) The Modern Museum should be open free of charge
all seven days of the week.

L) The Modern Museum should also remain open until
midnight at least two days a week.

It 1s also felt that an attempt should be made to bring the
International Erotic Exhibition from Sweden to a major New York
museun at the earliest possible date. If the Museum should
prove adamant and these points are not met, picketings, slt-ins,
and demonstrations are anticipated. Anyone is welcome to take
part in these, whether he is an artist or not, and should con-
tact Debbie Freeman or Farman at the Chelsea Hotel for more de-
tails and for information on the full thirteen points now at
issue.
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February 22, 1969

Mr. Bates Lowry, Director
Museum of Modern Art

11 West 53rd St.

N.Y.C. 10019, N.Y.

Dear Mr. Lowry:

We regret that you have not answered our first proposal to our satis~-
faction. Your suggestion concerning the creation of a Special Gommit
on Artists®' Relations is not a substitute for the immediate need for
public hearing open to all. Therefore, as we have previously indicat
we have no alternative but to procede with other arrangements providi
for an open hearing to allow anybody the opportunity to express view
concerning the Museum's relationship to artists and society.

We will be pleased to accept your invitation to another meeting in th
future == provided that you are able to offer concrete answers concer
ing the following points, all of which have already been offered for
your congsiderations

2. A section of the Museum, under the auspicés of black artist
should be devoted to showing the accomplishments of black
artists,

3. The Museum's activities should be extended into the Black,
Spanish and other communities. It should encourage exhibit
with which these groups can identify. '

5. The Museum should be open on at least two evenings until mi
night and admission should be free at all times.

7+ The Museum should recognize an artist®s right to refuse sho
ing a work owned by the Museum in any exhibition other thar
one of the Museum's permanent collection.

8. The Museum should declare its position on copyright legisls
and the proposed arts proceeds act. It should also take a:
steps to inform artists of their legal rights.

9. A registry of artists should be instituted at the Museum.

11. A section of the Museum should be permanently devoted to s!
ing the works of artists without galleries.

12. The Museum should include among its staff persons qualifiec
to handle the installation and maintenance of technological
WOTrksS.,

13. The Museum should appoint a responsiblt person to handle ar
grievances arising from its dealings with artists.

When we rece;ve a clear indication of the Museum®'s attitude toward al
the above points, we will be glad to continue meetings with the Museu
to offer any aid we can in implimenting action.

May we e*pect a yritten reply to the above no later than Friday, Marc
7? We will consider your refusal to reply sufficient evidence that w
must search for other means to make our concern felt.

Gregory Battcock, 317 W 99, N,Y.C. 10025 John Perreault, 242 W 10’
Farman, Hotel Chelsea, 222 West 23rd St. Takis, Hotel Chelsea

N Hans Haacke, 25 West 16th St., N.Y,10011 Tsai, 96 5th Ave, 10011
Tom Lloyd, 154-02 107th Ave.,, Jamaica, N.Y., 11433 -



Meaningful Art

VOICE, February 13, 1969

Dear Sir-

First let me state that I think
that the Museum of Modern Art
is the finest museum of its kind
in the world. Secondly I think
that most of the items (although
‘fnot all of them) in the petition
sent to the curator (‘‘Art,” Voice,
February 6) are silly and beside
the point. Especially the section
which states “A sectlon of the
museumn under the direction of
black artists should be devoted
to showing the accomplishments
of black artists.”’ Why not Chinese
/Jews/Eskimos/church  groups/
Presidents/Laplanders or Wins-
ton Churchill? For the simple
reason that such concepts have
nothing to do with art. To put
a special section aside devoted to
any ethnic, social, or religious
group as a permanent fixture in
a museum is the antithesis of
what great painting is all about

. the work of individuals and
their individual revelation to us.
Great art is universal and is
above racial or social sectioning.
If any black artist, or any other
artist for that matter, is worth
Showing then he should .be. shown

—but only in relationship to his
work being significant firstly as
art and not because he is a mem-
ber of any racial group. If most
of the paintings in the MOMA
collection are by artists whose
skin is white, they are there not
because of that, but because they
are significantly creative people
who produce meaningful work.
Being black, white, yellow, or

purple has nothing to do with the

creation of meaningful art.

—Bob Cowan
Brooklyn

'

OUTSIDE THE MUSEUM

the

village VOICE, March 6, 1969

by John Perreault

ko .

If the above kind of art is the
wave of the future one wonders
why Takis and his supporters
(including myself) are spending

so much time trying to get the [

Museum of Modern Art to shape
up. Who needs the museums?

But the truth of the matter is
that for a long (no pun intended)
time yet there will continue to be
many different kinds of art:
technological, environmental, and
even good, old-fashioned painting
and sculpture. What has to
change is the . attitude most
institutions have toward artists.

Or else they’ve had it.

We finally received an answer
from the Museum in regard to our
demand for an open hearing on
the Museum’s relationship to

artists and to society. On the '
| black,

surface it looks very good. But in

Page Thirteen

reality the Museum has very.

cleverly denied a public hearing,
substituting a Committee on
Artists Relations
dropping the “society” part of
our proposed topic). This
committee would hear
complaints and suggestion,
probably in some very
comfortable little office, and
then come up with a public,
publishéd report. The catch is
that obviously the report would
take years to accomplish and
there i8 no guarantee that the
trustees of the Mugeum would
take any action on any

recommendation coming out of

(neatly |

such a committee. And just who '

would be on the committee
anyway? .

Artists are tired of being
exploited. There are very few
artists who make a living out of
their art. I'd say not more than a
dozen or so in all of New York.
Some very ‘“‘successful” artists
make nothing at all, and yet they
are “famous.” Because of the
Takis incident and the demarnds
made by Takis and his group of
supporters, artists are finally
beginning to get together. The
group, as of the last meeting, has
grown to over 30 people. Len
Lye and Carl Andre are two of
the new supporters. The six or
seven original supporters or even
the enlarged group of 30,
however, cannot possibly
represent all the artists or even a
cross-section. This has been our
main objection to private
consultations with the Museum.
(Besides some of us. are critics
and are about to get together on
our own. The poets also!) Even if
the Museum doesn’t want to
cooperate, there will be a public

hearing! Date and time to be
announced shortly.

At any rate, after expressing
our regret that the Museum had
denied a public hearing, we
further replied:

“We will be pleased to accept
your invitation to another
meeting in the future—provided
that you are able to offer
concrete answers concerning the
following points, all of which you
have already been offered for
your consideration:

“2. A section of the Museum,
under the auspices of black artists
should be devoted to showing the
accomplishments of black artists.

“3. The Museum’s activities¥"

should be extended into
Spanish, and other
communities. It should encourage
exhibits with which these groups
can identify.”

(My comment on these two
demands is that as long as the’
Museum considers itself in part
an . educational institution, it
cannot continue to ignore the
black and Spanish population. 1t
is not a question of aesthetics but
one of social and educational
responsibility. Also, although it is
a private institution, its

non-profit tax exempt status
means that indirectly it is
supported by the general public.
If we have exhibits of French
artists and other nationalities,
why not black artists? They have
been allowed to be Americans in
name only and constitute a
distinct culture and nation.)

“5. The Museum should be
open on at least two evenings.
until midnight and admission
should be free at all times.

‘7. The Museum should
'recognize an artist’s right to
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“May we expect a written
reply to the above no later than
Friday, March 7? We will
consider your refusal to eply
sufficient evidence that we must
search for otfier means to make
our concerns felt.”

refuse showing a work owned by
the Museum in any exhibition

other than one of the Museum’)s.

permanent collection.”

Demands 9, 11, 12 and 13 (to
summarize) concern getting the
Museum’s position on copyright
legislation, a registry of artists, a
section of the Museum for artists
without galleries, a qualified
technical staff for technological
works, and the appointment of a
responsible person to handle
artists’ grievances . . .

‘““When we receive
indication of the Museum’s
attitude towards the
points, we will be glad to
continue - meetings with the
Museum to offer any aid we can
in implementing action. ~

clear |

above | -

 If you have a complaint
' against the Museum-—a concrete
example of an injustice or even
something more general—or if
you have any ideas about needed
reforms and changes of policy,
please write me at The Voice. We
need all the ideas and support we
can get.

r



February 13, 1969

Mr. Roger L. Stevens
Office of the Chairman
National Council of the Arts
1800 G Street N. W,
Washington, D.C. 20506

Dear Mr. Stevens:

Just received your letter of the 14th on the 5th of February.
Appreciate your apologies; too bad the P.0O. doesn’t function a
little better.

I'd like to start off by saying that my challenging the choices
of Artists made by the panel have undergone a radical change in view
of me in deciding just where the "wrong"” in the whole concept of
giving awards out is.

.No, I don't know who the panel members are. I asked Grace
Glueck to tell me and she said she was not at liberty to say.

Yes, I was casual about distinguishing between grants and
awards - perhaps it's because I've never been acquainted with either.
And lastly, I am not surprised that your Council has such great diffi-
culty in making its choices, and when they are made, find themselves
open to much criticisin. This gets me back to the original "wrong".

Only Artists (if anyone) are qualified to say who has "achieved®,
who shows "promise", and who "needs". These criteria can be met in
an irdigenous way only.....to hit the mark.

A parel of Artists should be elected by their peers in open
convention for this task.

The Henry Geld-Zahlers from the peripheral institutions,
museums, universitiies and galleries, should tend to their picture
keeping, scholarship gallery exhibitions and what have you. ..and
leave the driving to us,
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We in the Art Community know who needs and deserves this
money better than anyone: we live with each other on a day-to-day
basis. A panel of peripheral people are too remote to *hit the mark"®.
They might as well go to the artist’s club on a crowded Friday night,
open the door and throw the money in - some of it would probably
stand a better chance of reaching the right people. (Regret having
to use that image.) At this point I will list the Artists I know from
the Awardees as an example of the complaint I originally registered
with you. I want to savy emphatically that I think at the least these
are competent Artists, but all make their living from their work and

teaching or have 'msbands who support them,

T complain hecause I

know Artists ~ like myself - who fill these three qualifications
eminently and who do not earn their bread from their work or teaching

from sheer lack of opportunity.

Here is the listing:

ARTIST GALLERY

A. Held Andre Emmerich
Fridl Zubas Andre Emmerich
D. Von Schlegell Royal Marks
Morris Kantor At Present?
Paul Burlim Poindexter
Gandie Brodie Durlacher
Patricia Adams Zabriskie

Mary Frank Stephen Radich
Peter Agostini Stephen Radich

SCHOOL QUALIFICATIONS
Yale Promise
Brandeis Promise
A.8.L. Promise &
Achievement

A.8.L. Near 80 years
At Present? Near 80 years

? Promise

? Promise

? Promise
Columbta Promise

1 think the word competent or professional should replace promise
as a qualification. Anyway, only one qualifies with two of three criterta
and I wonder {f the other twenty-six are about as unsatisfactory. Should
you care to have the names and addresses of the "deserving" Artists 1
know, 1 will be glad to forward them. The addresses of the above can
be found in the New York phone book af through their galleries. 1 am out

of the City for now as you will note,

Respectfully,

James Cuchiara

59 Hill Street
Christiansted, St. Croix
U.8. Virgin Islands

00820
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National Council on the Arts National Endowment for the Arfs

1800 G STREET, N.W.
WASHINGTON, D.C. 20506

Office of the Chairman March 7, 1969
Dear Mr. Cuchiara:

In answer to your letter of February 13 I can only say
that in our society fortunately everyone is entitled to
their own opinion.

You apparently feel that only artists are qualified to
judge other artists, which is open to debate for a number
of reasons. Having spent many years in the theatre, I have
found that artists generally tend to evaluate other artists
strictly by their own standards. This, of course, makes it
difficult for them to be completely objective when choosing
awardees.

I feel there definitely should be some artists on the
panels and there always have been. Also, the National
Council on the Arts has four visual artists as members,
as well as a number of artists in other fields. In fact,
the Council has often been criticized for having too many
practising artists and not enough people with experience
in other fields.

I might close by noting that, regardless of your
opinion, the choice of awards to visual artists has been
widely praised in the press, and we have received very
little of the type of criticism expressed in your letter.

Sincerely,
Roger L. Stevens
Chairman

Mr. James Cuchiara

59 Hill Street
Christiansted, St. Croix
U. S. Virgin Islands
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Attach. &4

Return Address: See below

March 10, 1969*

To The Museum of Modern Art
Bates Lowry, Director

21 West 53rd St.

N.Y.C., New York

Dear Mr. Lowry:

We regret that for the second time you have not answered our
original proposal of January 28, 1969. Your suggestion creating
a Special Committee on Artists' Relations is not a substitute
for the immediate need for a Public Hearing open to all on the
topic, "The Museum's relationship to artists and to society".

A series of small committee meetings, open to the press or not,
does not constitute a public forum.

We insist that a proper public hearing cannot be held under
conditions imposed by The Museum of Modern Art. Before the

many relevant problems can be discussed in detail, there must

be a free and open public hearing. At such a hearing, The Museum
of Modern Art will be welcome to present its point of view under
the same conditions as other participants.

The fact that you have made no concrete reply to any of our 13
demands forces us to believe that you are umwilling to deal with
us. Since the structure and policy of The Museum of Modern Art
are the matters immediately at issue, a committee appointed by
the Museum would be useless.

Carl Andre (* March 15: Delivery to Museum
Ilene Astrahan March 17: Release to Press)
Gregory Battcock

Frederich Castle

Farman (Return Address: _
Alex Gross Gregory Battcock, 317 W 99, NYC
Hans Haacke 10025

. Joseph Kosuth Farman, Hotel Chelsea, 222 W 23 St.
David Lee Hans Haacke, 25 W 16th St. 10011
Lucy Lippard Tom Lloyd, 154-02 107th Ave.
Tom Lloyd Jamaica, NY
Len Lye John Perreault, 242 W 10th St.
John Perreault Takis, Hotel Chelsea
Malile Ryder Tsai, 96th 5th Ave., NYC 10011)
Gary Smith
Takis Copies: The above.
Tsail

Ruth Vollmer

ORIGINAL COPY: PERSONAL DELIVERY AT MUSEUM OF MODERN ART ON
SATURDAY, MARCH 15.
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e Museum of Mode

ART: MY RETIREMENT MESSAGE

by Gregory Battcock

* O W W ® W ¥

Yesterday was DeKooning opening at
the Modern, and since I've already writ-
ten about DeKooning’s paintings (Arts
Magazine, November 1967) and since I
didn’t get to see the paintings at the
openéng (I almost didn’t get to the
opening even: they didn’t send me an
in’vitgtion).At the bar I was introduced to
a lady who said “Oh you’re an art critic, I
don’t think I've ever read you, I can't

read, ha ha.” I said “0.” “Tell me, who
do-you write for” she says. “People who
can read,” I said. .
1 mostly remember how festive the
opening was, which is the sort of thing
somebody else would say. It was a nice
opening but somehow reminded one of
‘the grand ball before the massacre. 1
think it’s becoming clear that there is no
"hope ‘that the Museum will reform itself
‘and become the educational institution it
claims to be. The best thing that could
happen would be for the Museum to at
least admit that it is not interested in
.modern art and that it has no .concern
with its social responsibilities, which isn’t
the same as social affairs, which it is quite
good at. But
it won’t admit these obvious things and 1
guess that’s what’s most appalling. If it
did, it could honestly pursue its am-
bitions toward being an art store-house,
‘which is really O.K. after all, tg:t they
have these incredibly grand claims, really
‘the mind boggles. They think they are
socially committed, responsible to mod-
ern art and the modern artist, acting as a
positive educational force, etc., etc.! One
_problem about the current protest act-
jvity is .the .very list of 13 demands'
‘presented to the Museum’s curators. They
are such ordinary demands; probably
most of them would be affected by.the
iMuseum on its own sooner or later. The
“most interesting demands and really the
only ones that are worth bothering about,
are those requesting a black. wing for
showing work of black artists, and de-
manding the involvement of the Museum
‘with black and Puerto Rican com-
munities. And you should hear everyoné
scream when these “black” demands are
discussed. All the other proposals are
acceptable to just about everybody, with
one or two little modifications but no-
body seems able to understand the real
urgency of the “black” demands— per-
haps the most essential, and responsible
of the entire list. People say things like
«well if they have a black wing they
should have a Japanese wing,” and stuff
like that, stupid, illogical, utterly within
_the modem rationalist heritage. Jesus, if
that’s reason then give me the irrational.
And they say, “well isn’t that just more
segregation? All of 2 sudden (you might -
have noticed) segregation is wrong, even
when it isn’t a question of segregation but
simply of trying to give someone an even

break, which isn’t easy when they've
never had even the hope of that even
chance (at least in the art world) and still
don’t. Someone actually said that what’s
more important than black artists are
women artists in general who have never
been encouraged to ‘be in art, and are
never given an even break, trodden upon.
God, if I hear that line again. If anything,
women have too much power, in the art
world and every other world in modern
America. And, there are so many Rich
American Women Artists that one should
make a list starting off with Helen
Frankenthaler now showing .top quality
stuff at the Whitney, and then add
women artists like Lee Krasner, Lee
Bontacou, Louise Nevelson, Elaine
DeKooning, Marisol, Mitcheld, Pat
Johansen, Silvia Stone, Nell Blaine, Kus-
ama, Strider, Riley, Hartigan, so now how
many rich, suggestful, professional, high
quality black artists can you name? ’

What the other demands on the list
boil down to is, primarily, more money
for the artist. Strange, but that isn’t really
where I’m at. Most of the art that’s done
for free is the writing art engenders.

New York Free Press 13 March 1969,

FROM THE PRECEDING PAGE
A e K W X ¥ *
So Battcock is retiring from Art Criti-
cism. That little bit of news isn’t likely to
make very many people happy or sad
since firstly everybody knew it wasn’t art
criticism anyway and secondly 1 wasn’t
really doing much damage and thirdly,
since nobody . read it, artists are still
hounding me at all hours to come down
and take a look at their work and maybe
they’ll .make spaghetti.. I suggested. to
John Perreault that maybe I should write
an art column for The Voice and he said
over my dead body. The Other already
has Lil Picard who is generally incompre-
hensible and Alex Gross who is perfectly
serious, so they don’t need me. Maybe
Rat will invite me to write an art column.
Actually, 1 don’t do so well in publica-
tions with big graphic imaginations be-
cause the more surprise, shock and de-
light they stimulate by playing around
with the type and pictures, the more
difficult it becomes for the writer, who
has to outshout ail that, for example.
Actually in those situations you have to.
be a pretty good writer and can’t get
away with the usual boring slop that
passes for criticism in the pages of the
Times (except for Clairborne, Curtis,
Shenker, Huxtable and poor Renata
Adler who probably gdt fired because
Hollywood couldn’t stand her not being
able to stand Hollywood).

* ¥ ¥ ¥ ¥ ¥
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or no, they also chose to interpret
the letter as meaning that any points
not listed were no longer at issue.
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use of museum space and funds. As

deep and growing one, it is not sur-
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true — many new points have now
The protest against the museum is
~growing and will continue to grow on

been added to the original ones, in-
Last week’s eminently fair article

volving not only nepotism in the
the protest against the museum is a
prising that new ideas should be
gathered as the movement expands
— all these points and others wiil
soon be raised at the public hearings.
every level throughout the country.
by Grace Glueck in the New York

Actually, very much the reverse is
museum-gallery network but

Times has brought many offers of
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that

the time is ripe to discuss changes

on a broad public basis.

the Modern
Much re--
At a time when the Modern Mu-
to create dissension amon
them. This is a fatal mistake, an

seum ought to be listening careful-
philistines and ruffians — they are
also husy writing subtly cajoling let-

critics alike are digging in for a
ters to individual artists in an at-

long struggle which will not be won

in a single demonstration.
ly to what ,is going on. they would

support, and it is more than clear t
mains to be done, and artists and
appear to be making preparations
to brand ail dissenting artists as

everyone except

tempt



ARTISTS PROTEST AGAINST MUSEUM OF MODERN ART

PRESS RELEASE Friday,March 14, 19869

Cn January 3, 1969, an artist removed his work from
the Machine Show at the Museum of Modern Art, New York.
The artist, Takis Vassilakis, a fellow of the Center for
Advanced Visual Studies at the Massachusetts Institute
of Technoiogy, resorted tc this action because the Museum,
which owns the work, had ignored his request that it not
be displayed. Other artists represented in the Machine
Show had encountiercd personal disrespect, negligence, and
even deliberate disregard of instructions as to the proper
care and display of their work. By his ection, Takis de-
monstrated that these and other artists need not submit
passively to the arbitrary decisions of the Museum.

As a result of a spcntaneous sit-in by supporters of
Tekis following the removal of his work, Bates Lowry, the
Director of the Museum, agreed to a dialogue with the ar-
tists to be held on January 24, 1969. In the days follow-
ing Takis' action, artists began to realize that their
initial complaints were merely symptoms of a conflict
between the Museum on one hand and artists and the com-
munity on the other. When ten artists and critics arrived
at the Museum on the appointed day, Mr. Lowry refused to
see them on the grounds that they were toco many and that
art jourrnalists were amoag them. As a resuli of another
spontaneous sit-in, Mr. Lowry agreed to meet with a smal-
ler group on January 28.

On that day, a group of seven artists and critics pre-
sented a 13 point program for change tc Mr. Lowry and
members of the Muscum Staff. After a brief discussion, Mr.
Lowry rejected the artists® first point which called for
a public hearing on "The Museum's Relationship to Artists
and to Society", to be held under the auspices of the
Museum. In reply, the artists suggested a period of ten
days during which Mr. Lowry and his associates could
study the 13 points and reconsider his refusal to hold
a public hearing.

At the end of ten days, Mr. Lowry sent a letter to
each member of the group requesting a delay of another
week before formally answering the poilnts at issue. In
nis final response on February 14, 1969, Mr. Lowry in-
formed the artists by letter that he was reccnmending
to the Board of Trustees of the Museum of Modern Art
that a "Special Ccmmittee on Artists' Relations" be ap-
pointed within the structure of the Museunm.

31



The artists objected to thic proposal for the fol-
lowing reasons:

1) Before discussions in detail could be constructive
and meaningful, all interested persons must have
had an equal opportunity to express their opinions
in a public forum.

By their limiting and exclusive nature, formal com-

mittee sessions make equal participation by all

interested persons impossible.

3) While a committee appointed by the Museum as an
interested party could serve to represent the in-
terests of the Museum, such a committee could not
serve as a properly constituted public forum.

,
o
A4

In their reply of February 22, the artists stated that
"concrete answers' to nine points of the original program
for change were a condition for further discussions. These
demands were singled out for the following reasons:

1)Seven of the points(#5,7,8,9,11,12,13) could be
carried out by the Museum independently, since they
dealt with matters of internal policy-making in
which discussions with other parties would be of
no help.

2)The points concerning black artists and community
relations required direct answers because it was
necessary to know the Museum®s principal attitudes
toward these questions.

A reply to this letter was requested from Mr.Lowry by
March 7. In a letter received by the artists cn March 7,
Mr, Lowry reiterated his plan for the formation of a com-
mittee appointed by the Museum ("our committee?)which was
to hold a "well-organized series of meetings." He did not
respond to any of the 13 points.

Conclusions:

1)The Museum of Modern Art refuses yo deal sincerely
with artists.

2)The Museum of Modern Art refuses to respond to the
needs of the Black,Spanish and other communities.

3)The Museum of Modern Art refuses to subject itself
to a searching examination.

4)Artists, prepared to rectify and update Museum poli-
cies and practices, find that neither meetings nor
correspondence with officials of the Museum of Modern.
Art help to bring about overdue changes.

The number of artists aware of their rights, duties,
and responsibilities is growing. They will resort to what-
ever action they deem mecessary.

In behalf of the concerned artists: Carl Andre
Hans Haacke
3 2 Tom Lloyd



To

From

Date

The Museum of Modern Art

The Staff

Bates Lowry

March 18, 1969

Formation of a special committee to study the museum's relationship
to artists and society.

As many of you probably saw in the New York Times of Friday,
March 7, the series of discussions we have been having with a
group of artists led by Takis had come to a standstill. So )
that the staff will be fully Informed about these discussions,
I want to review the circumstances that have led up to a
threatened sit-in at the Museum:

1. On January 3, Takis, an artist who has a number of works

in the collection, came to the Museum with a group of friends
and removed from the Machine exhibition his Tele-Sculpture (1960),
a work that had been acquired with funds given by Mr. and Mrs.
John de Menil. The group took it into the Sculpture Garden
where they posed for photographs--they had alerted the Times~-
and sent word that they wanted written assurance from the Museum
that we would never again put the work on view without the
artist's permission. Takis was finally persuaded that such
written assurance would not be forthcoming but that the Director
of the Museum would be glad to talk with him and a few of his
friends in his office.

Since the ensuing conversation indicated that there had
been some confusion over the matter between Takis and the
director of the exhibition, I agreed to put the piece in storage.
At the end of this first informal meeting it was agreed that
some members of the staff would meet on January 24 with repre-
sentatives of the artists to discuss the relationship of the
Museum and artists.

2. On January 15 I received a letter that listed 12 artists
and writers who expected to participate in the January 24
meeting. We told the signer of the letter that we felt that
12 people were too many for a discussion since members of the
Museum's staff would also want to take part. It was agreed
that the artists would have six representatives and the Museum
would have six.



3. On January 24 so many more than six artist-representatives
arrived that I felt that a discussion was not possible. We
then agreed again to meet with six people representing the
artists and six representing the Museum. The meeting was
scheduled for January 28.

4. On January 28 the group arrived with a list of 13 points
(see attached). The group representing the artists consisted
of: Gregory Battcock, Hans Haacke, Tom Lloyd, John Perreault,
Willoughby Sharp, Takis, and Wen-Ying Tsai. Although Mr. Lloyd,
who had not been mentioned before, brought the group to seven
instead of the agreed-upon six, we went ahead with the meeting.
In addition to myself, the members of the staff present were:
Arthur Drexler, Wilder Green, William S. Lieberman, Elizabeth
Shaw, and John Szarkowski. After the meeting the artist~
representatives left a statement addressed to the Museum in
which they acknowledged that their 13 proposals required thought
and congsideration, and that they considered a period of 10 days
should be sufficient for a written response directed to the
undersigned (the 7 who had attended the meeting). "However, "
they concluded, "before we engage in further dialogue, we should
like to know by letter your position on the first proposal."

5. On February 6 I sent a letter to the 7 people who had been
at the January 28 meeting explaining that although the general
feeling at the Museum was that a conference sponsored by the
Museum to continue the discussion of the relations between the
Museum and artists would be mutually beneficial, there were
certain members of the staff who had been away and 1 was
therefore delaying formal response to their request until
February 14.

In his column in the February 6 issue of the Village Voice
John Perreault mentioned that informal meetings had taken place,
and that he and the others were awaiting the Museum's answer to
their first proposal; at the same time he published the 13
points.

In the February 6 edition of the New York Free Press the
13 points and the two-paragraph post-meeting statement were
published.

6. On February 14, after talking with various members of our
staff and with members of the Board of Trustees, in particular
William Paley, President of the Board, and Walter Bareiss,
Chairman of the Painting and Sculpture Committee, among others,
I wrote a letter to the 7 artist-representatives stating that
the Museum intendad to establish a Special Committee on Artist
Relations (see attached).
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7. On February 28 I received a reply signed by Gregory Battcock,
Farman, Hans Haacke, Tom Lloyd, John Perreault, Takis, and Tsai.
The signers regretted that we had not answered their first
proposal to their satisfaction and therefore had no alternative
but to proceed with other arrangements providing for an open
hearing. They added that they would be pleased to accept the
invitation to another meeting in the future, provided we were
able to offer concrete answers to points 2, 3, 5, 7, 8, 9, 11,
12, 13. 'When we receive a clear indication of the Museum's
attitude toward all the above points, we will be glad to continue
meetings with the Museum to offer any aid we can in implementing
action. May we expect a written reply to the above no later
than Friday, March 7? We will consider your refusal to reply
sufficient evidence that we must search for other means to make
our concerns felt."

On March 1 the East Village Other printed an item that
stated that if the Museum did not send "a satisfactory reply
by March 7, the artists intend to move from the public discussion
stage to direct public demonstrations and sit-ins at the museum. "

In his column in the March 6 issue of the Village Voice
John Perreault reported the essence of the February 22 letter,
and remarked that as of the last meeting the group of Takis
and his supporters had grown to over 30 people, and that a
public hearing would take place, date and time to be announced
shortly.

8. On March 6 we prepared a statement for the press for release
March 7 (see attached) that publicly announced the formation

of the Special Committee on Artist Relations. At the same time
we wrote letters to the 7 artist-representatives telling them
that we were going ahead with the formation of the Committee and
hoped that they would attend the meetings.

9. On March 15 a letter dated March 10 (with Release to Press
date of March 17) was delivered to the Museum (see attached).
The letter, which carried the names of 11 people in addition
to the 7 to whom we had written on March 6, repeated the
dissatisfaction with our plan to form a Special Committee.

10. At this writing we are actively forming the Special Committee,
which will be made up of a broad range of people who are interested
in the relationship of museums and artists and the responsibilities
of museums to the community and society. The Committee will include
artists (painters, sculptors, and those who work in mixed media and
less traditional categories), people involved with film-making,
photography and the other creative arts, urban design, as well as
museum directors, collectors, dealers, art and cultural critics and
historians, and people actively involved with the city's problems.
The place and times of the meetings will be announced as soon as
the physical arrangements are complete. The sessions will be open
to the Press and the public, and it is expected that the Committee
will make its report by June 1. 35-
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architects, choreographers, composers, critios=writers,

designers, film-makers, museum workers, painters,
phatogeaphers, printers, sculptors, faxidermists, ete.

ARE ASKED TO COME TO THE MUSEUM OF MODERN ART GARDEN
21. wesT 53rp STREET AT 3:00

ON SUNDAY. MArcH 30TH.

AMONG THE REASONS THIS ACTION IS BEING CALLED ARE THESE:

By
2)
3)

4)
5)

TO DEMONSTRATE THE RIGHT OF ART WORKERS TO USE ALL MUSEUM FACILITIES:
TO SUPPORT THE DEMANDS OF BLACK ARTISTS:

TO DEMAND THAT ALL MUSEUMS EXPAND THEIR ACTIVITIES INTO ALL AREAS AND
COMMUNITIES OF THE CITY:

TO DEMAND FREE ADMISSION ON BEHALF OF ANYONE WISHING IT:

TO DEMAND ACCESS TO MUSEUM POLICY-MAKING ON BEHALF OF ART WORKERS.

DEMONSTRATE

'OUR STRENGTH

AT MOMA!



The Museum of Modern Art

To THE STAFF
From BATES LOWRY
Date March 24, 1969

Attached is a statement we handed out on Saturday, March 22,
when about 25 representatives of the protesting artist group
appeared at the Museum demanding free admission. While many
of the artists hold artist passes, it was their intention to
dramatize their point that everyone be admitted free to the

Museum. Free admission on this basis was denied them.

They then distributed to the public in the lobby the attached
handbill. As you see, the handbill announces that the group
is planning a demonstration to take place in the Museum's
Sculpture Garden on Sunday, March 30, at 3:00 p.m. Admission
to the Museum will proceed as usual on that day.
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MUSEUM DEMONSTRATION SUNDAY
g B e e e

Last Saturday’s preliminary demonstration at the
Modern Museum was a remarkable success, if only because
of the air of amiable belligerency in whioch it was
oarried it out. Thirty artists sought to gain free
entry to the Museum, They were refused in the presence
of the curator and began to distribute specially printed
replicas of tﬂz%hntiats Membership cards (some of which
were successfully used by students}”ag well as leaflets
calling for a further demonstration this Sunday at 3
o’clock, Prom a counter-leaflet distributed by the
museum the demonstrators finally learned after months
of fruitless meetings and letters the incredible reason
why the Museum felt they could not allow free admission,
not even on one day out of the week: they simply cannot
afford it. And this from a museum backed by multiple
Rockefellers and their friedds, whose paintings lie
piled up in the Museum’s aellars, accumulating millions:
of dollars in tax benefits for these pitiful specimens
of the new poor.

It is to be hoped that the expanded demonstration
in the Museum garden at 33100 P.M, thise Sunday will prove
equally successful and revealingy-anyone intsrestsd in
the arts mw attend, but no one should ocome

who does not plan to prove by his conduct that he is
genuinely interested in the arts. 3 9
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ilzg;grievances of the artists have already been

made more than olear in previous articles, and this is
the time to draw attention to the larger issues at
stake. It is by now futile to deny that a major new
change in taste has taken place among artists and with-
in the art world, a new wave, a revolution if you will.
It is also futile to deny that the Modern Museum, which
in the past was always in the vanguard of every passing
whim of taste, has been caught with its pants down this
time-=unless its directors do something soon to change
their position, they will find themselves more and more
often fighting a rearguard action, with all that this
implies in loss of prestige, loss of gontaot with artists,
loss of endowment,

Perhaps the best way of experiencing the nature
of this change in taste is to take a walk through the
Modern’s permanent:aollecxidn. The very arrangement
of sleek white partitions and walls, which not long ago
seenddfthe ultinate definition of tasteful susterity
and quiet with-it-ness, now looks monotonous and insti-
tutional, unimaginative and pedantie. But what of the
paintings themselves, those supposedly awesome, soul-
summoning masterpiecss attaining such creative supremacy
that the works of contemporary Ameriocans may not be
shown nearby for fear of Polluting them. While these
paintings were chosen by many different people atk
different times, im Eggrtholosn an overwhelming

L
uniformity in the taste their seleotien,
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With few exgeptions this taste seems to gravitate
towards everything that is fragmentary or bare or incom-
rlets. Time and egain outliney seem to have triumphed
over detail, oaricaturef over outlineg, and blurg§ over
caricatureg. 1n terms of colwr there is e marked ten-
dency towards greys and dirty browns and washed-out
blues,which make the colors of a Chagall or a Tchelitchew
gseem almost an intrusion, In terms of mood i% is grim-
ness which predominates, or rathex an unsuacessful at-
tempt at grimness, an affected high seriousness whiah
ends up as monotony. Generations of doaents, critics,
and ocurators have defended this grimness by saying it
is a refleation of the age we live in, but this does
not make sense, has never made sense, and it% is time
that people stopped pretending it makes sense., It is
the artist’s role and privilege to be able to influencs
society rather than aat as a passive vehicle merely re-
fleating it. And it is this Wrolo for the
artist that is now lurching into exisisnes.

It is to the great aredit of much of the younger
generation that they refuss to acaept this greyness and
grimness imposed from above. They know instinctively
that s museum oan be something moxe than an sustere
and awesome hybrid of chursch and legture hall, that it
can expand itself outwards in as many directions as
are contained in the human imaginatienm. Possidbly the
most imaginative museum New York ever had was the old
Museum of Saienes and Industry in Rockefsller: Oenter,
an institution befbre its tinme, presumibly des¥royed
becsuse it was unprofitable. Perhaps the most
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sucaeessful surviving one is the Museum of Natural His-
tory, an admittedly uneven institution but one which

hes shaped the knowledge and fantasies of generations

of New Yorkers, Both of these museums owe their success
to the faect that they dared to be environmental, that
they used light, color, and movement to simulate and
stimulate the movement of the mind itself., The museum

of tomorrow (if there is still any reason for calling it
a museum) will teke up where these left off-—it will be

a combination of real and artificial environments, indoor
and outdoor pleasure and meditatiom centers, mixed-media
representations of various ages and cultures. Conventional
museums and collections may be sandwiched in betweene-
painting and soulpture, despite rumdrs to the contraryy®
are by no means dead=—-but the overall mood will be some~
thing between a revival meeting, an amisement park, a

free-form theatre, and a therapy center,

In the meantime we are sthck with the Museum of”
Moderr. Art and must try and make the best of it-éit is
a pity that the Museum does not seem to want to make the
best of us. Thusfar both its directors and its publie
information officers seem to have gone out of their way,
on the one hand, to imagine that the grievances of the
artists are petty in scope and can be resol¥dd by the
old superficial ways of the art world=-complaints like
black art, free museum entry, cmratorial roles for artists
belong to the real world and cannot. be settled by a petty
backstage deal involving individual artists and' their
work. On the other hand (and at the other extreme) these
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same officers, possibly upset by their lack of success
with the first method, have also started a campaign of
vicious vilification against the artists, alleging that
they seek disorder in the museum, though it is obvious
that an artist's first allegiance &s to creation and

not its opposite.,

One artist in particular was so completely slandered
concerning his opinions that it may yet provide material
for legal proceedings, How are artists or informed
people at large to go on respecting the Modern Museum
if its officers continue to resort to such tactics as

slander and malicious invention?

The failures of the Museum are not on the level of
personal dealings alone~~there are many signs that they
are beginning to falter on the overall tactics as
well, Preparations had been made to arrest several
artists on the grounds of counterfeiting museum tickets--
the guards were waiting with baited breath, ticket colors
were being changed every hzlf hour, and cryptic notations
were penciled on the back of individual tickets, The
guards were completely thrown off balance when cards
instead of tickets were produced (differing from the

real cards in one noticeable detail), and many art stu-
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dents using them were admitted without paying. The
critic Gregory Battcock had worse luck--entering the
museum with a valid press pass, he began to take photo-
graphs of the demonstration from inside when he was
accosted by a guard, manhandled, and thrown out into

the lobby. Although both the museum's chief curator
and its press officer identified him as a bona fide
critic, neither of these personages was able to overrule

the guard and allow Battcock to return.

It is obviously time for the museum's officers to
make a fresh start, and all lines of communication must
be kept open to allow them to do so. They have already
sent their auditors to meetings of the dissenting artists,
and it would be a gesture in the right directiemn if they
allowed an auditor from the artists' group to attend the
Museum's meeting on strategy for the demonstration. The
artists' group has already requested the Museum to make such
a gesture. Otherwise they will be equally (and perhaps more
than equally) responsible for whatever happens at the
demonstration. One should do everything possible to cooperate

with history.
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MINOR/ TV REFART /

We as artists suvport only in part the action and
demands being made today against the Museum of Modern Art,
Futhermore, we recognize that the Museum of Modern Art
and the galleries are insepqrable. Today museums ssrve
as galleries and galleries serve as museums. They both
represent the same interests.

- We question artists from galleries protesting a
museum that in matters of contemporary art 1s gulded by
these same gallerles,

Artists from galleries who take actlon against a
museum should be willing to Join unaffiliated artistis
and in turn take action against the galleries.

Because thres of the leaders of todays protest at

) seum of Modern Art are associated with the Howard
Wise Gallery we think the Howard Wise Gallery is the
appropriate nlace for a protest simultaneous to the denmenstra-
tiom going on at the Museum of Modern Art.

A protest such as this, against a small (but repre-
sentative) part of a sociey corrupted by the war im
Vietnam, May seem irrelevant, but the devil dwells in

small details.
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Mazch 24, 1969

Mrs. Elizabeth Shaw

Director of Public Information
Museum of Modern Art

11 West 53 Street

New York, N. Y.

pDear Lix: Re: Artists® Protest .

Following our comversation after the luncheon the other dat) and our
subsequent phone coaversation, in the course of which you suggested --
in no uncertain terms, -~ that one or more of tha five artists of my
Gallery who are involved with the artists' protest, had threatened

to harm or destroy works of art at the Muscum, I spoke with each of
these artists, that is: Tzkis, Len Lye, Tsai, Haacke and Tom Lloyd.
Each denied having made any such threat, implicit or overt, and in
addition every one expressed strong feellngs against destruction of
any work of art in or out of the Muscum, and abhorrence that any
physical harm be done to the Mzseum in any way. “An artist would be
crazy to harm the work of another artist" was typical of their comments.

And these artists are not crazy. They are only frustrated by what they
feel is & lack of concern on the part of the Muscum for their work and
their welfare. They fcel, I seunse, that there is a sort of syublosis
between the artist and the Museum. That the artists need the museum for
their existance, and the Museum neceds the artist in order to rewain alive.
They feel that while the iuscum can act unilaterally with respect to the
artist, the artist is powerless vis-a-vis the museum, and it should be
readily understandable that he doesn't like it.

It is mainly through the lMuscum that the artist can reach the public,

and he feels he should at least be assured that he 1s appropriately
represented in Museum theme and group shows, and that his works are
properly displayed in such exhibitions. This is what started the present
“dialogue”. Takis removed his work from the Machine show after he had
raquested that it be withdrawn and that he be represented in the exhibition
by the work which had been selected by the exhibition director im the first
place, and to which he had agreed. His request was ignored, and that is
why he took the action he did. The message got across.

Tsal objected to the manner in which hés work was displayed on two counts.
First, that the work was so placed and lighted that the artistic effect
which is the essence of the work, was completely lost. Secondly, that
the tight spacae allocated to the work might result in damage to the work
ftself. The first objection was completely ignorad. And the second,

‘;6 : (cont 'd)
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after repcated protestaticns ox Tsai's part, was finally atteunded to
by placing a barricr betweea the public asd the work, but only aiter
one of the soven columnz had beeu toppled over by the crush of people,
with severs damage resulting te this sculpture.

Ora thing I believe the very scmure staff and Trustees of the ttscum

fail to appreciate Ls that, with a few exceptions, most artists are

in effect poverty strickea, and cvea thoce with good gallery affiliations
net only a few thousand a year from the sale of their works. The artist
who doesa't have a tcaching job or a4 vich wife, and wants to devote the
wajor part of his time to his work {(serious artists do) is really struggling
against horraadous odds. You w2y believe it or mot, but to pay tihat §1.50
aduwission fee Co the Museua is rcally a howvdship, and yet nwseunm~-going is
part of his stiwulatioa teo crsata. I these artists are Lo retaia their
dignity end continue to Juvote themsilves to their wark, they must have
help, aad becucse the ifeccum should, by 1ts nature, be their friend aad
ally, the least they expoct from it is a helpful undarstaading.

o such attitude ig evideaced in 2z, Lousy's memo of March 18 to the
lwseun staff, wor in his "Cpca Letter™ distributed Saturday to visitors
to the Museum, in anticipaticn of Ga attewpt by some artists to soeck free
entiy to the Museui. (iloulda't it have beeu an effective gesture if they
had been welcomed into tha Museum, and perhaps invited up to the Board
Room for coffce and a fricndly chat?)

From my coatacts and relatioas with the f{ive artists and others, I belicva
that I have a good idea of what the artists really want and need {a order
to co-exist with the Muscum oa 2a cmicable basis. It is ot so much the
12 dewands, though they ave very mweh in carncst about these, or even the
dewand for @ public hearing. It is for a means of communicating their
views eodthe-poverzsent of the Museum im 2 direct and effective manner.
1t is for a voice in the sctting of musecum policy vis-a-vis the actists
and the public. It is taugible cssurance that their views and proposals
will veceive thoughtful and sympathetic consideration by the government
of the Muscum, with a vicw to their implementation, ox, if not accepied,
thea a reasoned and couvincing rationale explaining the Museun's refusal
to act.

I understand that a large demonstration 1s planned for next Sunday in
support of the artists' ¢ cmands. 1 am sure you ars awara of this.

A wore friendly aad flexible attitude oa the part of the Muscum acconpaniad
by specific constructive proposals will, I am sure, evoke a gimilar rcaponse
from the artists, who are important to the luscum and to the comzmunitye.
Your implication that I have somehow been egging the artists om to action
against the Mugouw ("After all, they sre your artiscs") is really just not
so.

{cont 'd)
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Up uazil cur talk, 1 was ust ia asay way involvad, ao: even apprized

of any of the artists' dewands or actions. I3 am not now iavolved,
except to wrice this leétar, which I hope will coutribute some small

bit towards the improvement of "the Museum's Reletlonshiy to the Avtists
-aad to Society"”, with beacficial results to 3ll couccinad.

Cordially,

Howard Wise

BWilk

cc: Dates Lowry
Tsatl
Takis
Hans Haacko
Tow Lloyd
Len Lye

P.S. Thougbt you might got a suile cut of Lhe euclosed "acotest"
against the Howard Wise Gallery
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Bates Lowry
Director March 30, 1969 - Noon

STATEMENT BY BATES LOWRY, DIRECTOR, THE MUSEUM OF MODERN ART

For many weeks we have been corresponding and holding informal talks

with a loosely organized group of artists and their colleagues who have
ralsed questions about the relations between artists, museums and soclety.
Because we think these issues are of real concern, to us and to other
institutions, we are establishing a Speclal Committee on Artist Relations
composed of about 35 artists, dealers, critics, museum directors and
civic leaders. This Committee will hold a series of sessions, open to
the press and observers, to hear any individual who cares to speak on
these or related issues such as extension of Museum hours, copyright
legislation and opportunities for artists without gallery affiliation to

have their work seen. The Committee will report to the Museum by June 1.

The group with whom we have been communicating prefers a single open
hearing to air the issues. Last week they called for a demonstration in
the Museum Sculpture Garden to bring public attention to their questions
and to their plans for an open hearing. As an indication of our continued
willingne;s to talk, we have taken the unusual step of opening the Garden
to permit any artists who wish to take part in this peaceful demonstration
to enter through the West 54 Street gate. I have also asked about 40
Museum staff members to distribute literature about the Museum's program
and policies and engage in individual talks with the artists. All staff

members are wearing identification badges giving their names and departments.

So that the public will not have their visit to the galleries interrupted
we have asked the artists to confine their demonstration to the Garden.
As we expect unusually large crowds on Palm Sunday, we have increased

our security forces to make certain no work of art is accidentally

damaged. 49



WRITE-IN JOINT
CHIETS OF WAR

NEW_YORK ARTISTS AND WRITERS

Send a gift, a keepsake, a trophy, a poem, an amulet, or whatever
you like (the bulkier the better) to the WAR CHIEFS OF THE
PENTAGON.,

This action is a lead-off to the Easter Weekend peace marches

and rallies in seven major cities on April 5 and 6.

Bring your gift (packaged for mailing, but preferably open so
that its contents can be viewed and photographed) to 530 LaGuardia
Place (West B'way), Wednesday, April 2nd, between 3%:00 and 4:00

P.l.

We will then walk together to make public our MASS ANTIWAR MAIL-IN
to the Canal Street Post Office, (Canal and Greene Sts.).

AD HOC ARTISTS COMMITTEE AGAINST THE WAR
ARTISTS AND WRITERS PROTEST
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MINORITY REPORT #Z

We ARE HERE W SUPPORT OF TOPRYS PROTESTT HOWEVER,
We ONCE 4GhiN OBJECT TO THE SNGLING ouT OF THE /MCAVA.
45 THE aVly JRRGET Fof TOPHY'S PROTEST. We REASSERT Thér

THE GIHLERIES PRE LSO RESPONS/BLE FoR 4 VUMBER OF
PROBLENMS THET THE ARTISTS HOVE wirt 70BF45 SOULETY,

On FRIoMy EVENING OF NWRcH 2! 4 GROUP DF 4£TIS7TS MET
7D DISCUSS THE WITIQL SVWLL ACT/o FLOVAVED FoR 7H€E
wexT o4y AT THE MOMA. A7 7847 TIME DOuBTS AND
MISGIVINGS WERE EXPRESSED ABOUT THE SPEC/F/C
LIFFERENCES OF OPINION WE FHAD WITH THE THIRTEEAN POINTS
$ THE UNDEMOCRATIC fROCEPVRES OF PREY/oUS HEETIVGS,
WE FELT ARTISTS WERE BEING JSKED IV 70 #WESS STRENSTH
FOR THE SUPPORT OF POL/ICIES THAT WERE DEC/OED LFON
By onvLy A SMeLL NVUMBER OF ARTISTS. WE THEREFORE FELT
/T VECESSHRY 70 DRI P ovR /7 WIWoRITY REFORT
ANVO THAKE AcT/on.

WE REGD THE MINORITY PeSITION REFLORT 70 7HE &eOUP
GFISEMBLING o SATURLAYy AIRCk Z24P FIR THE Indic
DEMONSTINTION VHDE THAT DAy 4T THE M.OMA IV 0RfPES

7O EMPHASIZE OUVR HIEW THAT IHE AuSEUMS MO GHLER/IES
ARE METURLLY PELPENVDENT, WE DEC/PED 24 A S/IMULTANEOYS

PARALLEL PROTEST AT THE /onsro Wise é;’ﬂLEE{r, We re4D
OUVR FIVE PoIVNTS TO MR IWisE IN WS OFFICE, PISCUSSED THE
/SSUES, LEGFLETED THE PREV/ISES AND LEFT |

ALTHOUGH WE CovIIWNUE 70 SUPPoR] THE ARTISTS' PeoresSt-
AERWST THE MAMA, WE Wite #LS0 CONTINVE TP OBIELT™
78 BOTH THE EX/5STAVCE OF COMMERCIAL GAHLLERIES ¥
THEIR CONNVELT/ION WITH museEaeus,

SENKERT HERDVWAN, HEW!ITT, ViIEC2kowSK/
53



From

Date

Re

The Museum of Modern Art

The Staff

Bates Lowry

March 31, 1969

Artists' Demonstration, March 30, 1969

For those of you who were not specifically asked to be present at the
Museum yesterday during the artists' demonstration, I am attaching copies
of material we gave to visitors to the Museum and the press. I am also
attaching a copy of the article that appeared in today's New York Times.

The demonstrators entered the Garden through the open gate on 54th Street
and gathered at the bridge and pool at the east end of the Garden where
they took turns addressing the group through a hand-held loud speaker.

At the end, they were allowed tc exit through the lobby of the Museum.
There were some pickets in front of the Museum on 53rd Street during the
course of the demonstration.

Various handbills were distributed by the demonstrators; I have not
reproduced them here, but should you wish to see them, Marjorie Cohen's
office in the Department of Public Information has them.

I should mention that among some of the other inaccuracies in the New
York Times article, I was misquoted and made no categorical statement ,év/

of the kind quoted there. V
A
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EVO
APRIL 2 ,1969

BLACK ART-TECH ART-PRICK ART atex Gross

An inability to respond to change can wreck an
jnstitution more surely than the spiked boots of a
hundred" storm troopers. That is one of the lessons
to be drawn from Sunday's demonstration at the
Museum of Modern Art. A second lesson is that
it is now abundanHy clear that there are hawks and
doves among demonstrators and museum staff alike,
and that the doves on each side will have to learn
to listen to each other or be drowned out by the
battle cries of the hawks. The third lesson is that
the demonstrators must come up with some new ideas
of strategy soon or suffer the fate of all movements
ohesiraiogy—s0oamoicsufion—themtateo cf—all—meve-
spaats and disband. Any further confrontation at the
plete lack of communication. The demonstrators must
decide once and for all whether their aim is to nego-
tiate with the museum over reforms, either directy
or indirctly, or to try setting up a completely al-
ternate ‘system to museums and galleries. A deci-
sion on this must be made soon, just as the museum
must soon decide whether it is really interested in
changing itself or only in going through the verbal
motions. .

The demonstration began peacefully enough,
even in an atmosphere of modified joy, as the Mu-
seum had at the last minute agreed to let the pro-
testing artists into the garden. It was felt that this
meant that the Museum was thereby legitimizing the
protest and admitting that the artists concerned had
a right to express their grievances. It was a sunny
day, and the feeling of joy lasted for some time.
Speaker succeeded speaker, talking through a barely

" audible loudspeaker which served as a background

to most of the proceedings, the proof that a demons-
tration was actually taking place. Against this back-
ground a group of three or four hundred people
happily exchanged views, identity-badged museum

~ officials sometimes coming to heated words with de-

monsrators and on-lookers. Black artists were much
in evidence with posters asserting the racism of the
museum's curators. Journalists and photographers
mingled with the crowd, and the overall feel was one
of a joint spring outing of two rival churches, where
Ino one agreed but every one felt it was necessary
to sten. The need to bring the First International Ex-

H

hibition, of Erotic Art o New York was also discussed.

A small incident occurred when a group of ar-
tists decided they wanted to leave by the museum'’s
front door instead of the back gate con Fifty-fourth
Street through which they had entered. It must
be admitted that a feling did grow through the
pleasant exchanges that the demonstrators were real-
ly regarded as some kind of poor relations to be
segregated from the higher congregation of museum
visitors, These were not allowed to join the demons-
trators in the garden except on pain of losing their
right to re-enter the museum. And the guards at
the doors became more and more impatient with
those trying to get through as the afternoon wore
on. When the attempt was made to force the doors,
there was a brief scuffle ending in stalemate, with
some of the demonstrators yelling to cool it, others
for more action. A compromise was finally reached
suitable to the museum, and the demonstrators were
allowed to walk a gauntlet of museum visitors, roped
off from them on either side by a cordon sanitaire,
and finally found themsalves out on Fifty-Third
Street. They began to picket there, and after a while
the demonstrators broke up, without having achieved

even for themselves the free admission they had’

sought for all.

Telovision of course seized upon the one incident
and blew it up out of proportion. They also managed
to report that the museum in its goodness was about
to hold a public hearing on the very questions #he
arfists were protesting — it was in fact the erfists
who were distributing leaflets calling for the
public hearing (to be held on’ April 10th), an idea
which the Museum has consistently shelved in favor
of private committees. But none of this should be
allowed to detract from the fact that an informative
afternoon was had by everyone, not least of all the
museum staff, and if a small task force of thirty po-
licemen, complete with a wide panoply of weapons,
was hidden in the storage area beneath the cafeteria
from early that morning, it would perhaps be fair
not to call too much attention to their presence,
since the museum had the wisdom never to call them
into action.

The one dissatisfying aspect of the demonstration
is that it is difficult to say what was_accomplished of

a tangible nature, since none of the thirteen points
receivad a concrete answer and no one from the
museum staff either asked for or was given a chance
to speck. These thirteen points have long been re-
. garded by impartial observers as rather obvious in
their nature —— with the exception of the demand for
a black artists’ wing none of them is really controver-
sial, and it is difficult to explain why they have not
been granted b, the museum long ago —— except in
terms of institutional paralysis, .

It is this last factor which may prove ulimately
most operative — after a long and worthy history
in which they exhibited and defended the leading
modern artists of the preceeding generation, the
staff of the Modern Museum may simply have be-
come too large, successful, and unwisldy to be sble
to function clearly either as a single entity or an ins-
titution, This, together with a dependence on clear-
ing everything with the trustees, may explain why
new ideas are not applied even when their applica-
tion is obvious and why promises have not been kept
which were probably made in good faith. This is
meant not as an excuse but an explanation, so that
no one should expect from the Modern Museum an

_instant granting of the thirtesn points, as simple and

self-evident as they are.
But it is ultimately slso the thirteen points and
their corollaries which will make or break the: Museum

away tomorrow, even if all of Sunday's demonstrators
were to disappear, as they are living evidence of
an art world undergoing changes far deeper than
even those it has thus far been able to make articu-
late, evidence of the changes all of society is now
undergoing and of the changing role of art within it.
Black Art, Tech Art, Prick Art — all of thess are es-
sential to the future of the art world, as is the siruggle
for artists' rights and the need for art o be accessible

o all segments of society. These demands.will not dis-

appear overnight, whatever the fate of the presenh(y
demontirations may be. Anyone interested in attend O
ing a pubic hearing on these questions (and any of
his own choosing) should come to the Auditorium of

.the School of Visual Arts, 209 East 23rd Street, en
.Thursday April 10th from six to ten in the evenimg.



technology in ar

A slow-motion underground explosion of nuclear
proportions is taking place in the art world. The
first tremors are now being felt, but almost no one
is aware how deep or lasting the overall effects may
be. Not even the people who are causing the explo-
sion understand the full power of what they are
doing, but this is probably true of most people who
cause explosions. The phenomenon in question is
called Technology in Art, or Tech Art for short—its
outlying spasms have recently been felt at the Docu-
menta exhibition in Germany, at the Denise Rene
Gallery in Paris, at the Redfern Gallery and the
1.C.A. show in London, but the epicenter of the blast
is right here in New York City, where two shows
have just come seething to the surface, one robustly,
even violently, at the Brooklyn Museum, the other
more fuzzily and sedately at the Museum of Mod-
ern Art.

The impact these shows will have is difficult to
foresee, but a few guesses are still possible. Within
the next eighteen months at least ‘'some and prob-
ably most of the following will have happened:

A leading art critic will accuse all artists who co-

operaie with technicians of treason to the cause of

art.

Another leading art critic will accuse all artists
who oppose Tech Art of being old fuddy-dud-
dies.

The name of Leonardo da Vinci will be invoked
by artists to prove that only a great artist can be
a great technician.

/The name of Leonardo.da Vinci will be invoked
by technicians to prove that only a great tech-
nician can be a great artist.

Painters and sculptors will picket the offices of
E.A.T., the organization connected with both
Tech Art shows. They will carry.signs warning
the populace against the menace of Tech Art.

Tech Art proponents will disturb the opening 'of
a major exhibition of paintings by setting off a
sound-and-light bomb.

One or two Tech Art ideas will reach the mass
level, being made in every form from vast display
devices in Times Square to iiniature and toy
versions costing a few dollars.

Light shows will rival television as the home en-
tertainment medium of America. An artist, sub-
sidized by a major electrical corporation and using
giant lenses ground by the Corning Glass Works,
will give a light show on the clouds.

East ViLiace Orner, Deg, 13,1968

BY ALEX GROSS

Three painters will attempt suicide, one of them
succeeding—they will claim in their suicide notey
that the competition of Tech Art was 100 much
for them.

An artist_being supported by a leading corpord-
SN il quit his post, giving ax his reason-a lack

of clarity in the relationship between artists and

company.

A major corporation will discharge its artists in

residence, giving as ils reason a lack of clarity in

the relationship between artists and company.

President Nixon will applaud the role of Tech Art
in stimulating the nation’s economy. By this time
the main Tech Art pioneers will have disasso-
ciated themselves from the movement.

The biggest controversy in art history is brew-
ing. Tt took a lot of fighting to establish the modern
movement in painting and sculpture, but the battle
over Tech Art will make the modernist controversy
look like a pillow fight. The reason is simple: for half
a century artists have tended to look at art as the one
possible alternative to the industrial society, the one
place where the mass production world could never
enter, unless it was willing to dress up in its Sunday
best and. pay a high admission charge.

More specifically, many artists and art critics have
defined art as being irrevocably opposed to science
and technology in its basic assumptions and daily
practice. Science might transform the entire world
around us and the lives of millions of people, but the
sanctuary of art must remain pure and inviolable.
But now scientists and technologists have dared to
turn artists, bringing their knowledge and methods
into the holy places. It is not surprising if some peo-
ple feel themselves menaced. - -

There is also the original—versus—reproduction
problem—until recently the original was everything
in art, and reproductions were tolerated only as long
as it was understood that they were merely repro-
ductions. There was no shortage of people to claim
they could instantly feel out an original from a re-

production, though a few court cases involving for-
geries ought to have weakened this conviction. With
Tech Art it is hard to see how this distinction can
be totally maintained—the copy that is mass-pro-
duced in a factory may actually be superior to the’
Tech Artist's clumsily assembled prototype. Fur-
thermore. if the artist’s first model does find its way
1o a museum, will it be an art museum or a mu-
seum of science and industry or does it matter? It is
obvious that a number of things are in for a.change,
not least of all the categories of thinking inside our
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One thing o ger siraight from the beginning s
that there is good and bad Tech Art just as there
15 good and bad gainting —in fact the standards may
be clearer in the fong run for tech art than for paint-
ing. Bur m a show fike that ai the Brooklyn or the
Madera (o7 the faiest display at the Howard Wise
Gulleryv)y thae s o funther cloment ot work which s
certain teoantivence judeenien?, guite apart from the
s worth of an

What the
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oreanizers of these shows have done,
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™Lo create an at-

mosphers wacre (he whole is far greater them the .

sumn of the parts, & mixed-media environment, wiich
has #2 much 1o do with theatre or architecturs or fun
houses of the futurye as it does with what has tradi-
ticnaily been understood as am. This is one reason
why conventional critics bave missed the point of
these two shes

What s needed to judge and understand these
new ecnvironments is not & painting or sculpture cri-
tic at ail but a mixed-media correspondent, corre-
spondent rather than critic because /it is often neces-
sary to “trave!” into the world set up by these envi-
ronmems and observe how they {it (or do not fit) to-
gether on their own terms. Arn outside view of the
individual elements can sometimes be completely ir-
relevant, even if it is correct as far as it goes. Seen
from this viewpoint the show at the Brooklyn is an
enormous success. coustantly provoking the brain in
any numbet of directions, creating meaningful mo-
tion inside the mind itseif. The show at the Howard
Wise gailery = similarly successful. though on a
smaller scale, because the organizers realized it was
there ot Jeast partially to amuse and to create in-
termal motion. The show at the Modern is less suc-
cesstul becsuse the organizers wers oot sire whether
thev wanied (o present a complete historical re-
trespective or merely try (0 show how with it they
arz. n many ways the Modern remains wedded to
the crhm, grey, “serious-art” concepts of the thirties.

Mixed-media environments can come in 2li shapes,
sizes, and moods from the glare of an amusement
park 1o the contemplative air of a neo-Japanese gar-
den. In fact the muscums of the future (if there is
still any reason to call them museums) way be build-
ings and domed-m pieasurc gardens entirely com-
posed of different mixed-media environments, cor-
responding to all the ievels inside the human brain.
Here will be constructed in at least four dimensions
all the psychic states which have blessed or bede-
villed man from the beginnings of time—they will
be extemnalized. and he will be able to walk through
them and flive them out harmiessly on all sides
of him imsteact of haviag them take control of him
unpredictibly from within. What we call museums
today will be conserved in a single historical wing
of these gigantic Mmd Palaces.

The ehow. in Brooklyn is a step on the.way b~
wards thin, which means that it is likely ® be con-
troversisl among museum adminisirators thevwwetves.
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April L, 1969

AN OPEN LETTER TO TODAY'S VISITORS TO THE MUSHEUM OF MODERN ART

A PROPOSAL FOR THE ESTABLISHMENT OF A BLACK WING AT THE MUSEUM
" MODERN N MM ¥ DRe. MARTIN LU G, JR.

WHY A BLACKX WING? MARTIN LUTH&R KING MLMORIAL AT MOMA SEGREGATED BLACK &

On Octouber 30th, 1968 at the Museum of Medern Art, prominent black
artists were segregated in a back room at a memorial show in honer

of Dr, Martin Luther King, Jr,--or rather, in contempt of Dr. Martin
Luther King, Jr. Among those black artists subjected to this humilia-
ting, racist cultural segrepation were Jacob Lawrence, Charles White,
Romare Bearden, and the late Bob Thompson, No one save the three

. black advisors on the Cornmittee protested this racist insult to the
biack cultural community, which was really the most blatant contempt
for vhe creavive struggle which permeated the life and perpretated

the death of Dr. Martin Luther King, Jr.

THZ WHITE CULTURAL COMMUNITY SUPPORTED WHITI: RACISM IN THE NAME
O'" DR. MARTIN LUTHIR KING, JR.

Or.pginaily the Memorial Exhibition for Dr, Martin Luther King, Jr.

huu iuciuusa vhe works of ne black artistsl Black artists were
incluueu r'or vhe first time as the direct result of pressure from

the vlauck culturai community. None of the white members of the
Committee eve. recognized the racism, nor were they repelled to the
poinu of raising their voices against this insult to the memory of

Dr, Maruin Luther King, Jr, How, we ask, can the white cultural
communivy surv.ve when its leadership, in the persons of such
distinguished fipgures as Mayor John Lindsay, Mrs., Aristotle Onassis,
Carroll Janis of the Sydney Janis Gallery, Edward Fry of the
fuggenheim Museum, Henry Geldzahler of the Metropolitan Museum of Art,
John Gordon of the Whitney Musewm, Donelson Hoopes of the Brooklyn
Museum, Karl Katz of the Jewish Museum, and William S. Rubin of the
Museum o1 Modern Art, fail to react to the Museum of Modern Artts
raclst treatment of black artists and blatant insult to the memory

of Dr. Martin Luther King, Jr.? 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 Moderm Art, More likely, they never thought anything at all,
which is the best way to support the raciam that burled Martin Luther
King. Whatever vhe explanation, black artists can no longer walt for
MOMA's brand of integration, which is already 100 years late in coming,
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A STEARAT] RLACK WING I¥ HOMOR O~ D%, MARTIN LUTHER KING, JRe WILL
RRING THZ BIACT AWT MOV MENT T0 THS MUSEUM O MODERN ART AYD THE PEOPLE

The Museum of Modern Arit has already had 3L years in wilch to glve
recognition to the accomplilishments of black artists., At this point,

25 million blacizs and Puerto :lcans have recelved apbpsolutely no

cultural identification from the NMuscum of Modern Art, Black artists
require the same exposure given to artists of other movcments even in
their infancy. '"he wings and palleries of the Museum are most often
composed of proup art, identifiable aceording to ethnie, philosophical
or national S.rains. The several wings devoted to the works of American
aruvisus have signally failed to include the works of black and Puerte
Ricun arvigus=-Americans, u00,.

TNTEGPATION MEANS WAIT ANOTHER 100 YEARS; A SEPARATE WING MEANS NOW

A sepurave Blacw Wing &t the Museum of Modern Art will mean that black
aruis.s can assemble an exnioition in honor of Dr. Martin Luther King
_thau wilrl honor ivhe urue spirat of justice and equallty and freedom
fur which he lived, worxked, and died.

It will meun that eh 175,000 publliec school children who vigit the
Museum annually will know the contributions of thelir own black and
Puerto Aiuan culture, with which they can identify, and that the

black and Puerto Rican students in our private and parochial schools,
colleges und universities can gain from exposure for the first time to
the works of black and Puerto Rican artists at the Museum of Modern Art.

It will mean that our young black and Puerto Rican artists will be able
to exnibit in the Museum just as young white artists are able to, and
enjoy the development and internatlonal exposure and support that only
the Museum of Modern Art can give  them,

W0 WILL PAY POR THY MARTIN LUTHER ¥INB WING FOR RLACK ART?

Public¢ money supvorts thls Museum, No amount of shrieks about

private endownments can overcone that facte These private endowments

are unuerwriucen by our Federur Fovernment in the form of tax abatements
Whaiull wuwowlt vo as mucn as ninety per cent of the actual value of the
enuowmeni, Donations have come from more than 900 private donors,
incluaing wore cvhan 2u0 corporavions, How much of thla corporatas
comuriuuLlon revreseats earuings on sales to black and Puerto Rican
consuwers? Tax aputement is a recognition that donatlions to the Museum
are a conurivuvion Lo vhe public good. Ie the public good served by
excluulnz oLzce aru and Puervo Rican art from the Museum, or segregating
it in some puck roor: of the Museum? Should your tax burden, which rmust
compensave for vhe abautement granted to these private and corporate
donors, be increased in order to support the racist policies of this
Museum? Are these ccrporate donors, whose lncome derives in substantial
amount frum purchases directly and Indirectly by the black and Puerte
Rican communities, willing to stand up and acknowladge that they are
using money taken out of the black and Puerto Rican communitles, and

tax relief which is redistributed as a burden on the taxpayers of the
black end Puerto Rican communities, in order to support the strangulation
of biack and Puerto Rican art? 67



YWHAT CAY YOU DO?

You can put au ena to vnis disgrace, this deprivation worked upon
whlte, viuck, and Puerto Rican aiilke, You can put an end te the
diggruce of the Museum of Modern Artts sponsorship of art shows at
American Imbassies in Africa which exclude the works of black and
Puerto Rican artists,

HOW?

The relevancy of the Museum of Modern Art's program to the black and
Puerto Rican communitles will be researched and evaluated in the form
of a guestionnalre to be distributed to the ataff of the Museum and
to all art-loving, community-consclous people,

On April 13th, 1969, 200 black and Puerto Rlcan students will begin
the evaluation with & waiking tour of the Museum of Modern Art., We
ghall meet at 12.,u0 Noon that day in the Museumt!s auditorium, Come
.to that meeting, Bring your interested friends, Joln us, Ask
questions of the speakers, Write to the Museum--
MUSEUM OF MODERN ART
2i West G3rd Street
¥ew Yorn, NWew York 10019
or call tne Public Informacion Department
245=3200

Help us evatuatel}

On Apr.l 10th, 1969, an open hearing will be held at the School of
Visual Arts from 6,00 P,M, to 10,00 P,.M, The school is located at

2uy East 23rd Street, New York City (Manhattan), Public trensportatien
is pruviueu vy the IRT Eas. Side (Lexington Avenue) Line to the 23rd
Street Station (Local); BMT 1lith St. Canarsie Line to Third Avenue,
Connectlions from the Independent Line can be made to the 1liith St. Line
at Eigth Avenue and 1llith Street; from the 6th Avenus Subway at 3Lth
Street, Downtown Express to Union Square, then elther Lexington Ave,
Local uptown to 23ra St. or lLth St, Canarsis Line to Third Avenue,

A full siasve of demands will be discussed at this time,

Join us In our fight., It is your fight, too, It is Americats fight,
and the filght which we must all make if what America professes to
stand for is to survive,.
BLACK AND PUSRTO RICAN STOUDENTS
AND ARTISTS FOR A BLACK WING IN
MEMORY O DR, MARTIN LUTHER KING,JR.
TOR INFORMATION CONTACT:
TOM LLOYD 154-02 107th Avenue Jamaica, NY 11433 657=61133

FAITH RINGGOLD 345 W. 1ili5th Streev NYC 862~5876
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STUDENTS AND ARTISTS UNITED FOR A MARTIN LUTHER KING IR‘. WING FOR BLACK
AND PUJERTO RICAN ART AT THE MUSEUM OF MODERN ART IN NEW YORK CITY

AITH RINGGOLD 345 W 145th St. NYC 862-5876
TOM LLOYD 154.-022107th Avenue Jamaica NY 657-6433

THE MUSEUM OF MODERN ART EXCLUDES BLACK AND PUERTO RICAN ART

The Museum is the international pace-setter of the modern art movement. [ts exclus -
ion of the work of hlack and Puerto Rican artists has denled them recognition, suppest,
and the impetus for development which every art school and movement requires. Ii
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 cujtural wealth of black and Puerto Rican heritage;
they have shared the prestige of artistic regéneration 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 Rlack and Puerto
Rican art are alive! In search of museum retrospectives! Of major exhibitions,
international representation, and all the exposure which museum publications, com-
missions, grants, and sponsorship can give!

THE MARTIN LUTHER KING JR. WING WILL BE SEPARATE--BUT ONLY AS THL YOLK 15
SEPARATE FROM THE SHELL. Black determination has never falled to provide creative
leadership to surmount every hurdle to freedom. We cannot be free until cur art i3 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, nc publications devoted to their work, no group shows
for our younger artists. If cur art is not to be mixed with the art of whites, well, so
Le 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, just as we have no place in your churches and clubs and cooperatives!
Can the Museum of Modern /irt 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 w 1li have our art, and we will have our wing. We have our
own thing to do, something “hat grows out of our different experience as a people,
coupled with the unceasing 1eed of biack 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 1se 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! OQur art is not dead, and
we will not let it die, because to kill cur art is to kill the spirit of our people!

That is why we must have “he Martin Luther King Wing----NOw!ttin®

AT 12 NOON AT THE MUSE'JM 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!



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

WITY IT IS IMPORTANT

Although we are all members of the same humun family, our experience as a people
has helped to make us different from other groups, just as our individual experiences
make us as indivuduals diffcrent frem cone ano-her. Th=t differentness is a right; it
makes us who and what we are, and that differersnoss has o 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 sco it, and this fosters identification
and a sense of worthwhilaness. Cur children and we ourselves are entitled to this
same identification, respect, and sense of wortivwhileness enjoyed by others. The
public vehicle for helping to sustain and encourage all of this is the museum. For
people alive, developing and contributing tndav, the forzmost 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 obligatioa to portray the cultural
contributions of black and Puerto Rican artis:s ard to determine whether that portrayal
could be bette- 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?

Tiie Museum maintains wings for tie axhibition of Tnuitch, Russian, Italian, Austro-
Germanic, and other ethnic and national cultural contributions. Blacks and Puerto
Ricans amount to more than 25 mi.lion Amsoricans--one out of every eight. Our
distinctiveness as a people is clearly recegnied in the many laws, practices and
customs within the American soci ty which declared and even today declare such a
difference. In short, we are diff. rent for purcoses of unequal treatment, but not
different for purposes of equal re: Sgnition of our cultural individuality. If we are
Jdifferent--and we are among the irst to insic: Th-t we are--then we ought to be able
to present that difference througl! our art and other cultural contributions in a Martin
Luther King, Jr. Wing of the Mus :um of Modern Art.

SUPPORT YOUR CHILD'S RIGHT 10 KNOW, ENJOY AND UNDERSTAND HIS RICH
CULTURAL HERITAGE. HELP TO "REE BLACK AND PUERTO RICAN ART FROM THE
CULTURAL GENOCIDE PRACTICE o BY THE MUSEUM CF MODERN ART TODAY.
WITHOUT A MARTIN LUTHER KIMG, JR. WING, BLACK AND PUERTO RICAN ARTISTS
WILL HAVE TO WAIT ANOTHER 110 YEARS FOR FREEDOM, IF CULTURAL GENOCIDE
DOES NOT IN FACT, AS IT SEEK: TO DO, WIFEOUT OUR CULTURE ENITRELY.
BRING THIS PAPER WITH YOU T9) THE MUSEUM THIS SUNDAY, OR MAIL IT TO A
MEMBER OF OUR COMMITTEE.

I'aith Ringgold 345 W. 145th it., New York, N.Y. STUDENTS & ARTISTS FOR A

Tom Lloyd 154-02 107th Ave., Jamaica, N.Y. MARTIN LUTHER KING, JR.
WING FOR BLACK ART AT THE
MUSEUM OF MODERN ART
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The Museum of Modern Art

11 West 53 Street, New York, N.Y. 10019 Tel. 245-3200 Cable: Modernart

Bates Lowry April 10, 1969

Director

Mr. Tom Lloyd

Miss Faith Ringgold
154=-02 107th Avenue
Jamaica, New York 11433

Dear Mr. Lloyd and Miss Ringgold:

The Museum welcomes group visits of students although it is impossible for
us to make our auditorium or any other space available for briefing sessions.

There is no admission fee for New York City public junior and high school
groups. As we must schedule the visits in order to avoid overcrowding the
galleries, appointments should be made two weeks in advance. At least one
adult, preferably a teacher, must accompany each group of 12 junior or senior
high school students.

Your letter of April 3, which we received April 7, also refers to works of

art on view at the Museum. As in all art museums, the works in our galleries
are selected for their quality as works of art; they are grouped according to
stylistic affinities without regard to the artist's religion, race, political
affiliation or the country in which he was born. For the convenience of our
visitors, the galleries are arranged in rough chronological sequence according
to historic styles or movements in 20th-century art.

Thus, for example, the School of Paris galleries contain works by artists of
varying political views and whoae pative countries range from Spain to Russia.
The German Expressionists galleries contain works by artists of different
religious beliefs. The so-called New York School includes work by artists born
in many different sections of this country. We have on occasion, for example,
grouped the kinetic works in the collection and thus brought into a single
gallery artists from many parts of the world who do not know each other's work
and have never formally banded together to create a particular aesthetic, as
did say, the Italian Puturists.

The Museum was founded on the premise that the artists of our time were creating
works of exceptional interest and importance. I have every faith that artists
will continue to do so; and as long as that is true, the Museum will exhibit

and acquire these works.
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As to our plans for.the future about which you inquire, we will continue to
try to help the entire community understand, enjoy and use the vigual arts of

our time, New methods will continually be sought; the purpose remains the
same,

Sincerely yours,

Bates Lowry
BL:rb

SOME QUOTES

"

Liberation News Service

If you are not careful, the newspaper will
have you hating the people who are being
oppressed and joving the people who are doing
the oppressing.

» - >

I'm for anybody wha's for freedom. I'm for
anybody who's for justice. I'm for anybody

who's ftor equality. ['m not for anybody who tells
me to turn the other cheek when a cracker is
busting my jaw. 1'm nor for anybody who tells
black people to be non-violent while nobody is
telling white peuple 10 be non-violent.

“NOBODY WHO'S LOOKING FOR
Malcolm X

A GOOD IMAGE WILL EVER BE FREE. NO,

- *

We are anti-exploitation, anti-degradation,
anti-oppression if the white man doesn't want
us to be anti-him then let him stop oppressing,
degrading and exploiting us.

THAT KIND OF IMAGE DOESN'T GET YOU FREEDOM.

~-Malzolm X
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Is the Museum a Museum Piece?

By Alax Gros

it is not particularly important to point out that things
are changing, as they have aiways been doing so, even though
the pace mav be faster today. Nor is it terribly important to
insist that these changes must be made as quickly as possible-
they will e anyway, and there is no way of stopping them.
Nor 15 it particuiarly meaningful to refer 10 a certain buiid-
ing or 53rd Street as the Mausoleum of Modern Art, though
maore and more people are referring to it in this manner.
Whst is important, to the point of being absolutely central,
is that we understand the nature of the changes which are
taking place so that we know why they are necessary and
can help to bring them into being as efficiently as possibie.

The real question is whether museums are still as necess-
ary at least in their present form, Those who imagine
that museuins are eternal and unchanging both as concept
and institution would do weil to note that the museum as
we kriow it is rathar recent in its origins. Like the concert
halt, the opera house, and (to an extent) the proscenium
theatre with unmoveable seats, the museum is largely a prod-
uct of the aineteenth century and the upper middle class
audience which patronized all these institutions. Basically
the art imuseum was {and remains) a place one visits to
commiine with what are supposed to be truly meaningfu!
values of tife and society, as distinguished from the im-
perfect poverty-stricken, money-grubbing world outside its
walls. The museum was {and is) a place to avoid life rather
than to enczounter it, a place to congratulate oneself on one's
values rather than to doubt them and move on to something
better.

The Museum of Modern Art, and with it all foward-
locking museums in the first half of this century, worked
mightily and accomplished much to change the overall
taste of museum-goers during that period of time. But they
did aimast nothing to alter the nineteenth century reasons
for whicn people go to museums — they changed the style
of display, broadened art out into crafts and design, and
replaced old fashionable names with new ones, but the
museurn remained the museum, a church-like place where
one went to commune with all that was highest and best,

a substitute temple whose holiness was guaranteed by
priests turned curators.

But what happens to the museum when people get
tired of visiting it for those reasons? For that matter,
what happens to society when people get tired of at-
tending proscenium theatres, concert hatls, and opera
houses?

Al of this is now beginning to happen, and it is part
of a single cultural phenomenon, The opera house was al-
ways to some-extent a matter of social snobbery, while
rusic in general, as more and more people are discovering,
is meore fun to listen to {cr to make) at home. As for the
fixed seat theatre, it has bean evident for some time, part-
icutariy in its Broadway incarnation, that it is 8 top-heavy,
bloated bore, a walking dead-man,

At the same time thet these institutions ere beginning
to wither away, a taste for something altogether new, merg-
ing all possibie genres of ert, religion, therapy and enjoyment
in a single, all-embracing whole, is beginning to makae it-
self feit, 1t is something thet will bring pleasure without
guilt, social criticism without dogma, and self-development

OSMOSIS

Osmosis

The pillow on my bed
on which | sink my head
And drink up dreams.

Veronica Galati
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without pretension. Scme of the preparatory work in this
direction is aiready being done by environmenitai, mixed-
media, and tech artists and oy psychologists carrying out
experimerits in therauy along these lines, One of the resuits
of this work wii! be the setiing up of artificial environments
fully as rich and coimpsliing &5 nature at her best, though

rio substitute for it. Thes: experiments are sure to be greet-
ed with doubt ano scenticisan by the tearful few, and one will
hear the objection that nattre is being tampered with, even
though the whoie business oi ran has always been to tamper
with nature the only way to truly returning to nature is to
return to the caves.

The irnminence ot these changes is understood in an in-
stinctive way by many of the young and anyone else in tune
with cuiture today. The real quesiion is how the museums
are to go about fitting in these tenderncies into their programs
and concepts from another century, assuming they can fit
them in--the onty possible aiternative is by passing the museurns
altogethier and bireak ing through into suinething more by touch
with what is nesded. It is to e hoped that the museums wili
understand what is happening 'n time and show the necess-
ary fiexibifity in the face of change-it is in thic fight that
the current protests againsi the Modern Museum should be
understood. The directicn in the arts today is towards a
greater involvement of arn aver increasing number of people
in far more ways than curaters still thinking in dated terms
are capable of imagining. 1t is ironic that the Modern
Museum:, which spent so many years of its early growth
fighting against sutmoded igeas of museum crganization,
should now find itself the object of a similar attack, but this
is only one other sign among many of how fast our culture
has begun to move. 1t is significant that the points at issue
should contain not oniy the usual artists, comnplaint of too
little expostire but also go on inte the domain of black-white
politics, environmental experirents, and general museum
policy. A new point which the artists also intend to press
has to do with removing those members of the museurn'’s
directorate who happen to be ciose relatives of important art
gatlery owners—it is believed thar the museum is particularty
vulnerable cn the issue of niepotism.

However these and other matters rnay deveiop, it is not to
be expected that ail artists wili be in agreement an all phases
at all times. Disagreement amnng artists and critics in a
normal and healthy phenomenon and one which heips at its
best, to bring about reasonable end necessary changes. What
is most 1o be feared is not disagreement at all but the poss-
ibility that those wio are in responsible positions in museums
throughout this country and the world will imagine them-
selves to be high priests of eternal duities and so not realize
the full scope and importance of what an increasingly large
group of artists is now trying to teli them,
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PAINTING AND SCULPTURE COLLECTIONS July 1, 1951 to May 31, 1953

An Important Change of Policy (,}-—-_—‘-‘a

On February 15, 1953 Mr. John Ilay Whitney,
Chairman of the Board of Trustces of the Musewn
of Modcrn Art, made the following announcement
of the Board’s decision to make the most important
works of art in the Museum’s possession the nucleus
for a permanent collection of masterworks of mod-
ern art:

“The Museum has come to believe that its former
policy, by which all the works of art in its possession
“wonld é‘;'entlm/l)‘ be transferred to other institutions,
did not work out to the benefit of its public. It now
“Belicues it essential for the understanding and enjoy-
ment of its entire collection to huve permanently on
public view masterpieces of the modern movement,
beginning with the latter half of the nineteenth cen-
tury. The Museum plans to set aside special galleries
Jor this purpose and to transfer to them, Sfrom its
collections, outstanding paintings and sculptures
which it considers have passed the test of time, and
to acquire additional works of art of equal excellence
Jor permanent retention.

“The Muscum of Modern Art believes now, as
always, that the major 'portion of its collection cannot
remain static. In acquiring recently produced work
it must attempt to inchude all significant and prom-
ising aspects of today’s artistic production. Such
policy would lead inevitably to an accumulation of
works of art which, while essential for the representu-
tion of today’s work, is bound to be excessively large
and umieldy once it becomes a review of Yyesterday.
Periodic reconsideration of this major part of the
Collection will, therefore, alicays be an integral part
of the Museum’s procedure. The creation of a per-
manent core within the Collection constitutes a
radically important departure from the Museun’s

past policy. It must be stressed that this permanent

nucleus will be composed only of great masterworks,

“Combining thus under one roof the most repre-
sentative collection of the significant movements and
trends of today and a permanent core of the finest
examples of the entire modern movement, the Muscum
believes that its contribution to the knowledge and
enjoyment of modern art will be of ever-increasing
importance.”

In the course of putting this new policy into
effect the Museum of Modern Art terminated its
agreement of 1917 with the Metropolitan Museum
of Art. Though this termination will not interfere
with the cooperation desirable between two insti-
tutions working in the same city it does peemit
them to resume complete independence in the
formation of their collections.

The collection of American folk painting anl
sculpture and the twenty-seven modern works of
art which werc acquired by the Metropolitan
Muscum from the Muscumn of Modern Art under
the terms of the 1917 agreement have now been
transferred, physically or in title, to the older
institution, with the exception of two paintinzs by
Matisse, Gourds and Interior with Violin Case,
which lave been repurchased by the Muscum of
Modern Art.

To guide and help implement the new policy,
the Chairman of the Board of Trustees, with their
approval, has appointed a new committee to be
known as the Policy Committee for the Museum’s

. Collection of Masterworks. The members, ap-

pointed in March 1953, are listed opposite. The
committec, concerned with long range planning,
will in no way supersede the existing Committee
on the Muscum Collections which is involved
primarily with current activities and acquisitions.

THE MRS. SIMON GUGGENIIEIM FUND
EXHIBITION

The Museumn’s change of policy was anticipated by
the most important event of the year 1932, the
exhibition of works bought over the previous
fifteen years with funds provided by Mrs. Simon
Guggenheim.

Mrs. Guggenheim had expressed the wish that
the Muscum would use her purchase funds to
acquire works of the highest exccllence. Oaly such
works, she felt, would have permancnt value and

exhibition was a report to the public of how the
Museum had responded both to Mers. Guggenhcin’s

3
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FOREWORD : THE COLLECTIONS OF THE MUSEUM OF MODERN ART

This book has been prepared by the Museum of Modern Art on the occasion of its Twenty-
fifth Anniversary. Intended as a tribute to the art of our time, it deals with many branches
of contemporary visual art produced in forty countries over the past seventy-five years.
Obviously such a vast subject cannot be treated exhaustively in any one volume, but we
believe that this book will serve its purpose if it conveys an idea of the variety, excellence of
achievement, and vigor of modern art.

That it was possible to select the illustrations for this book entirely from the Museum’s
own collection is a matter of considerable pride to us. A quarter century is a short period
in the history of most of the world’s major art museums. Yet within that time the Museum
of Modern Art has assembled great collections, some of them unsurpassed, in a variety
of modern fields including painting, sculpture, prints, motion pictures, well-designed
furniture and utensils, posters and photography.

Originally it was the Museum’s stated policy to keep the collection fluid by passing on
to other institutions even its best works as they matured and became “classic.” Recently the
‘Museum has adopted a radically new policy which will be implemented by the creation of
a highly / selective permanent collection of masterworks by both twentieth-century artists and_
their great nineteenth-century forerunners, particularly in painting. The sclection and
“acquisition of these masterworks will be one of the major goals of the Museum, but the

‘experimental collecting of new forms of art will continue in spite of the limited confines of

our ‘our presently inadequate gallery and storage space.

The Museum’s collection is a living testimony to the courage, the generosity, and the
enthusiasm of the entire Museum community—its Trustees, its patrons, its staff. We are
proud of past achicvement but realize fully how much there is still to be done.

To help people enjoy, understand, and use the visual arts of our time is the stated purpose
of the Museum of Modern Art. Particularly during a time when conformity enforced
through authoritarian pressure is a constant threat to the development of a frec society, it
is most heartening to turn to the arts and to find in them the vitality and diversity that
reflect freedom of thought and of faith. We believe that the collection of the Museum of
Modern Art and this publication represent our respect for the individual and for his ability
to contribute to society as a whole through free use of his individual gifts in his individual
manner. This freedom we believe fundamental to democratic socicty.

Joun Hay WarrNey
Chairman of the Board of Trustees, 1954

NELsoN A. ROCKEFELLER
74 Chairman of the Board of Trustees, 1958
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Twenty-seven years ago in the autumn of 1929, even before it opened its doors to
the public, the Museum of Modern Art began to form its collection. Today, in
its several departments, the collection includes many thousands of works of art.
- Painting and sculpture, with concomitant drawings and prints, were the only
media exhibited and collected by the Muscum during its first three years. By
1932 the Museum had acquired six paintings and eight sculptures, all gifts—the
depression was at its decpest and there were as yet no purchase funds.

The Lillie P. Bliss Collection, conditionally bequeathed in 1931, was formally
accessioned in 1934 and immediately gave importance to the Museum Collection.
In 1935 the Advisory Committee purchased the first of its gifts and Mrs. John
D. Rockefeller, Jr., gave her collection of 181 watercolors and oils, mostly by
Americans. Among early donors of important works of art were Walter P.
Chrysler, Jr., Stephen C. Clark, A. Conger Goodyear, Aristide Maillol, Edward
M. M. Warburg and the Museum’s Advisory Committee.

In 1937 Mrs. Rockefeller, with the help of her son Nelson A. Rockefeller,
established the Museum’s first purchase fund. In 1938 Mrs. Simon Guggenheim
made her first gift to the collection, purchased with funds which have since been
frequently and magnificently replenished. Mrs. Guggenheim has stipulated that
her Fund should be used for the acquisition only of works of exceptional
importance and quality. In 1939 Mrs. Rockefeller presented two more collec-
tions: thirty-six sculptures and a group of American folk painting and sculpture;
and in 1941 an anonymous donor added to his already generous gifts of works

of art.
In September 1947, under the terms of a formal agreement between the

Metropolitan Museum of Art and the Museum of Modern Art, the Muscum

of Modern Art sold to the Metropolitan twenty-six works already deemed

fzzblassic'él” (page 7), the procceds to be used for the purchase of more
“modern’ works.

However, in February 1953 the Trustees of the Museum of Modern Art

announced an important change of policy which resulted in the abrogation of |

the agreement with the Metropolitan Muscum of Art and the creation of a
permanent core of masterworks within the Museum Collection. The Policy
Committee for the Museum’s Permanent Collcction of Masterworks was

appointed (page 4) and drew up a resolution which was approved by the
Board of Trustees at its meeting of Maz 2, 1256. The Resolution, with part of

its preamble, follows:
“In its early years the Museum of Modern Art, primarily devoted to loan
exhibitions, planned its Collections with the stated policy of eventually passing

5
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on the works of art to other institutions or otherwise disposing of them as they
matured or no longer seemed useful.

“However, the Trustces have recently determined, as a radically new
departure, to establish a collection of works of art, limited in number and of the
highest quality, which shall remain permanently in the Museum’s possession. . .

*“After discussion, it was, on motion made and seconded, unanimously resolved
that:

1 The Trustees of the Museum of Modern Art herewith confirm the’
establishment of a Permanent Collection of Masterworks of Modern Art.

2 The Permanent Collection of Masterworks shall comprise works of art
selected from the Muscum’s general Collection together with such
additions as may be approved from time to time by the Trustees.

3 In general, the Permanent Collection of Masterworks shall not include
works of art executed prior to the mid-nineteenth century.

4 The Collection of Masterworks shall have the same degree of permanence
as the collections of the other great museums of this country. No work of
art accepted as a gift for the Permanent Collection of Masterworks shall
be eliminated from it except in accordance with the conditions, if any,
originally stipulated by the donor. _

5 No works of art shall be eliminated from the Permanent Collection of
Masterworks, and no material change shall be made in the policies :
governing the Permanent Collection of Masterworks, unless approved by ;
three quarters of the Trustees of the Museum then in office.” !

In June 1954 the Trustees of the Museum established the honorary group,
Patrons of the Museum Collections, in recognition of those who have been
particularly generous in their donations or bequests of works of art and purchase
funds. Patrons are elected by the Board of Trustees and their names listed in
publications and on the wooden plaque at the entrance to the galleries of the
painting collection. The list of Patrons appears on page 4, of thc many other
generous donors to the painting and sculpture collection, on page 68.

The Museum Collections as one of the five administrative divisions of the
Museum was established in 1947 and embraces all the works of art in the
Muscum’s possession. The Director of the Museum Collections is responsible to
the Committee on the Museum Collections, the Chairman of which, in turn,
reports to the Board of Trustees. Curatorially, the staff of the Museum Collec-
tions is at present directly concerned only with painting, sculpture, construc-
tions, collages, drawings and prints; curatorial responsibility for the other
collections is divided among the Departments of Photography, Architecture
and Design, and the Film Library.

A selection of about 165 paintings, roughly one seventh of the collection, is
on view in the second floor galleries of the Museum; sculpture is shown on the
third floor and in the Abby Aldrich Rockefeller Sculpture Garden. Unless on
loan elsewhere, works not on view may be seen by appointment.

The first catalog, Painting and Sculpture in the Museum of Modern Art, published
in 1942, listed 693 works. The collection of painting and sculpture, as of
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December 31, 1956, numbers about 1,360 items by artists of nearly 40
different nationalities.

A comprehensive list of the Museum of Modern Art publications referring to
painting and sculpture in the collection is given on page 64. Of particular
relevance are the catalog, Painting and Sculpture in the Museum of Modern Art, 1948,
with 380 reproductions (now out of print but available in libraries); its six
illustrated supplements, issued as Museum Bulletins, and covering accessions
from 1948 through 1956; The Museum of Modern Art, New York, Painting and
Sculpture Collection, Les Editions Braun & Cie, Paris, 1950; and Masters of Modern
Art, 1954, the Museum’s 25th Anniversary volume, with 356 illustrations, 77
of them in color, available in German, French, Spanish and Swedish as well
as American editions.

ALFRED H. BaRrg, Jr.
Director of the Museum Collections
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Agreement

between

THE METROPOLITAN MUSEUM OF ART

THE MUSEUM OF MODERN ART
and

WHITNEY MUSEUM OF AMERICAN ART

Dated as of September 15, 1947
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AGREEMENT made as of September 15, 1947, between T
MerrororiTay Museum or Art, a New York corporation, (hereinafter
referred to as ‘‘Metropolitan Museum’’), Tae Muscun or MoberN
Arr, a New York corporation, (hereinafter referred to as ‘‘Modern
Museum?’), and Warryey Mussum or Amsrican Art, a New York
corporation, (hereinafier referred to as ‘*Whitney Museum’’);

Weaereas, Metropolitan Museum is concerned primarily with the
visual arts of the past, both American and foreign, and Modern Musecum
is concerned primarily with the encouragement and study of the visual
arts of the present and recent past, both American and foreign; and

‘WaEREAS, an arrangement in principle has been entered into for
the coalition of Metropolitan Museum with Whitney Museum, and
Whitney Museum is concerned primarily with the encouragement and
study of American painting, drawing, prints and sculpture; and

WaxEREas, it is desirable in the interests of rendering better service
to the public and efTecting economies to define the activities of the par-
ties in regard to the collection and exhibition of paintings, drawmrrs,
prints and sculpture; and

WHEREAS, it is the expectation of the parties that this agreement
will be renewed from time to time on similar terms and that the ultimate
result of the continued renewal hereof will be that Metropolitan Museum
will eventually have the opportunity to acquire any paintings, drawings,

- prints and sculpture now owned or hereafter acquired by Modern
" Museum on terms permitting such transfer:

Now, Tuererorg, the parties, in consideration of the mutual cove-
nants herein contained, agree as follows: s

Pmst: For the purposes of this agreement, the term “‘modern
art’’ shall be deemed to include any painting, drawing, print or sculp-
ture by a living artist and any such work of art by a deceased artist
which is still significant in the contemporary movement in art, and the
term ‘‘classic art’’ shall be deemed to include all other paintings, draw-
ings, prints or sculpture which have become part of the cultural history
of mankind.

79

< -




2

Secoxp: Metropolitan Museum agrees:

(1) To deposit with Modern Museum such paintings, draw-
ings, prints and sculpture now owned or hereafter acquired by
Metropolitan Museum as it believes can be more appropriately
exhibited by Modern Museum. The objects of art to be deposited
initially are listed in Schedule A hereto attached.

(2) To lend freely to Modern Museun: objects of classic art
which Modern Museum may deem useful in showing the develop-
ment of current trends or the relationship of modern to classic art
and which Metropolitan Museum does not consider inappropriate
for lending.

(3) To purchase from Modern Museum the paintings, draw-
ings and sculpture listed in Schedule B hereto attached and in
consideration thereof to pay Modern Muscum the sum of $191,000,
payable in four annual installments of $39,000 each, the first in-
stallment to be paid on October 1, 1947, and a final installment
of $35,000 to be paid on October 1, 1951, Delivery of such objects
of art to Metropolitan Museum shall be made not later than Octo-
ber 1, 1957. Title to each such object of art shall pass to Metro-
politan Museum upon the payment of the final installment of pur-
chase price or upon delivery thereof to Metropolitan Museun,
whichever event first oceurs.

(4) To consult with Modern Museum and Whitney Museum
in connection with developing representative collections in the
fields in which the parties are specially interested.

- (5) Not to exhibit foreign modern art without prior consul-
tation with Modern Museum and to exhibit American modern art
only through the facilities of Whitney Museum until the coalition
between Metropolitan Museum and Wlhitney Museum becomes
effective.

(6) To advise Modern Museum and Whitney Museum of its
program of exhibitions and to cooperate with said muscums in
coordinating their respective programs of exhibitions.

TaRD: Modern Museum agrees:

(1) To deliver to Metropolitan Museum the Dawmier painting
described in subdivision (s) (17) of Article Fifth of the will of
Lizzie P. Bliss promptly upon the execution of this agreement,
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(2) To scll to Metropolitan Museum the paintings, draw-
ings and sculpture listed in Schedule B in consideration of the
payments to be nade to Modern Musenm as provided in Article
Second, Paragraph (3) hercof. Delivery of said objects of art to
Metropolitan Muscum shall be made, and title thereto shall pass to
Metropolitan Mnscum, as provided in Artiele Second, Paragraph
(3) hereof. Modern Museum declares that any new work of art
acquired out of the proceeds of sale of any of the above objeets of
art, shall bear the name of the donor or fund through which the
relevant object of art sold was originally acquired.

(3) To deposit with Metropolitan Museum suel paintings,
drawings, prints and sculpture now owned or hercafter acquired
by Modern Museum as it believes can be more appropriately ex-
hibited by Metropolitan Museum.

(4) To lend frecly to Whitney Muscum and Metropolitan
Museum objects of modern art which they may deem useful in
showing the development of current trends and which Modern
Museum does not cousider inappropriate for lending.

(5) To consult with Metropolitan Museum and Whitney
Museum in connection with developing representative collections
in the ficlds in which the parties are specially interested.

(6) Not to hold annual exhibitions of American modern art
comparable to the aunual exhibitions heretofore held by Whituey
Muscum until the coalition between Metropolitan Museum and
Whitney Museum becomes effective.

(7) To advise Metropolitan Museum and Whitney Museum
of its program of exhibitions and to cooperate with said museums
in coordinating their respective programs of exhibitions,

Fourrr: Whitney Muscum agrees:

(1) To lend freely to Modern Museum objects of Amecrican
art which Modern Muscum may deem useful in showing the develop-
ment of current trends or the relationship of American modern to
American classic art and which Whitney Muscun does not consider
inappropriate for lending.

(2) To consult with Metropolitan Museum and Modern
Museum in connection with developing representative collections
in the fields in which the parties are specially interested. The
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existing practice in regard to the purchase of works of living
American artists based on the proposed agreement of coalition
between Metropolitan Museum and Whitney Museum is hereby
confirmed. ’

(3) To confine its activities to the ficld of American art and
not to exhibit foreign modern art.

(4) To advise Metropoiitan Museum and Modern Museum
of its program of exhibitions and to cooperate with said museums
in coordinating their respective programs of exhibitions,

Frerr: While the parties expect that this agreement will provide
a permanent pattern for their mutual activities, they recognize that it
is unwise to bind institutions indefinitely to a particular course of con-
duct or to the expenditure of funds for specific purposes. For these
reasons, this agreement shall terminate on October 1, 1957. The par-
ties expect, as this agrecment or any renewal thereof terminates, to
enter into a new agreement similar to the predecessor agreement,
' Upon the termination of this agrecment, the obligations of Modern
Museum under Article Third, Paragraph (2) hereof to deliver to Metro-
politan Museum the paintings, drawings, prints and sculpture listed in
Schedule B shall survive sucli termination and remain in effect and all
paintings, drawings, prints or sculpture deposited by Metropolitan
Museum with Modern Museum or by Modern Museum with Metropoli-
tan Museum shall be returned to the depositing musecum.

Sixtr: Pending delivery of each object of art to be acquired by
Metropolitan Museum hereunder, Modern Museumn shall rotain the
same for the benefit of Metropolitan Museum and shall insure it to the
extent of its market value for the benefit of Metropolitan Museum
by an all-risk fine arts policy or policies in the form currently in
use. In case Modern Museum shall fail to deliver any such object
of art to Metropolitan Museum by the date herein specified, Modern
Museum shall forthwith pay to Metropolitan Museum a sum equal
to the then market value of such object of art less any insurance
recovered by Metropolitan Museum. For the purposes of this article,
the market value of any such object of art shall be the amount hereto-
fore determined by mutual agreement unless Metropolitan Museum
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at intervals of not less than one year shall have requested that such
market value be redetermined, in which case the market value shall be
the amount so redetermined by mutual agreement or in accordance
with the provisions of Article Nivta hereof.

Seventm: Nothing lerein contained shall be deemed (a) to limit
the right of each party to control its own policy of purchases or (b)
to require any party to accept deposits of objects of art which it may
determine to be inappropriate for inclusion in its collections or {c) to
prevent Metropolitan Muscum from retaining, collecting or lending
modern art prints and making them available to the public except

" through its own exhibitions or (d) to require the labelling of any objects
of art acquired by Metropolitan Museum hercunder as the property of
Metropolitan Muscum until such time as said objects of art shall
have been delivered to Metropolitan Museum or (e) to prevent Modern
Museum frowm acquiring or exhibiting objects of American modern art
appropriate to its function of presenting a rounded and balanced
demonstration of modern art in all its phases and without limitation
as to nationality.

Each party agrees that whenever it exhibits, reproduces or cata-
logues any painting, drawing, print or sculpture deposited with it or
lent to it by any other party hereto, appropriate reference shall be
made to the museum of origin and the donor or fund through which
the work was originally acquired by the depositing or lending muscum.
Each party further agrees that whenever it catalogues any painting,
drawing, print or sculpture sold to it by any other party hereto, appro-
priate reference shall be made to the selling museum and to the donor
or fund through which the work was originally acquired by the selling
museum,

Ewgurn: Except as specifically provided herein, each museum
shall be free to follow such policies as it may deem advisable in all
other activities and particularly in educational and other prograns
designed to encourage conunercial and industrial art.

Nintr: In the event that any difference of opinion shall arise be-
tween the Metropolitan Muscum and the Modern Museum over the
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interpretation of any provision hercof or its performance, the matter
shall be referred to a committee comiposed of three Trustees from cach
of the two museums and the decision of a majority of such committee
shall be final and binding upon the parties. If the committee shall be
equally divided, the matter shall then be referred to an individual
selected by a majority of such cemmittee and the decision of such indi-
vidual shall be final and binding upon the partics. A similar procedure
shall be used in the event that any difference of opinion shall avise be-
tween the Modern Museum and the Whitney Museum and any decision
so arrived at shall be final and binding upon the partics.

Ix Wrrness WrEREor, the parties hereto have caused these pres-
ents to be signed by their duly authorized officers and their corporate
seals to be hereunto affixed as of the day and year first above written.

Tue MerrororiTaxy Museum oF Arnt

Attest: President

Secretary

Tree Mustum oF MoDERN ART

Attest: . Chairman of the Board

Secretary

Wrairney MuseuMm or Awmerican Arr

Attest: President

Secretary

———
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Schedule A

Objects of art to be deposited with the Modern Museum b

y the Metropolitan Musenm

of the foregoing agreement.

putsuant to Ariicle SECOND, Paragraph (1),

Titls

Media

Artin

Chained Action

Maillol

_ bronze

Portrait of Gertrude Stein

oil

Picasso
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Schedule B

Objects of art to be sold by Modern Museum to the Metropolitan pursuant to
" Article THIRD, Paragraph (2), of the foregoing agreement.

" Arsist

Cezanne
"
Despiau
"
[
L[]

Kolbe
o
" Maillol
a“*

Ly

“

*
/\_L..[:u‘m: e (ﬁl (n, ULy WM%tisse

L)
[EN
[

Picasso
[

Redon
Rouault
“"

Seurat
[
"

Signac

Hi‘cks

Unknown
[

"
o
o
4%
£*
“"
o
a“®
“
0.

56

Media Title.
oil Man in a Blue Cap \7
we | Bathers Under a Bridge :
plaster Little Peasant Girl l
plaster Madame Othon Friesz
bronze Maria Lani /
bronze ‘Seated Youth
bronze Seated Figure
terra cotta: Crouching Figure
bronze Portrait of Dr. Valentiner {
bronze Portrait of Renoir !
bronze Ile de France f
laster Spring (
gronze Standing Figure P) MM Cf"“j"‘ fes
bronze Standing Woman i [ et {
oil The Gogrds (9«42’ D "-’( At
oil Interior with Violin Case ‘fV Y,
oil Bouquet on the Bamboo Table
oil La Coiffure-
oil Woman in White
tempera Etruscan Vase
oil Portrait of Lebasque
gouache, etc.  Funeral
dr The Artist’s Mother
dr Lady Fishing
dr Seurat—House at Dusk
we Village Festival
AMERrICAN FoLx Art, i
oil . The Rcsxdence of David Twining
oil The Peaceable Kingdom i
oil Baby in Red Chair L
we Glass Bow! with Fruit ;
oil The Quilting Party .
wood Eagle %—- AAQIA«”—* o I
wood Henry Ward Beecher ! w- - 16-1950
copper . Weathervane-Fish / s,
iron Weathervane-Horse i
oil Child with Dog !
“fractur” Crucifixion !
dr Deer |
dr Horse !
wood Seated Woman |
N \ A
W
\.—;/
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April 11, 1969

President Richard M, Nixon
White House
Washington, D.C.

Dear President Nixon:

With all due respect to your right to make your
appointments as you see fit, | as a
feel obliged to request that you appoint an individual
as your Cultural Advisor who has the high esteem of the
creative world.

The reported candidates for this position, David
Black, John Rockefeller i1, Jr. and August Hecksher are
disappointing because they are too far removed from the
ireative scene to be leaders in the cultural movement of

oday.

We need a person as your Advisor who would bring
the interest and influence of the Presidency to the
various art fields. With this kind of encouraging person
in the White House, we can have a flourishing of the arts
(which we are more than ready for) as has not existed in
the history of America.

The Art Workers' Coalition will be happy to submit
names for consideration on request.

Sincerely,

3 2 [Sotr
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Jonn TOCH!
7?2 Carmine Streot
New York, NY 1001+

27 mara 1969,

Lottro ouvorte

au Minilastre de 1'Education Nationalo
et de la Culivro,

158 Avenue de Cortenberg

Bruxelles, Belgium.

Monsieur le Ministro:

Jo vous f&licite vivemeont pour votre appui, et colul de certeins
artistes Bolgos, par votre intervention, f uno ezpo"ition inter-~
-nationale des Beaux-Arta ot du Sport en mal! nrochain s Macdrig.

. . ’

Ccel ne pout queo demontrer une fols de plus, et avec quelle inco-
lenco..., que 1'Art o2 la Culture sont bien au sorvice des forces
reprcssivos de 1la Socioto.

Il n'a pas suffi que la Belglique devienne aux yeux des noirs, ot
du mondo entior, le meurtriler da Lymunba, 11 fallalt encorc insulioer
les travaillours Yapagnols et la memolre de 1936.

4 ~
Bien quo non invitc, jJe no peux que concevolr mon rofus a unc tellc
manipulation hynocrite,

Jo vous prie d'agraor, Monsiour le Minlatre,mos salutations ironian

VIVE LA REFPUBLIQUE

§7



Translations

Open letter to the Belpisn Secoretsry of Arts.

I oan only congratulate you for support, and those of some Bealglan
artists, through your intervention, to an international exhibitlon
of Arts and Sports in coming mal in Madrid.

This can only demonstrate one more time, and with . auch 1insolence...,
that Art and Culture are really at the service of the repressive
forces of Soclety.

It was not enough that Belgium becomes for the Black people, and for
the whole world, the murderer of Lumumba, we had to also insult the
Spanish workers and the memory of 1936.

Although not invited, I can only refuse ny being part to such an
hypooritical manipulation.
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Letire ouverte ' Bruxelles, le 3 mars 69.
au Ministre de 'Education Nationale
et de la Culture.

Monsieur lc Ministre,

J'ai le regret de ne pouvoir accepte” I'invitation concernant une pa‘rticipqtion a une expo-
sition internationale des Beaux-Arts et d1 Sport organisée en mai & Madrid, et a laquelie vous
donnez officiellement votre appui.

Mes idées m’ont toujours éloigné des préoccupations lices au theme de cette exposition
nommeée exactement dans la lettre gui ni'est parvenue par les soins de vos services : le Sport et
'Education Physique.

Et bien que ce théme serait 'pr:s dans le sens le plu§ large™ il n'gn existe pas moins. Jy
vois une sorte d'engagement culturel, souligné par I'état d'exception régnant en Espagne; enga-
genent auquel je ne puis souscrire.

C’est au nom de ma conception des choses de |'art et de la poésie et de leur diffusion que
j'ai cru pouvoir vous adresser ma réponse sous forme de lettre ouverte.

Mais c'est avec plaisir que j'accepterai une participation & quelque prochaine manifesta-
tion internationale.

Je vous prie d'agréer, Monsieur le Ministre, mes salutations distinguées.

M. Broodthaers.
30, rue de la Pépiniére,
Bruxelles 1.



New York, April 15, 1969 ART WORKERS COALITION

c/o MUSEUM P.L.A.
729 Broadway , New York City

A

Ministre de l'Education Nationale
et de la Culture

158 Avenue de Cortenberg
Bruxelles, Belgium

Les artistes appartenant a" Art Workers Coalition" apporEent leuy
support aux artistes Belges ayant refuses de participer & une
exposition Internationale aMadrid au mois de Mai I969,

The artists and workera of the " Art Workers Coalition " give thelr
full support to the Belgian artists who have refused to participate
in an International exhibition to be held in un-demooratic city of

Madrid during the month of May I969.
i ART WORKERS COALITION

Farman Thomas Sullivan
Paul Idedbegott Rosemarie Castoro
Frank Lincoln Viner Vernita Nemec
Richard Serra. Frederica Lawrence
Carl Andre Le Brewers

D. Holmes . Alex Gross

HEans Haacke J. Russo

John Perrault Alan Bermowita
David lLee ' Martin Leeds
Ceasar Velez Eva Russo
Marjorie Hupert Marsha Emanuel
Ricardo Vitiello Raymond Sherman
Bob Huot Bruce Brown
Lucy Lippard ' Jon Bauch
Stephen Phillips Gary Smith

141 Piccard Robert Rosineck
Paula Davies Jack O Connell
P.J. Franciseo Mark Berger
Robert Barry Olga Eph ron
Martin Bressler Stanley Gould
Steve Rosenthal

Naomi levine

Peter Pinchbeck

Tom Lloyd

Joanna Pousette=Dart
Gavin Mc Fayden
Jain Whitecross
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THE BROOKLYN MUSEUM

EASTERN PARKWAY, BROOKLYN, NEW YORK 11238

BOARD OF ESTIMATE HEARING - APRIL 15, 1969

April 8, 1969

To All Friends of the Brooklyn Museum:

It is with great anxiety and regret that I write to you at this time, The
Brooklyn Museum is threatened with a city budget cut of at least 24%
($253,000) for the coming fiscal year, In order to comply with this cut
we shall be forced to reduce our staff by about 46 positions which will
include almost the entire staff of the Education Division, This will ob-
viously mean that all school programs and other public service functions
will be eliminated., In addition to school class programs, children's
concerts and lending services, leisure time programs will also be dis-
continued, These are the activities which many of your children and you
have enjoyed for a long period, Sunday concerts, Festival Time,
Saturday films, children'’s art classes, Junior Membership activities
and adult gallery talks and lectures will be among the many things affect~
ed, The Museum will be open only for limited hours and an entrance fee
of .50¢ per adult and ,25¢ per child will be charged for all visitors in-
cluding school classes,

If you believe that our services are a vital part of the education program
of children and of the cultural life of this city, will you join with our
friends and trustees in protesting this action on the part of the City
officials, We cannot do this alone - only you, the citizens of Brooklyn,
can help, May I ask that you communicate your support for our budget
request directly to the following:

Mayor John V, Lindsay Borough President Abe Stark
City Hall 21 Borough Hall
New York, New York 10007 Brooklyn, New York 11201

Thomas J, Cuite, Chairman of Finance Committee

New York City Council
. Sincerely yours
~1 ) Qame. '

City Hall
New York, New York 10007

Hanna T, Rose
HTR:ad Curator of Education

BROOKLYN INSTITUTE OF ARTS AND SCIENCES 93



TO HON. JOHN V, LINDSAY

MAYOR OF NEW YORK CITY

CITY HAILL, NEW YORK I0007
ART WORKERS COALITION
NEW YORK CITY
APRIL 18, 1969

TO MR. THOMAS J, CUITE
CHAIRMAN OF FINANCE COMMITTEE
NEW YORK CITY COUNCIL

CITY HALL, NEW YORK IO007?7

AS MEMBERS OF THE 'ARTWORKERS COALITION', WE THE UNDERSIGNED WISH TO
EXPRESS IN NO UNCERTAIN TERMS OUR OPPOSITION TO THE BUDGET CUTBACKS (EITHER
24% OR I¥%) DICTATED BY THE STATE LEGISLATURE, TO THE MUSEUMS OF THIS CITY.

WE HAVE NOT HESITATED TO TAKE DIRECT ACTION IN SUPPORT OF OUR PRINCIPLES
IN THE PAST, AND WE WILL NOT HESITATE IN THIS CASE.

ARTWORKERS COALITION

NEW YORK CITY

C/0 MUSEUM FOR LIVING
ARTISTS

729 BROADWAY

Tom Iloyd Stuart Russel
James Cuchiara Hans Haacke
Naomi levine Ann Wilson
Victoria Peterson Gene Swenson
Ben Katz Anita Steckel

Pamela Ricart

Elizabeth Clarck Joseph D, Russo

Peter Pinchbeck
Robert Barry
Joseph Di Donato
Gordon Hait

John Evans
Stephen Fhillips
Arthur Hughes
Irving Petlin
Faith Riggold

Doris O'Rane
Stan Kaplan
Hollis Frampton
Farman

Jain Whitecross
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Robert Huot
Frederick Castle
William Johnson
Jean Toche

David Jacov

M. Sullivan Smith
Stella Waitzkin
Bob Bernstein
Charles Fodor

Joseph Kosuth

H. D, Pindell

Je Di Giorgilo
Alex Gross

Edwin Micczkowski

Frank Hewitt
Theresa Mannino
Stanley Gould
Anna Carney









By Alex Gross

The Modern Museum stands dis-
credited. This is the only conclusion
to be drawun from last Thursday’s
highly succesaful public hearing. It
has been diseredited not only among
artists, for whomm it long ago ceased
to be a spokesman, but also increas-
ingly among the general public and
even among its own staff. The Mu-
seum has fallen down on its public
relations and its artists relations—
ome could also say that it has fallen
down on general policy, but there is
no general policy substantial enough
at the Museum for it to fall down
on. The prestige which this museum
enjoyed at the beginning of the year
is on an accelerating downgrade—
rarely has an institution fallen so for
in so short a time. Only a new dir
tor and a complete overhaul of policy
can poasibly regain for the Museum
some fraction of its former ststug,
and it is to be feared that these Wil
st eeme in time. In the meant
i6 may' be useful to draw attentiem .
te a specitic example of the glaring -
misuse of Museum time and spwce
and the general notions of art which
" have aliowed it to occur.

Perhaps the best way of doing this
is in the form of a contrast between
an exhibit now at the Modern Mu-
seum and an art event which opened
in Hartford, Connecticut last week.
The exhibit in questions is the De
Kooning show which anyone with a
buck fifty and the will to be indoc-
trinated can go and see this month.
The art event is a kinetic light envi-
ronment by Cossen, Stern, and Isobe
at the Austin Arts Center in Hart-
ferd’s enterprising Trinity College.

The De Kooning show is an exhibit
of paintings (as well as .other two-
dimensional artefacts). The Modern
often has shews of paintings. Many

people know what paintings are and
have them on their walls. Paintings
are a visusl art ferm.

Comparatively few people know
what a kinetic environment is or have
ever been. to ome. A kinetic environ-
maent is multidimensional, embracing
Sme as well as space and (some worll
‘s2y) other dimemsion as well. . T
ot morely a vismal art form—E &

'a viewal, auditery, spatisl, tastl,
and eften semsusl art form. Olefac-
tery and heat-celd elements can be
sdded (and sometimes are - uninten-

). Theatrieal slements can e
» in ad libitum. :

‘% that point of its imstitutienal

ol APRIL 23, 1965

e Museum of Modern Art hes
pyamdored many painting exhibita, It
has never sponsored a single environ-
ment. Once fourteen curators from
the Modern Museum visited a distin-
guished environmental artist, admired
the environment he had set up in his
home, and argued for several hours
about which department of the Mu-
seum had jurisdiction over environ-
ments. They were never able to de-
cide, and 80 no environment has ever
been shown at the Modern Museum.
The tendency in the arts today (and
in all of science) is towards the break-
ing down and merging of fields and
categories—that the Museum should
be an exception to this is nothing
less than scandalous, .

The economic side of the question
I8 even more scandalous. It is this
sspect that -is most often cited by
Mustums to reject environments amd
. oer new ideas. But the facts ove
otherwise. The De Kooning show mew
on display cest the Museum approx-
imately forty thousand dollars ($40.-
000) to pnt together. This figure is

exclusive of salaries paid to Museum
staff connected with the exhibit. It
is an average figure for-a show at
the Modern—some shows have cost
several times this amount. The cost
.of the emvironment at Hartford was

. approximately $4,000, or one tenth of

what the Musetym spent om De Koonm-
ing. They were able to spend this
little even though the techmiques for
creating environments. are in their
infancy and many €ime-and money-
saving methods are likely to be found
in the near futurs. This figure also
excludes salariss; for the simple rea-
son that few of these were paid.
The artists thextselves made mothing
from the emviromment. Les Nickerson,
Billy Kemusa, Tom Kelly and others
w!lo helped to form and build this
environment were working for little
more than a few weeks free room
and board at the college. Many Trin-
ity students also volumtered their time
and work to help complete the envi-
ronment in time for the opening—
like the citizens of a medieval town
who helped build their . cathedrals

ing show, thwagh of course meme were
needed.

The real question fa whether the
shows the Medorn is putting on-.can
be called in any senee real or
ingful, The Nuseum has simply

Hl

wben»h is completely out of

r—-y- pr do Maries
. mi.—imn‘:

with the ideas of the young, the pas:
‘diamate, and the creative. It muet mow
‘elther undergo drastic change from
within or witheut er cease to exist

> as an active influence in the art world.

‘Much of what the Museum originally
stood for is now either old hat or
not terribly relevant. Challenging it
is a group of vital new artists who

. also challenge everything ever under-
stood as art or museum or esthetics.
Techniques now exist for the projec-
tion of constantly moving and shift-
ing color patterns by night or by
day. It is these that will determine
what cover our walls as much as the
history of painting. Other techniques
exist or will soen exist which can
totally alter the spaece around us and
our ideas of wmem, our own minds,
and the universe.

Nene of this is to say that all the
problems of constructing emvironments
have been selved (amy mere than all
the problems of painting were ever
solved) or that conventional art is
necesssrily a complete cadavre. What
is certain is that at a time when new
approaches to the traditional arts
sosm over fewer and far between, an

the eother might exist, but mever a
“musowm of modern art” Certainly
e oeutradictions, both in this ea
-ﬂaﬂhhnt«ﬁ-cﬁnb
Strest, are new visible for all te s

ART
A NEW BEGINNING — Lil Picand



GUARDIAN /APRIL 19, 1969/ 13

Relationships between black and white
radicals have always broken down when
whites have felt that they knew better than
blacks what was best for blacks.

William Lloyd Garrison refused to speak
to Frederick Douglass when the latter
insisted upon his right to speak as a black
abolitionist, not as a Garrisonian. The
Communist party was never able to resolve
its differences with blacks, who wanted to
combine Marxism-Leninism with black
nationalisrn; the usual result was the
expulsion or resignation of these blacks from
the party. William Monroe Trotter refused to
join the NAACP when it was formed because
he feared that it would be dominated by
whites. W.E.B. DuBois was in constant
conflict with the whites in the NAACP, and
DuBois only survived because he made the
NAACP journal, the Crisis, into his own
magazine, a force independent of the
NAACP.

Blacks define for themselves

With the articulation of Black power, and
its tenets of the unassailable right of blacks
to define for themselves, we hoped that a
new day had arrived. Whites would attempt
to organize whites, remaining aware of what
was happening within the black movement,
supporting that movement and jojning in
actions whenover the black movement
desired such.

If white radicals were able to abide by
this, it would serve to build trust between
black and white radicals and bury that
history of white supremacist attitudes
eventually. overriding white radical
pretensions, with the subsequent betrayal
of blacks.

The recent SDS statement on the Black
Panther party shows that history has
repeated itsolf. The intent of the SDS
statement was to show support for the Black
Paather party, an aim with which no one has
any disagreement. SDS’s intent, however, is
subverted when the contents of the

istatement (see page 8) are examined.

What should have been a statement of
support is, in effect, a statement in which
SDS thrusts itself into the internal affairs of
the black movement. It should have been a
statement telling the government that SDS
stands united with the Panthers against the
govermmest’s current attempts ‘to destroy
them. Instead, “it states categorically who
the black vanguard is, what the correct ideo-
logy is, what the correct military strategy is,
and what the correct program is.

FROM TiHE
OTHER SIDi= O
THE TRACKS

JUL

Your heart

IUsS LESTER

To say the least, the SDS resolution is
infortunate. That the Black Panther party
should have the support and aid of SDS is
ndisputable. And it is indisputable that SDS
1as an obligation and responsibility to” have
‘elations and even make formal alliances
with any black organization willing to enter

nto such arrangements. But it is not within :

‘he province of SDS's responsibilities or
ights to assert that any black organization
epresents “the vanguard force” in “the
slack liberation movement.” That right
belongs to the black community and the
black community alone. To have so asserted
puts SDS in the position of trying directly to
guide the black movement and tell that
movement what is in its own best interests.
This is an insult.

SDS goes further and calls the Black
Panther party 10point program ‘“‘an
essentially correct program for the black

community.” Whether or not that program
is ‘“‘essentially correct” is not at issue here.
What is at issue is SDS’s ability to know
what is correct or incorrect for the black
community. And being an organization of

whites, SDS is not in any position to define .

or analyze for blacks. If SDS is going to

attempt to do so, then it must discuss why
the Panther program is correct and why the
programs of the Republic of New Africa, the
Black Muslims, SNCC, the National Welfare
Rights Organifzation, the Southern Christian
Leadership Conference and other groups are
incorrect. SDS does not do so.

More than halfway through its statement,
SDS begins to use the phrase, ‘‘and other
black revolutionary groups,” which does not
rectify the statement’s initial mistakes. The
inclusion of “and other black revolutionary
groups” sounds more like an afterthought
‘than anything SDS takes seriously.

SDS  goes even further, saying that
revolutionary nationalism is correct and .
cultural nationalism is incorrect. On Whlt

about nationalism? The correct
incorrect aspects and uses of nationalism is
the most difficult of problems for
nationalists; and no one in SDS can ever be a
nationalist. If SDS were going to enter-into

this ideological debate,-as it did, then it has

a responsibility to define and discuss cultural

nationalism and revolutionary nationalism '

before reaching its conclusions. SDS simply

states its conclusions, which are nothing
more than a. parroting of the Panther

position.

Viet Nam, O Viet Nam'!

Her rice-fields shine in the sun

For ever hold dear your beautiful land!
Defend it and keep il your own'!

In the fields the young girls work.
Beautiful, strong and true.

They plant the rice with rifles near-by
Ready to die for you.

Though now you are divided

still beats as one.

And one day soon the sun will rise
On a unified Viel Nam.

Categorically to state that cultural
nationalism i ‘‘reactionary” is to falsify
irresponsibly the history of the black
movement. It is cultural nationalism that has
laid the foundation for revolutionary
nationalism. It is cultural nationalism that
has, more than any other ideology, brought
a common consciousness to blacks.

To oppose cultural nationalism and
revolutionary nationalism to each other is to
ignore totally the transition from cultural
nationalism to revolutionary nationalism
which some blacks have made and many are
in the process of niaking. It is unjust to
condemn the black youth who yesterdsy
wis “Negro” and has just awakened to
himself (his blackness). To condemn him for
his cultural nationalism will only make him
defengive and retard his growth to
revolutionary nationalism.

Unnecessary fectionalism

The job is to criticize cultural nationalism
in such a way as to- aid the growth to
revolutionary nationalism. To condemn
cultural nationalism outright is to divide the
movement and create conditions for warring
factions. Perhaps this factionalism s
inevitable, as at least appears in California
between Ron Karenga's US organization
and the Panthers. That factionalism,
however, js not so in evidence in other parts
of the country and it can be avoided. Also, it
is necessary to distinguish between cultural
nationalism and the establishment’s attemptl
to exploit cultural nationatism.

One of the most difficult of ideological
‘battles is going to be moving cultural
nationalists to a position of revolutionary
.nationalism. That battle cannot be won by
the outright condemnation of cultural
nationalism at this stage. For SDS to inject
itself into this ideological struggle is arrogast
beyond all imagining, for it is not a struggle

in.which SDS has to involve itself. No white

cultursl nationalism, because no white
person can be a cultural nationalist. No
white organization has the right to suppost
revolutionary nationalism, because no white
can be a revolitionary nationalist. SD$,
however, has arrogated unto itself thess
rights. :
When SDS characterizes alltnéd
pationalism as *“‘porkchop nationalism,” it Is
guilty of a racism which blacks have had to
endure for much too long. SDS should have

{continued on page 22



. .. From
the other
side of
the
tracks

(continued from page 13)

enough respect for blacks to use its own
language, and not to appropriate the
language of another people. One of the
hardest and most bitter struggles blacks have
waged has been against cultural imperialism.
Now it seems that a fight must also be waged
against SDS, a group from which one would
have expected a little more understanding
and sensitivity.

Whatever the intent of the SDS
statement, its effect can only be damaging.
Those blacks who are not Panthers, which is
most, will of cours¢ be offended and
insulted. Those -blacks who have
disagreements with the Panthers will view
the statement as interference by SDS in a
matter which is none of its concern.

Surely, SDS has not answered all the
questions necessary for a revolutionary
ideology, program and strategy in the white
community that it can presume to answer
those questions for blacks.

White cheuvinism

Because SDS involves itself so directly in
the black movement, it exemplifies the very
white chauvinism which it, in its statement,
claims to be fighting. How can SDS presume
to know anything about nationalism? How
can SDS presume to know what is the
“essentially correct program for the black
community”? How can SDS presume to
know who is “the vanguard’ in the black
community? How can SD§ presume to know
what is the correct military strategy for the
black community? SDS presumes to know
all of these things, as whites have slways
presumed to know all of these things for
black people. -

Last December SDS said that
“nationalism is ‘the main ideological weapoa
of the ruling. class’ within: the .black
liberation movement....” - v

betwesn revolutionary nationalism and

Viet Nam, O Vigt Nam!
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reactionary nationalism” and calls its tha.t there is an m'tense ideological struggle
previous position ‘‘at best taking place within the black movement.

nonrevolutionary.” At best, it was racist, as
the present statement is racist.

It would have been helpful to us all if
SDS had shown us how it reached the first
conclusion, reversed it, and reached the
second conclusion. An organization which
calls itself revolutionary has the
responsibility to make us aware of its
thought processes and not just present
conclusions. SDS, however, presents us with
two contradictory conclusions within four
months, both wrong, both racist and both
put forward with the confidence of
Chairman Mao.

Given the content of the statement, it is
not surprising that it is a compendium of
hackneyed language. It sounded as if it had
come straight from the pages.of the Black
Panther party newspaper, rather than from
the organization which gave us one of the
great documents of contemporary history,
the Port Huron Statement. The linguage of
this statement is one continual left cliche,
incomprehensible to anyone who is not part
of theteft. All the stock phrases of left rhetoric
are t , sounding as if they mean
something. In actuality, they mean little,
because too many of us hide behind
rhetoric—as opposed to learning—to be able
to express conoepts in a language that helps
to clarify and enlighten.

Given tha present stats of the movement,
clarity and enlightenment are of the highest
priority. SDS, in this instance, has provided
neither.

A little respect

SDS should have accorded the black
movedient end the black cammunity a
modicum of

statement “whatever - its private

w  SDS gpinions may be. By the open sttacks which
repudiates its “inability to wmmwmm’:mmhum

cultural astismalism, it should be apparent

by not making this

That struggle can only be resolved by blacks.
SDS’s intrusion into it i8 not  only
unwelcome, it is  disruptive and
damaging—both to SDS and to the black
movement. Blacks know, however, that
whites only act in terms of what is good for

them and it seems that SDS, despite
appearances, is more white  than
revolutionary. -

What is at issws here is the correct

relationship a white radical . organization
should have to the black radical movement.

By presuming to know whgt program,
ideology, military strategy, and what
particular organization best * serve the

interests of the black community, SDS has
served to set us back. Those blacks who are
suspicious of working with whites will heve
their suspicions confirmeid by this statement.
Those blacks who maintain that whites
cannot be revolutionary will have this
statement to offer as proof. ’

The ultimate irony comes in the fact that
SDS could have exemplifisd its solidasity
with the Panthers without involving itwel! in
the particulsrs of the black movement. This
statement is as arrogant and prosumptuous
as the Progremive Laber party statament of
last year criticizing the governamat of North
Vietnam for entering into peace
negotiations.

The North Vietnamese can afford to
laugh at such presumption. Ths biack radical
movement is not in an equivslent position.

The SDS statement damagss any claims
SDS may have had of being radical er
becoming revolutionaty. White radical
organizations of the past failed in their
sttempts to work with biacks becauss they
thought they had the right to imvoive
themeeives in questions of jdeology and
tactics which were the comesrn of blacks
alone. Some of us thought SDS might be
difforent. It is only regrettable that we
didn't find out sooner that it wasn’t.



ELACK ARTIST DEMAND SEPERATE WING
The Black Artists Who Are Demonstrating At The Museum
Of Modern Art This Sunday Are Demonstrating Fop p
Black Wing In The Museum., Wwhat Does This
Demonstration Mean,
It means that Black Art is an expression of our beliefs and values.
It means because Black Artists see the world differently and because
our values and realities are altogether different we demand the right to
exist as a distinct category, and since one of the reasons Black Artists
create is to give black people a sense of mman dignity, pride and identity
this is why we do indeed constitute a seperate group. It means that
Black Artists will be brought together, allowed a great deal of personal
freedom and expression., They will inter-relate and cause constructive

changes to take place.

It means that Black Artists will develop & pure creative black energy
that will blossom and grow _ . We will not adopt or use the freme
of reference white society has devised. It means we will be instilled
with a sense of ethnic pride and positive identification our ancient

creative past and our future.

It means that white people will be able to go into the black wing
to see, learn, respect and encourage the accomplishments of Hlack Artists,
It means that a black family of seven will go to the Museum of Modern Art
(without paying the $10.50 to get in) on a Sunday afternoon, stroll past
the emptiness of the consumer-spectator art into the magic of black creation.

It also means that the black that we elect in the MOMA on the Junior
Council, The International Council, The International Study Center Advisory
Board, The Curatorial Committees and the Board of Trustees, 1l not be

negro persons with functionally white minds, but black representatives who
|00 L
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are aware and proud of thelr blackness,

It means no longer can the racist Museum of Modern Art sponsor a
benefit show in honor of Dr, Martin Luther King and then segregate the Black
Artists in one room,

Segregation - enforced
no choice
Seperation - voluntary

It means that no longer will the racist MOMA sponsor art shows for
American Embassies in Africa and exclude Elack Artists.

It means we no longer can try to change white attitudes, we heve to do
our own thing,

It means the Museum can no longer keep black people away from knowledge.

Art Workers Coalition Committee For

BRlack Bloe
Tom Lloyd 6576433
Faith Ringgold 862-5876
Iris Crump ALL-6996

THE DEMONSTRATION WILL BE HELD AT THE MUSEUM OF MODERN ART

21 West 53rd Street at 3:00
on Sundsy, March 30th,

o 101
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SYNTHETIC REPQRT OF TH: rUBLIC HEARILNG HELD APRIL 10.1969.

In the course of the followlng work, the name of the group heretofore

naned the Art Workers! Coalition has bean changed to Artists! Coalition.

Thig 1s done because the 51ld nam~ has an archalc tone not
appropriate to a modern organization; becamise artists are

not workers; Dbecause all persons wiho regard tnemselves as
artists are artiste, no mattor what their activitics; De-
canse iz organization does not reflect the interests of all
persons who have gome connection with art but rather identifiecs
with thos« who call themselves artists; becauge the connota-
tions of nineteanih cantury classical socialism which attach
to the former name do not describe the int=rests of those who
are participating in the group.

The committee has organized the remarks in an index by means of seven

titlas or categorlies as follows:

|02

1. The structure of the Artists! Coal$tion,.

2. FPossible alternatives to present art institutions.

3. Possible reforms of present art institutiona.

4. Legel and ecomomic relasionships of artists to others.
5. Specific proposals for organized action,

6. General and philosophical observations and remarks.

7. Righlsofblack & Puerto Rican artists-

It is interesting to note that a tabulation of all the written
statements submitted at the hearing ylelds a different order to
the categories in terms of the nunber of times a given category
is appropriate as o Ceseripbion of the testimony:

l. General & pnilosophical.

2. Possible reforms.

3. Legal and economiec.

4. Poesible alternatives.

5. Special interests.

6. Specific action.

7. Coalition structure,



The testimony offered publicly at the hearing glves an overvheolming
impression of belng concerned with beliefs and valuss. Thus the
report of tne public h-aring must concern itself with the o-liefs

and valuss upon which the society in which we live is constituted.

heligion is thne series which describes the beliefs and
values of ‘the people in a given time an: place. In effsct
the controversies implied in the testimony are religlous
argunents. Politics is the serles which describes the
relations between people in a given time andé nplace. $Since
much of the teatinmony concerns such relations, it is correct
to say that the entire report is a religious document with
political overtones.

The testimony defines a religion based on money and on the powers
conferred by the possession ani transfer of money. The witnesses all

agree on the nature of the society, and they all agree “hat it must be

Changed in verious ways.

Money 1s an objective conatruction of time. Time is an
abstract conception of life.

The testimony #is not concemed with the qQuestion of what art is, nor
is it concerned with what art may be considered to be good or bad, ox-
cept a8 such definitions operate politically to th-o detriment of various

artists or types or sources of art.

In some cultures people say, We have no art. Wc do everything
as well &s possible, This implies that the Dest example of

any type of activity may well be considered &s art, Thus, all
art is good. Artists are persons who do everyihing as well as
poasible, Everything that artists do is art. In a raligious
situation which demands that every good De directly related to
money, the art and the artist will inevitably concern themselves

with money.
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The testimony cividas uneve:ly along lines which can b» aporoximataly
drscribed in words. On th= one nand, nany artists believa that the asociety
in general must guarantee that artists get their falr share of the noncy.
All sucsy viewpoints insist that artists are not primarily inter-sted in
making money, but %hat *they have a right to just enough money to enable

them t0 do tneir work and to live as tiaey please.

On the othor hand, many artists are interested in drawing attention to

the monetary construction of society for tihe purpose of showlng that this
construction is bad and ought therefore to bo undernlned anc uitinetely
abrlished, All such viewpoints insist that mongy is worthless as a scale
of values, and tha% artists should dissoclate themselves from all commercial

politics.

Anong the statements, tan~r: ere nany which %o various degrees
unite these two tendancles. The first “endancy can be properly
described as a complaint and a demand. The second, as a bellef
end a revolution., It is my opinion :thiai the second tendancy
dominates the sense of the whole of %ne teatimony, But it is
algo my opinion that these divisions reporesent personal opiniins
in different stages of =xperience ani development; *‘hat they
may be correctly deascribed as initial and final conclusions
based on various degrees of personal experlence.

Not all of the testimony is directly related to money in any ways. A con-
sidorable, but not predominent amount of th: testimony, concentrates on the
transcendental aspects of art which unite all people of all times in
activities which arise out of desires and dreams rather than out of
necesslitlas aia imperatives.
Tt is mistaken to assums that because artists are necessarily
involved in economic Questions, they have economic success as

an important goal. Th» vhole proceading declares unequivocally

104 that money is necessary but not important to artiste.



The hearing bears evidence that artists considsr themselves to be a
group of persons, and not a serles of isolatud individualists. It 1s
thought gensrally emong the artists who spoke that ths idea of thes individuality
of artists as a sacregment in the comn=reial religion of our %time is an
oppressive measure designed to placate many of the most potentially dis-
ruptive forces whic: could lead society into other paths than are now
being used habitually by those who benefit from the maintenance of old
customs,
The cozbinnd mythologles of newness and originality in art

have chamnelled the tihoughts of artists toward the thoughts
of owners of proporty and away from the pursult of happiness.

The hearing bears evidence that artists today wish to address thelr works

to the people in general. Many conceptions of art which does not operate

as a commodity are gemerically prefarvsc to those which can be bought and
sold. But furtherfiore, regardless of its objectiv: state or mode, all arts
which are available and attractive to people generally are preferred to those
states and modes that ars available and attractive only to sducated and

relatively weal thy individuals,

This fact indicates that artists today wish to assume leadership
in areas which artiets in the past have abdicated from. All
beauty is propaganda in favour of what the creator beliaves to
be good, and, incidentally, against what the creator belleves
to be bad. Much of modern art is a conirivance designed to
render such ethical distinctions meaningless with a purpose to
integrate art into commerclal society, We balleve in the af=-
firm-tion of our collective and individual goodness with a pur-
pose to give all people an image or model of free 1life and good
work, This purpose is undoubtedly dotrimental to commerce.

Commerce is mades possible and viable through mythologies which
enphasize and insist on a view of the world which is composed of
comparisons. Nothing can be consid-red as goode Things can only
be considered in terms of other things. Thus all things lose
integrity ancd value. All things assume the trunsient character
of mon&y. The testimony tends to ospose this view of the world.
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Among the ancillary consid-rations to commerce (those considerations wnich
back wp and anforce commerclal syntax) the predominant complaint against

the institutions of our time is that they are oriented to racism.

Racism can be defined thus: many people of divergent and
digparate origins and values and bellefs are associated to=
gother in terms of the bellefs and values of one section of
these people whether or not there are more people who share

the predominant values and bellefs than ther- are paople who
share other values and bellefes naclsm is a gtate of nind

and not a series of supposedly objective facts about majoritlas
and minorities.

Black and Puerto Rican artiste in New York hinv- associated together for
the purpose of asserting that -helr values and bvoliefs are differemt from
tnose of Wasp, Jewlsh and Foreign artists. Black and Pusrto Rican artists
demand that direct and indirect public monetary support of art be used to
propagat: Black and Puerto Rican art as well as the kinds of art which

the predominant races produce. The addition of a room or Mwiagh %o tae
Modern Mu:zeun for Black and Puerto Rican art was advocated ropeatedly.

Rlack and Puerto Rican artists insist that they are not inter-
ested in parroting the manners of persons of other races Just

as American artists of & generation or two ago insisted that

they were not interested in parroting ti» manners of the people

of Huropean countries. In the same way, we call attentlon to

the fact *hat Wlacks andi Puerto Ricans generallv are not inter-
eated 1n unds_g\_artw Is chougni to be intsrasting by
White o peonie senerail¥s Tnese diTferences must be recognized

tor wgat they are and treated accordingly. It is not denled that
these distinctions are in themselves aspects of racism. We do

not think that all Blacks and Puerto Ricans prefer the same talngs,
But we *hink that the similarly degeedod situation of Blacks and
Puerto Ricans in white society warrants this alliance at this time.

Another important complaint against established institutions comes from
unsuccessful artists. Those whose art has been rep~atedly rejected by

persons who are in nominal control of the institutions of commerce, and

who in consequence cannot make a living by their own -ctivitieg mist be
] -
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o07posee 1o the natura 37 c¢stablish-d institutions and owpre._sed by “he
comm~reial success of artists whose work ie arditrarily judged oy ‘the
institutions to bs better *han their own., The whole of %ths tegtinony
repeat-dl; cenles thr value of the ancient clichd o7 “he "sufiaring
artisth 2t is asserted

tics.

[23

that ev.-ryone stould be able to live: by his own wcotiv

It is quite lixely that base no*ives suci as jealousy may
Play a par. i tn- complaints anl demanis of unsuccessful
artists, But it would be entirely mistaken to diguzigs
tneir points on such groundss The point that Shey nainly
mak: is on« that affects all of us profoundly: We believe
rnat all activities ar- wortnwhile an. %.a% %he necessitiag
o7 1life should be given to all active parsons.

bheis tfomas of current institutious ar. awvainCww DY Tuose wao telieve
that th: institutions can vs reformed %o conform with the 1iv-z of
artists today.

1. Liost of th-> %estinony ooposad the institution of &a-tighs!
agents or gallerles, asserting that artists shoul. deal with %ne public
directly and not ‘hrough middlemen.

2. lost of the testimony asserted that it nust be recosnized
that tner~ is a: 9ssmtiel contradiction Detween th- function of a nmusewm
which collects art and *ie function of 2 museunm which shows current art,

3¢ Kuch of ‘the %-gtimony concerned itself with :tails of the
structuro znc¢ organizatios of the kusaw: of Lodern Art in New York. Tae
predominant opinion 1s that tne nuseun staff identify wita o= interasts
of -ealthy collectors of art and not with the interests of artists and

tazs ic considered to be bade

It should be borne i~ mind that the Artists! Coalition arcse
out of one artist's arsument with the Locern luseum over a

question whether an artist still svnz a work after he s<lls
2y zZives 1t avaye. (07T



4e Several witnesses made the suggestion that thoedhibditions
of current art should be held by non=commercial organizations, such as
the Artists! Coalition, in locations scattered all over the city, the
nation and the world rather than in locations concenirated in a few
capital arsas of capital citles.

5, Severzl artists made a point of the fact that onca o work
leaves an artist's hands, it is no longer in his control. Several
people sugcested that the law of France regpeciing the ro-sale of art
be enactec 1. the United Sttes. This would result in no wori being
resold in the artist!s lifetime without his permission, and a proportion
of accrued profit on all subseduent sales would go to the artiste It
wag also urged that no work by an artist could b= show: or nhotographed
without his permission and that certain fees should be pald for all
ingtances of the exhibition of a work of art. Various practical achadules
of rates and uniform contracts were outlined in th: testinony.

6. Much point was made of the fact that several museums charge
adnission fees to the public. It was thought varioudly that such fees should
be abolighed, or taat they should be abolished for certaln groups or at
certain moments, or that tro fees collected should be put to the uses of
certain groups, intercsts or modes of arte Several proposals pertained
only to mus«ias charging admission fees, presunably on the assumption
that -hese institutions would have more income than othera,

It 18 expected that this report will be accompanied by a list

of all the specific proposals of every tendamcy which app-ar in the
testimony as a whole,

It should be noted that most of the testimony was given in the
terminology of the arts usually reforred to ag Painting and sculpture
This terminology did not seem to be intended to excluds other )
artlsts or Bodes of arts but seemal 40 b2 the habilt of the spoakers.
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7. Many speakers mentioned the fact that there are meny tax
deductions and tax exemptions granted by the United States government
in connection with art activities and institutions. It is assumed that
much less money would be available for ari if this was not ‘the case,.
Some speakers nevertheless raco:usended the revocation of all such
priveleges in connection with art., Several said that this fact should

be used to put pressure on the institutions thereby supported, since in

effect thelr money comes from the public, however indirectly.

It should be noted that some of the testimony indicated the
possibility that the Artists! Coalltion should become or should
instigate one or more organizations d=signed to operate as
lobbies or pressure groups affecting the press and the public
politics of the nation, as wall as of %ae city, However, I
don't think that ihis was a predominant conception of the
organizations If there was any impressiocn %0 be gained from
the testimony with regard to the Artists! Coalition function,
it was that 1t should be a loosely organizad body of artists
that would be responsiva to various public emergemcles.

In very many connections, the artists exprossed their opposition to the
v

American government!s war in Viet-Nam.

There were many references to a general belief that tho conditions of
American society at the present time constitute a revolution in bellefs
and velues, as well as a revolution in %the refations between and among
people. The tendency of the testimony was o advancs the relbgious

revolution more than the political revolution. Revolution on all levels

of meaning was however felt to be the predoninant reality of 1ife now.
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Special attention was drawn to the situation of artlsts working with
motion picture film. In addition to various testimony indicating that
the kodern kuseum uses films as its principal attraction for tne public
| and doss not pay artist*dequataly for %aoir films, it was remarked
that the Modern Museun collection and that of the Clnematheque Frangakse
in Paris are the only film museums in the worlde
Undoubtedly there are many artists working in various mediums
whose views were not represented in the hearing, as it happened.
For example, nobody mentioned the ext¥rdinary difficulty thab

is encountered if one wishes to have a good book published hy
the comercial press.

The hearing gave the impression that visual artists are slow to respand
to changes in society genera.{y because they are supported through the _
excesses of commercial society, principally tax benefits granted to
wealthy individusls and institutions. Be that as it may, the tone of
most of the statements was a pleasure to percelve and the meaning of
the remarks gen=rally was that artistas ars determined to accord thelr
religilous and political views with thelr own personal lives, regardless

of the hazards entailed.

There remaing %o the twenty-sixth point in this serles, a general obser-
vation on the public hearing and on the Artists! Coalition. This event
and this organization are the first evidence that many artists wlsh to
involve themselves in collective activities of any magnitude. There is

a very general recognltion that art can no longer be conducted exciusively
on the private and personal scale. This report, which is actually cone

celved and written by one person, 1s however submitted as an example of

a collsctive work of art. &pril 23, 1969. New York,
Il O
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slterrotive L - A CoTmne

1. To centrnl leaderchip,
2. Docisions made b vote after discussion in public mect
3. Public weetings held rezuiarly and can be atserded oY
4. .ieticn carrcied ous byt comvilttees set up by public - eth:s.
Se Comtdtiee sould cover different areas, Tur exanule
a,; Information and research

b) Jatinal and internaticnal coliaberation
¢, Administration

)

specific actions

Oe viTiclals required cuch as Lreasurer, necretrry, to be ~oupointed by ;ublic
aeetings.

o library and coiramications system set up.

Je wurueture ITiexible and able to be adjusted by vote in publice rweeting,

carnative 3 -~ 4 Undion

1e

1. Doard elected in open hearing of art workers with one rear term.

2. roarization charges menbership dues.

%o ianizatdon payé?boa:- tc onable 1t to siend nanimum time on cozlition
activities.

A

o l'embers approach board for ascistance in carrying out srojects, oic.

II. it iu.adIVis BC IUSOUND, GATLCRINS, 0250,

P

2,

srtists should deal person to person with their customers. Thery shoul? sell

either directly 7r'm their studios or from decentralized Iiving Art Centers
run by artists, perhaps simi.ar in sitructure tc [TUILULL lerge cpen shows and
flexible exhibiting situations should be organised by the AJC. Streoets, paris
and cother public areas should be used whenever possible and ccoperation with
other radieal creative groups in theatre, etc. should be ceonsidered. irices
should be keps al reasonable levels to encourage all kinds of people to buy

art and to maintain a sense of reality as to the nature of their product.

New ./crk

3e

Artists should give thoucht to producing wvork that is anriropriate to the life

style of the public and not just to that of the very rich.

A Tlew society

Artists should work to change our society, tc bring about greater equality,
and an end tc poverty. ..bove all they should wexrk to turn the present nassive

gpending on defense and war to humaritarian and creatvive projects.
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III., REFORIVS 7O MUSEUMS, GALLERIES, ETC.

Alternative A - Reform
1. Direction of Iliseum - It is a public, mot a private institution;

- As a recipient of public money, throught tax concessions, the Iseum
should be answerable to the public. Artists and commnity leaders should
be represented on the boards of direction and the corposition of the later
should change regularly, and public meetings should be held. we should uyressc

Tor federal and state subsidies of the museums.

2. Policy of useum - .Je want a Iiseum, not a lMausoleun;

- AfTter 20 years, worlk should be sold or rented to the lketropoiitan “uiseun
and thre proceeds used to finance the-~purchase and exhibition of new work
and vrovision of new facilities for frequent, rotating exhibiticns. Alterna-
tively, a Hew Iuseum shouid be set up by the present museuvm, pure.y for
ex;ibiti-ns, and extrenely flexible in concept. The rmseun film departnent

shiould be autonomous and shculd roceive a fair share of finds for iits develop=-
v mente.

3. 2elotionships with rtists - A IMusewn should nalte thinss possible for artists,
ot impossibles

-~ the [useun chould respect the artists' wishes reszrding the exhibition

of his work. It should sponsor and commission new work. It should seex out
and exhibit the work of artists without galleries. It should inelude artisto
as spckesnen in its daily lectures series. It should appeint an ombudsan

to deal with artists' relations.

4o leiationship with the rublic - o1t for all the peoulej %
L separate winzs in menory of Dr. ‘Artir iuther ing, Jre should be set up (g
to show the worx cf black and ruerto .tican artists, cr a satisfactory alter- g
native should be arrived at by negotiations bgiween blincl: and Puerto lican (\g
artists on the one hand and the museum on the other. Decertralization is N
essential to bring art to the corwunity and should be achieved by settins “g
up branch musecuns tc function as art activity centers for a’l kinds of nedia, \\J’
includin:s; film. Irec rmsecun entry sheculd be available at least one day per lg
week and evening spening and film screening should be increased. o

Q
Alternative B - Boycott Q

Irnore the museums. They record the past; leave them to do that job. They will E

never be able to do any other. Bave cur energies for other work. The Huceums &

<

Q/can never ~ive enoush help to enough artists to make our efforis worthwhile.

enought other }

N, Ldlcewise irmore the gatiories and if necessary picket them till

-t et Xk
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IVe ILiGAL AND ECCNCIIC REFORIB

Aiternative .. - To be free, the artist must have control over and receive reason-

able value for his work.

l. lentals. A1l exhibiticns charging entry fees should pay the exhihiting
artists rental fees for their work. This would ap:ly to ail work
whether or not ovmed by the artist, .\ model contract should be
drafted. Filmmakers should likewise be properly compensated not
only for individual screenings but also for ppints acquired Tor

nuseun archives.

2. esales.
A percentage of the profit realised on resale of an artist's work should

revert to the artist. A mecdel sale contract should be drafted.

3+ Ownership.

The artist never gives up ownership in his work. “leproduction and royalty
rights and the right to retrieve his work for the original price and changce

or destroy it would also be provided for,

4, 3ocial benefits,

Research should be undertaken regarding the Scandinavian nethods of siving
support to artisfs, the possibility of creating a trust fund from contri-

butions bu succecsful artists, or from taxes levied on sales of "dead" art;
such a fund would provide stipends,sickness benefits , help for deperzents,
etc, the possibility of obtaining g guaranteed arnual minirum wape or nega-

tive incame tax for artists.

5« Foundation grants.

Work for nore and lmrger grants. Grants for individuals in total at least

equal to those presently ziven to the cultural institusions.

Alternative B, -~ To be free, the artist must not count the value of his woi

TH: Coalition should nat be concerned with attempting to enforce proprietary

rights or with helping artists to become rich.
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VI, TiE ARTISTS REIATICN TO SOCIETY

1st Bonflict: -~ The Artist and IIis Customer

Host artists are individualist, anti-establishment and poor. They are asainst

war, ciass exploitation and racial discrimination,

lost art customers are conformist, establishment and rich. “hey have a vested
interest in defense expenditure, class distinction and racial inequality. To
resolve the conflict they rust reform the customer or isnore him and find new

customers niore in harmony with the artists' own beliefs,

2nd Conflict - The - rtist and His Tellow Artist

The succeszful artist is lionized by society, pressured to produce and paid

extravazently yet wncertainiy.

The wnsuccessful artist is despised by society for not working, embitterad
b- k is inabilit; to shew his product and forced ‘o earn a livins in any vaz
he can.

o,

In order to succeed under these conditions, artists are oblired to fisht fiercoely
with each other and cooperate with those who most exploit them. To resolve the
conflict, artists must learn to cooperste closely with each other. and Tight
their exploiters for the rights that will enable each of them to function as

individuals.

3rd Conilict ~ The Profuct and the People

In general, the art object is inadequate to the artist as a reans of barter fer
for the necessities of life, irrelevant to the people in a world of huncer, war
and racial injustice and precious only to the rich who use it to increase their

wealth and maintain their position.

To resolve the confiict, artists must develop art that is real for our time,
that is meaningful to those not in on the makings of it,. that reaches the people

and that does not reinforce the horrible sanctit: of private property,
J prop
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Artists And The Prol

By HILTON KRAMER

N the social turmoil that has
overtaken American life in re-
cent years, artists and art in-
stitutions have tended to play

a negligible role — if, indeed, any
role at all. As individuals, of
course, a great many artists have
taken part in civil rights demon-
strations, anti-war activities, and
other forms of protest politics, but
such political activity has rarely
been allowed to penetrate the
sanctum of the studio. In this
realm, at least, there has been no
attempt to revive the attitudes of
the nineteen - thirties. There has
been nothing. like the current
movement of playwrights, poets,
and prose writers to place poli-
tical issues at the center of their
creative work., The -general
assumption among painters, sculp-
tors, and artists working in re-
lated visual media has been that,
so far as explicit political involve-
ment goes, the work of art must
remain inviolate.

Museums, too, have tended —
correctly, I think — to be wary
of political involvement. Though
many museums now conduct a
variety of community programs —
designed, for the most part, to
bring art more directly into the
lives of those who have heretofore
had little acquaintance with it —
they regard these programs as
ancillary to their principal func-
tion, which is to act as a dis-
interested custodian of the artistic
achievements of both the near and
the distant past.

When, on rare occasions, artists
and museums have deviated from
their customary practice and
plunged into one or another poli-
tical task, they have usually
turned themselves into amateur
journalists. This has been as true
of those artists who, upon urgent
request, have gotten up some
quick visual statement on the war
in Vietnam as it was of the Metro-
politan Museum’s “Harlem on My
Mind” exhibition. In both cases,
traditional artistic values were
judged to be irrelevant, and those
of photo-journalism or political
caricature were advanced in their
stead.

EREE
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It would be a mistake, how-
ever, to assume that the problem
of “relevance,” so far as our art-
ists and museums are concerned,
had been exhausted by these fail-
ures. The real issues in this sphere
are being raised in other terms—
terms that go beyond parochial
questions of subject-matter in or-
der to redefine the artist’s funda-
mental relation to society. And
they are being raised in quite dif-
ferent quarters — both within the
establishment and outside it —
and in the name of quite dif-
ferent values. .

At a considerable distance from
the gstablishment, for example, is
the group of artists, critics, film-
makers, and other interested
parties that calls itself the Art
Workers Coalition. A few weeks
ago I sat through the four-hour

open meeting which this group !
conducted at the School of Visual :
Arts — a meeting called for the

purpose of -organizing some kind
of protest against the policies of
the Museum of Modern Art. In
the course of that meeting, & great
many . patent absurdities were
voiced — one had reason to doubt
whether certain speakers had
ever been inside the museum -—
yet at least one issue of real im-
portance was put forward re-
peatedly, and it is an issue that
bears serious attention.

This was the issue of the art-
ist's moral and economic status
vis-a-vis the institutions that now
determine his place on the cultural
scene, and indeed, his ability to
function as a cultural force.
Though the Museum of Modern
Art was the immediate target of
complaint, the issue obviously
went -beyond the museum and its
policies. What was denounced was
the entire docial system — not
only museums, but galleries,
cis, art journals, coilectors, the
mass media, etc. — that now de-
cisively intervenes between the
production of a works of art
and its meaningful consump-
tion. What was proposed —
albeit incoherently, and with that
mixture of naivete, violent rhe-
toric, and irrationality we have
more or less come to expect from
such protests -—— was a way of
thinking about the production and
consumption of works of art that
would radically meodify, if not
actually displace, currently estab-
lished practices, with their heavy
reliance on big monéy and false
prestige.

crit-

x
In part, then, this was a plea

to liberate art from the entangle- -

ments of bureaucracy, commerce,
and vested critical interests -— a
‘plea to rescue the artistic voca-
tion from the squalid politics of
careerism, commercialism, and
cultural mandarinism. Though I
cannot recall that a single work-
able idea was advanced in that
long and repetitious meeting, 1
nonetheless took away from it
the vivid impression of a moral is-
sue which wiser and more experi-
enced minds had long been con-
tent to leave totally unexamined.
Radical proposals are not, how-
ever, the sole property’ of anti-
establishment rebels — a fact
which the rebels themselves tend
to be curiously ignorant of. At
the moment, I should say that
the most radical program for the
future of art was being carried
out” within the establishment it-
self: I refer to the ambitious proj-
ect initiated by Maurice Tuchman,
the senior curator of the Los
Angeles County Museum of Art,
which calls for the collaboration
of well-known artists and big-time
industry. This. “Art and Technol-
ogy" project, which is already un-
der way on the West Coast prom-
ises, if successful, to alter the
terms of the artistic vocation to

a much greater extent than any- .

thing put forward by the Art
Workers Coalition — but in pre-
cisely the opposite diréction.

The artists working under Mr.
Tuchman’s plan — and they in-
clude many illustrious names —
are able to avail themselves of a
vast amount of technical informa-
tion, expert advice, physical as-
sistance,
doubt this will lead to certain
artistic conceptions that could
otherwise never be realized. But
it is always an illusion to assume
that such advantages are to be
gained without cost, and what re-
mains to be calculated is precisely
the moral price of this enterprise,
which, in effect, marks the first
major collaboration of advanced
art and the West Coast military-
industrial establishment. it is odd
to think of certain artists who
have entered into this collabora-
tion after having contributed to
various anti-war exhibitions.

REE !

Ity

and actual materials. No

Of ‘Relevance’
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But what I think the most in-
teresting, if not the most radical,
aspect of this project is the new
role which the museum has as-
sumed in conceiving it. For Mr.
Tuchman has, on this occasion,
acted as a kind of broker be-
tween the artist and the industrial
establishment, promoting a con-
ception of the work of art that
would, if carried to its logical
conclusion, take the whole con-
cept of art outside the museum.
Mr. Tuchman has — in principle,
it not in fact —— moved to place
the artist in a position of utter
dependency upon the industrial
process, and thus upon the net-
work of social values which sup-
ports that process.

Compared to such & de.
pendency, the artist’s relation to
the museum is relativély innocent
and autonomous, despite the fears
and accusations voiced by thé Art
Workers Coalition, Mr. Tuchman,
too, is concerned about “rele-
vance” — the relevance of art to
a culture increasingly dominated
by compléx technology — and in-.
stead of conceiving of .the mu-!
seum as a countervailing force in:
such a.culture, he clearly belleves’
the museum should lend its
prestige to adjusting art -to the.
inevitable.

Compared to the future which-
this promises, the present system,.

-with all its moral failings, séems

almost pastoral in its old-fashioned
freedoms. The prospect before us
may, in fact, be far more grim
than the Art Workers Coalition
has yet imagined.

W ant?
3
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Attach. 3

. The Museum of Modern Art

11 West 53 Street, New York, N.Y. 10019 Tel. 245-3200 Cable: Modernart
No., 32
FOR IMMEDIATE RELEASE:
Friday, March 7, 1969

A Special Committee on Artists' Relations is being formed by The Museum of Modern Art,
Bates Lowry, Director, announced today. The purpose of the Committee is to explore
problems concerning the relationships of artists and museums.

The Special Committee will be made up of people whose experience has informed
them as to the needs and practices of both the artists and the institutions that bring
their work to the public. The Committee will meet regularly to hear all those who
want to present their views. A record will be kept, and a report with recommendations
will be made public.

"The decision to establish the Committee,” Mr. Lowry said, "is the result of the
belief we have had for some time, that the whole field of the relations between
museums and artists needs to be re-examined. Our interest in this problem was
heightened by our recent discussions with a small group of artists who were interested
in discovering the Museum's attitude toward a series of questions, some of which were
identical with those already under discussion at the Museum."

Among the problems involved are the conditions under which works of art are
exhibited; copyright matters; wider opportunities for artists without gallery associa~
tion to have their works seen by Museum curators; the extension of the Museum's
activities outside its own walls; and the economic rights of the artist im his work.

"Some of the problems raised are extremely complicated,” Mr. Lowry continued,
"Sound and workable solutions to new problems can be found only after the most pain-
staking inquiry into all views, after all the relevant facts have been presented, and
after the most earnest consideration by all those concerned."

Mr. Lowry said that it was the hope and expectation of the Museum that the
Committee's inquiry and report will prove helpful to other institutions and artists
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with similar problems. "The world of museums and artists, as all other areas of
life, has changed enormously in the last decade,"” he added. "The changes have, in
many instances come so fast that it has sometimes been difficult to act responsibily
as soon as they occurgd. Certainly there has been a spectacular growth both in
museum attendance and in the number of artists who are struggling for a hearing.
In establishing the proposed Special Committee on Artists' Relations the Museum is
aiming to remain true to its original purpose: to help people enjoy, use, and under-
stand the arts of our time,

Several people are being considered for membership on the Special Committee.
"When they have been invited,” Mr. Lowry said, "and when they have accepted, their

names will be publicly anmnounced, as will the Committee's schedule of sessions and

working procedures.”
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proposal for constitutional articles for the Artists! Coalitlon

1.

2.

3.

4o

5e

6.

7.

The membership of the Artists! Coalition is all the psople who
have attended one or more general meetings.

Funds may be raised from iime %o time for certain purposes, but
no regular contributions or dues should ever be solicited or
collected, Each special fund will be held by a special treasurer,

General meetings ought to take place at least once a month, be
held in a public, accesskble location, be open to everyone, be
advertised publicly in advance. All persons who wich to make
brief statements on matters of intereat to artists should be per-
mitted to speoak, and these statanents should be published perio-
dically. Every few months, & statement summarising all the act—
ivities of the Coalition for that period should be published and
brought to the attention of everyone who is interested in them.

At the beginning of each gensral meeting, a naw chairman should be
chosen to run that meeting. During each meeting, small comnittees
of two or three interested persons may be appointed t: carry out
specific projects. At the end of ~ach meeting, about 15 people
should volunteer for the main comnittee wnich will carry out the
activities of the Coalition betwern meetings and undertake special
projects and so forth. At each general meoting, *the date, place
and hour of %the next general meeting should be announceds

The main committee should meet between general meetings of ‘the
Coalition in order to do the work of the Coalition at the time

of each meeting, Additional interested persons should no% be
excluded from meetings of the main committee. The meetings should
be conducted informally without an official chairman and without
eny voting. Part of each meeting of the main committee should be
devoted to a discussion of general problems and questions raised by
the current activities of the Coalitiom,

No permanent staff, chairman or secretariat should ever be hired

or constituted by tho Goalition itself. Ald of various kinds nay
be solicitel or hired for various specific proj-cis, but the work

of the @oalition should be caryled on voluntarily. The Coalition
should not undertake to own or lease facilities on a long term basis,
nor should it be incorporated under law, nor should it be able in
any other way to oblige people to do things against their will. The
coalition might set up corporations or authorize persons to act for
it in certain cases, but these arrangements should not affaect the
organization of the Coalition itself, nor can the Coalition be held
responsible for their existence or maintenance,

9
The ence of the Coalition and its activities at any time should be
regarded a9 a collective work of art whose character will only reflect
the interests of those who are doing the work at any given time.

119



THE WORLD OF DAVID ROCKEFELLER

President Chase Menhattan Bank

Ciic BUSINESS CULTURAL i
Dirsster Durector Chelrman @
R ——

Morningside Heights, inc. Rockafelier Conter,inc. Museum of Modern Art
Chelrmen Partner Trustes
Dewntown-Lower L’'Enfant Plaza $65 million  John F. Kennedy Library
Manhattan Association office-hotel com .

In Washington, D.C.
Director-Vice President EDUCATIONAL
Councii on Foreign Relations  Pertner

Emb Center Cheleman
Chairman $125 miltion office-hotet Rockefeller University
International Exscutive complex in San Francieco
Service Corps President

Mh:nr :oard of g’nnun

brother Lau arvard

PHILANTHROPIC 4,000-acre 'mnna o
Vice President onStCroix | Source:
Rockefelier BrothersFund : Newsweek ,

lssoo-nnlhupnneh ‘April 3, 1967
President . in Austral P ’
Seslantic Fund i

NACLA ’5,«;’2“-4

s A W B L B
9000Gl's The Aris Belong To The People
KILLED

NEGOTIATIONS
BEGA
DEMONSTRATE
TO END

THE WAR MFRESSIONISTS

SATURDAY
APRIL5 _

PARADE SHARE P
5. SHARE P

ASSEMBLE: 1:30 PM e

6th AVE & 41st ST

MARCH TO

RALLY: 4 PM L

CENTRAL PARK

Fifth Ave. Vietnam ' ) ) 1967 Figures at mid-year
Peace Parade Committee muwm‘n Nov. 30, 1967
7 E. I7th St.NYC Chart shows collective rise in value on the art market from 1951 to 1967 of works of six

256-1075

intpressionist painters. Price increases are shown azalnst index based on ‘1882 prices. -

Investors Ezyoy a Bull Market

.a-#'ﬂ%m S )
TTERWY,; since BRE* ¥ . .ﬂ -I';IA!:TIN-LATOUR 90 RENOIR
s e B Speee =
works was sold: it Plris mn Je00 - - - ; 600 . though perhaps of lesser 500
.£180, { lm i ‘ . - — ~+—{500 - quality, brought  £107,000 R *
: : o B 140l i 400 ($299,800). — 1-1%0
) /W i 200 200
i

: 100 4 I il 100
9T R R e o) 1958 BT BRI ed s 9a® L 1950 52 54 56 5§ B0 6L BA b6 197

120



ARTISTS AND INDUSTRY: THE LATEST GRAND ALLIANCE
by Bob Heilbroner, Liberation News Service

NEW YORK (LNS) — Egyptian sculptors sculpted Pharoahs, Roman sculptors Emperors, and medieval
sculptors Popes and Kings. If you're a Marxist you think this might have something to do with who
fed whom,

But in modern capitalism, the rulers have gone underground. This is supposed to be a
democracy, you know, and covert, institutionalized power meets less resistance anyway. Let the
hired hands do the dirty work.

The Rockefellers and the Kaisers don’t want their portraits plastered all over the
place, and religious art is out. So what’s an artist to do?

The rulers still get to decide who eats, and, through their museums, galleries and
charities, they decide who becomes well known. But traditionally artists are small eaters, and many
choose honor over fame. They’ve tended to get a bit out of line lately — sometimes downright sub-
versive. As Herbert Marcuse has said, art tends to look for alternatives to the status quo.

When Michelangelo, his health failing, wanted to quit work on the Sistine Chapel, the
Pope made it clear to him that it would be even less healthy to stop work. Nowadays, more subtle
methods have to be found.

Creative ideas, however, are not the domain of artists alone. Maurice Tuchman,
senior curator of the Los Angeles Museum, has started a program to increase “collaboration” between
artists and industry. It’s a sort of artist-in-resident arrangement, whereby famous American artists are
employed to work at the plants of huge corporations.

Says THE NEW YORK TIMES: “The industry deals directly with the artist, supply-
ing money and facilities in return for his ideas and products.”

The program presently involves some of America’s most powerful corporations, includ-
ing Garret Aerospace, Lockheed (key suppliers of military aircraft for Vietnam). The Rand Corpora-
tion (think-tank for American Vietnam policy and a prime developer of American Cold War strategy),
IBM, and the American Cement Company.

The artists include Roy Lichtenstein, Andy Warhol, and some foreign artists, including
Jean Dubuffet and Victor Vasarely, whom the New York Times refers to as “the Hungarian-born
‘father’ of op art.”

The idea is to demonstrate that artists and huge industrial enterprises can, after all,
work together — or, more precisely, that artists can work for big business. The strategy is two-
pronged: first of all, it’s been obvious for a long time that something had to be done about the
artists’ attitude toward big-time capitalism; and second, it seems that industry has been having dif-
ficulty attracting “creative individuals” to work for them. This new program, the Times tells us,
“could give collaborating industries valuable insights into artists’ creative ways.”

The first part of the strategy, at least, seems to be working. Artist Larry Bell, working
for the Rand Corporation, assures us that “It’s quite different than I expected. I'm not saying that
I still don’t think of the Rand Corporation in those terms (Vietnam and imperialism), but I've dis-
covered that the scope of their involvements is much broader.” (Now there’s some really alarming
news!)

Of particular interest for the rest of us is artists James Turrell’s and Robert Irwin’s
project with the Garrett Corporation (designers, among other things, of “environmental control”
for space craft). With the help of Garrett’s physiologists and psychologists, the artists are designing
experiments in “perception and sensory interaction.” Seems they’re measuring the brainwaves
generated during Zen meditation, and exploring ways of enhancing the taste of beer with music tones.

The United States Information Agency is planning to display a selection of work from
the artists for industry to project at the 1970 World’s Fair in Japan.

Says Curator Tuchman, “I think we’ve proved, in the three months of collaboration,
that artists and corporations and technologies can co-exist and make each other’s lives productive.”
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