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April 10, 1969

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

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

Where does the cycle begin? Let's begin with the indiv-
idual palnter or sculptor ensconces 'high' in his loft world,
meking his pile of shilt (perhaps i1s he really shitting, in his
mind's eye, on the world) having engested art information and
raw materlal from the shared world, Plssing his time away, the
labor of hils love perhaps to be redeemed, to be realized at some
other time

The stuff is transformed when it is transposed into
imposed 'higher' values. First, a gallery, then, perhaps a
museum, and further extended by translation into the data of art
information when reproduced in an art magazine; at which point
the artist, seeing the transposition, i1s pissed off. As time is
transposed money is transpoed into private worth for the artist
and a thigh'/quality/for the collector and art critic in this
business society. The art world is a collection of people who
dig the dirt, or pay the artist to dig it for him, to get a 'piece!
of the action - the games people play - for personal fun and profit
("a profitable experience"). Everybody has their private part
(parts) to contribute - for the media it's Just another slice of
life/ entertainment.

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

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

The writer in the past has been presented with an ana-
logous problem. All magazines in order to survive are forced to
present a well-known point of view to identify readers with ad-
vertisements just as in the past the structure of the book as
cbject functioned to re-press the author's private, interior per-
spective or vision of life to the private reader who has bought
the unique illussion as he reads through the narrative - linear,
progresslve, continuous from beginning to vanishing end point -
his perspective as supposed to be altered by a novel insight into
the world; he is changed; in Marx, Zola and Brecht's time he hope-
fully motivated to change affect into effecting changes back in
the outside world. Magazines - art magazines - contimme this
fictlon of assuming private points - of - view whose sum they must
assyme to be the collective view of itg readership and advertisers.
They depend exclusively for thelr economic existence on selling ads
to galleries for the most part. For what it's worth to the readers
who will buy it, the eritic .who must sell it, quality in art is
all that counts (time 1s money which counts/ man is the measure of
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all things). For the writer and recently, some so-called con-
ceptual artists, there is a simple solution: buy the ads him-
self - the eycle thus feeds back on 1tself; invest in oneself -
it's a free society.

Actually, 1ts not the artists, the galleries, the col-
lectors, the critics or the art magazines who support the struc-
ture at all - but the United States Government — you and me -
geared to corporate needs - which, through the tax structure make
it profitable to run a non-profitable art "business" to by and
donate "works" to museums (in the process gerving the soul pur-
pse of feeding artists and Madison Avenue types in the over-all
pProcess of meking a lot of money for yourself), etec., ete..

= The conceptual artist concelves of a pure art wlthout
material base, conceived slmply by giving birth to new ldeas -
an art that ldeally mean and not be of baseball or Monopoly in
the den buth without ball, bat, gravity, dice or money. But it'g
free and 1like sex, with a minimum of two people (subject/object;
inside/outside; Ying/yang; recelver/sender; people who take
Pletures of each other Just to prove that they really existed)
anyone can play, making thelr rules as they go along.

The artist laboured under the myth of trylng to define
himself (and his time) in terms of his work - his unique con-
tribution - his ralson d'etre: rather than be defined by soclety
in their immge,

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

the larger social order at a given moment.

What does the artist have in common with his friends,
his publiec, his soclety? Information about himself, themselves
and all ourselves - which 18 not reduced to ideas or material but
shares in both categorles as 1t has a past, present and future
time/spce. It 1s neither subjective or objective "truth"; it
simply is - it is both a residue "object' and neutral "etherial®
media transcribed - transeribed upon/ translation - translating
the content of single and collective man's internal and external
positlion, work, ldeas, activities.

The artist is not a machine; the artist shares in mankind's
various media of expression having no better 'secrets' or neces-
sarlly seing more inside or outside of things thanuanm:ether'parson;
aftencheris more-catculatings-he wants things to be as interesting
as possible; to give and have return pleasure; to contribute to
the 11fe-enhancing soclal covenant. Perhaps young artists, with
theilr new naivete have replaced the old halvete of thelr fathers.

My opinion (more later); we must go back to the o0ld
notion of 5001&11}!;llg'aodgwo:_:ks?isas--_'agaj:nst:a;the brivate, asesthetic
hotlon of "good work" . l.e.:: art to go public.

v ) BPOEEN: at 9:55 ot yp Open Hearing
OE&
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ARCHITECTURE AND RACISM
Position Paper No. 1 of The Architects’ Resistance

One of the Architectural profession’s most prestigious
firms, Skidmore, Owings and Merrill, is putting its skills,
resources, and name behind the brutal racism of South
Africa. For the sake of profit, the firm is building for a
government which says: “We want South Africa
White . .. Keeping it white can only mean one thing,

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

Written into the laws of the Republic of South Africa
this policy has kept 3 million whites the slave-masters of
11 million black Africans. This is Apartheid and SO M is

namely White d tion, not leadership, not guid helping underwrite its furtherance.

THIS IS APARTHEID WHITE BLACK

(Europeans) (Africans)
Population (millions) 3 11
Per capita income (1959) 51819 $109
Average wage in mining (1962) $3,587 $216
Ages subject to tax 21-60 18-65
Income exempt from tax $340 None
Education expenditure per pupil §182 518
Infant mortality per 1,000 births 27 200+
Persons in registered trade unions 340,000 None
Persons convicted of pass offenses None 384,000

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

In the following year South Africa's economy almost
collapsed after a flight of capital from the country which
resulted from fear that the Sharpeville massacre might
lead to bloody revolution; fear that South Africa’s
expulsion from the British Commonwealth might reduce
profits and that the economic boycott by small nations
might snowball. But the U.S. corporations rescued the

economy by pouring in $223 million additional '

investment so that by 1963 South African gold and

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

And indication of the current state of the economy is
the Carlton Center complex designed by 5 O M. It will
occupy a super-block formed byfive city blocks, includes
the world's tallest concrete building (for offices), a
400-bedroom hotel with 90 additional apartment suites,
two department stores and parking for 3,000 cars. There
will be gardens, fountains, side-walk cafes and a skating
rink. The estimated cost of the project is between $50
and $100 Million and is the largest commercial
development in Africa.

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

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

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

"

prosperous white cust s and a labour force of 11
million black africans prohibited by law from organizing
i llective bargaini ki ing without

s g, striking,

permission, and voting. The Apartheid policy keeps the
average black miner earning less than $1 a day, while in
1962 for example, the American companies in South
Africa earned $72 million. This was easily double the
11.8 percent average profit reported by the : us.
Department of Commerce on U.S. investments in all
fareign countries.

Skidmore, Owings and Merrill has climbed aboard this
gravy train—a train fueled by the blood and misery of 11




Wz, The Architects’ Resislance, say that Skidmore,
Owings and Merrill's support of Apartheid reveals them
for what they, and most of the architectural profession,
are: unprincipled practitioners of an art for its own sake
and, mainly, for the sake of profit. The pursuit of profit
and fame have led SOM and most of the rest of the
profession to build their monuments in reflection of
their own cgos—at the expense of those whose labour
builds them and wilh small regard for those who must
live with them.

SOM’'s other “social™ works, such as their involvement in
Baltimore's highway .program, incriminate them. To
present themselves as advocates of black American
communities, no matter how up-to-date their
techniques, is after South Africa, sheer, unprincipled
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hypocrisy. To build for corporations whose profits come.
from the exploitation of oppressed masses—be they
South African Blacks, Peruvian copper miners, or
American Blacks; to build for Governments who
maintain themselves at the price of brutal oppression
and genocide—be it South Africa at Sharpeville or the
US. in Vietnam; and to build for profiteering
middlemen whose only concern with social order and for
the masses’ use of what is built is the profit that can be
wrung: this is cynical, evil and dangerous. The urban

. crisis, the Vietnam war, the violence of a Chicago are all

born of the shallow moralism typified by our profession,

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

TO BUILD FOR OPPRESSIVE INSTITUTIONS IS
TO SUPPORT THOSE INSTITUTIONS.

We are socially responsible for our actions.

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

The archi I professi desig a mere 10% of
buildings constructed in this country, This 10% is mostly
monuments built for the business world to symbolize its
power and wealth and to attract more profit. It is
mausoleums to house Government and its oppressive
agencies. It is schools where creativity is treated as a
discipline problem, and cultural differences as

delinquency. It is inhuman housing built for profit, or to *

house those whose real neighborhoods, have fallen

before nighways. It is prisons. And because we continue
to see oursclves as an elite group of “artists” we keep

. ourselves from soiling our hands with the remaining 90%

of construction that forms the grey desert out of which
our sparkling monuments rise. By the creed of the AIA
we must sit in our carpeted offices waiting for those who
can pay our fees or who want “art” to come and accept
our sculptural vision.

, ;
We live in a country where power lies in the hands of the
few, and we serve those few—as the Master Builders of
history served their kings. The people do not have power
over the formation of their environment but must accept
whatever is forced on them. We, as architects, are not
taught, or even permitted, to go out to the user and

- apply our skills to put physical form to hir vision. We

serve only to put “‘aesthetic” form to the avarice and
power of rulers—even those who have openly enslaved
millions under Apartheid.

THE ARCHITECTS' RESISTANCE

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

Architecture is a tool for mobilizing people, for making
them more aware of themselves and their human dignity.
Architecture must not be the hand-maiden to the
dehumanization of object-orientad capitalism. Architects
must not respond to the industrialists, the financiers, the
politicans, nor to the scclaim of the professional

Architecture Is not an abstract art existing in a social
vacum.

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

The Architects’ Resistance hopes to fill that void by
bringing othical and political i to the practi
of architecture.

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




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

WE URGE:

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

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

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

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

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

For further information please contact:
The Architects’ Resistance
¢/o Renaissance °
338 E. 6th St.
New York, New York
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Ia 1847 the Museum of Modern irt agreed to sell all "olasnical” works

to the Metropolitan Musoum mmd comcentrats on those that wars "still
sigificant bm the modern movemsnt". 26 works wera sold at the +ime.

The procesds wera"to be used for ths purchase of mufu "modern' works."
The Board of Trustess reversed this emlightensd policy in 1963 mmd de-
olded to establish & permsnent collection of "mastorworks", & species

of works that is impossible to define. We uras witneasing the comse-
quences of thiz decision foday, & docision worthy of & stomp eollectorts
mind, The Museum of Modorn Art has bscoms an art=historical matngl sum.
Most of the spuce is taken by elaspical works smd the majority of speodial
exhibitions mre historical exhibiticms. Ths "masterwork” mppromach has
resulted in timidity, ccmservativism, arroganoe fnd o systematio mibhele-
grration of moderm art. Consaquently nt tha raras oooasions, whan oon-
tomporary works ara ghown, these works reseive more attention, prestize
sad ensufeing commercisl valus them they would heve sccumulated and
desorved, if large contemporary sxhibitiens were being hald comtinucusly.
Cortaln galleries mmd collsotors naturslly have s intsrest in influsndeng
ths choles of works, aines puch rare chemsces for exposurs okn yleld

#icable profits,

If the Museun of Modern art sad for that matter all museums cemearmed
with the art of this cemtury were werlously eommitted to their stated
cbjectives they would hevs to do a lot of soulsearching, ﬁﬁmmt
of the traditicnal list of priorities, This would lead o a typs of
mussum that has little resemblamce to whet we know today. Artists would
participete im the decisiom meklny prosess emd be representsd gm the
Bofpd of Trustews. Mmd such mu institution could sartainly mot fulfill
its job in o high-rige structurs im Midtewn-Mamhattem, 8 plen the Modera
iz nmihmﬁ-“ present. Tha very idea of a skysersper for art shows
@hmr much museum officials have lost touch with the present. A radieal
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What changes then can be made b0 diminmdsh the valus of art as investment and

nmwt&mgwmmmenﬂuﬂlwtcmmmm
%0 his rols of ereador? I have four proposals to malsss

Pirstlys the greatesy Sfimanelal gains from ary are realised by those who buy
mmummumm-mnumuumuam.m
objestive shculd Lo $o ebange the law 8o tha3 ane half of all sush @ains Teverty
%0 the artiss, and after his desth partly to gmx his dessendmts mnd partly o
3 emtral fimd ervated for the benefis of all artists, Such & fAmd would provia, |
wark grants, old age and siekness benefits, help for dependenis of deceased i
axrtisis, logal advise servioe and chher moeial bemefits. In cases wheTe gains

mmwmlmmweMuﬂmamﬁomtom,
cne balf of sush gains should also be pasesd ca to the artist or his deseemdants
and the fumd,

78 to premod
Spocndliy: emeepd of at. Somles of minimm remtal fees shculd be

establishedyend all imstitutions cherging admission %o exhiddticns sheuld be

legally obligud to pay fees to ths parileipeting ertisis. D3 the case of dsad
m,mmummmm.mmumotmuuMhu
time should also rehurn a rayalty to the artist er to the fumd,

m;moMmmmwbuwmummumm
by lawe

mamwmum'mnw,m. ca televisimm
er $a filme should ¥etum a royally fee to the artist o the Amd,

mumwmunumumm«mammmer
idteratme and mwis, And altheugh 4% con be objssted thet art is &iffevent
sinee 1% 13 intviasically valuadle 29 a wmique cbJost whereas musds amd literes
mmmmwammmmammﬂrm.m._u
mmmmwummwwmmtowﬂ.uw
mqmwamu'mmummmmaw
o® publis acclaiz, Or ab lsast not to these advaxtages withous payimg extza for
them,

I have ecmsemizaded m eocncmis proposals beesuse I foel $has all the Srmiree
mummm&mmmmﬂm.
mmuwmnawmum“mmsmmnmmzd
wmummumwmuwnmw
Mn.mmmnwmummmmnn
aia
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alse changs.Ermocomorarcewesurtisety But it on every miseum ocomittes in
the world and withoud finemgdal besiring we will almmys be ovexruled,

I have no dcubs wa ¢an bwing about chawge, even change as drasiic or even more
dramtie then what I ea preposing hese. Bul $0 do sop, we must stop baing braine
washed @23 into the belief that things are for the best as hay arej) we must be
prepared to spend time bullding an acrganimmtion o represent usj we must be

able %o define cur demands and regearsh the means to carry them thrcugh to law.
18 BB ve quick or easy and 1% carmot be dme mmly in Hew York City or evem
perhaps not anly in the Ue.Ss for the art werld is international and 4f our refcrme
are to be effegiive, they mw$ be applied m a global seals, I3's & big job, but
umlhﬂltming.u
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I feel that the forming of the Art Workers Coalition is an imDOrt.
8tep forward ang it Pursued cofrectly will result in coﬁsiderahle
reforms within ang without the museums and'other art 1nat1tut10n5
It 18 particularly 1mnortant_that for the flrst time artistg,
writers, choreographﬁra, filmmakers, ete. are working togethey
towards comron goala, irregardless of their individual styles op
aesthetle outlooks. 4s Oone of the original Supporters of Takig
I have seen thig moverent expand andg grow within a veryanm short, time,
The ravid growth I take to'sn 1ndlcation that the movezent offeps

the very real bassibllitiy or Tulfilling certain long-felt needs

Wituin the art community, I offer it Iy contlnuing support.
.After this Hearing, the most important task is the formuiati:ﬁ
and adoption of a new s;t of demands. These new demands should then
be Dresented to MOMA 1n.the moet dramatic way possible. retitions
must be drawn up ana slgned and amd ads ﬁaken in the newsvepers.
A large 1ist of slgnatures is crucial,
I would like the pew demands to inelude:
1. one free day (to be financed by keenring the Huseum open in
the evening).
2. The acpointment of a responsible perason to handle any
grievances ariaing from the Museum's dealings with art;ats.
3. The wishes of g living artist in regard to the disnlay
of hls work owneq by the Museum in &ny group show other than the
Permanent collectionigg resected,
4. The payment of rental fees for werke of art borrowed by
the Museup for special shows,
5« A large, yearly show (po=8ibly 1n one of the Armories),
] unjuried ang Cren to all who wish to display their work,
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It is unlikely that MOMA will accevt any of our new demands.
I1f, however, they do, AWC will end as an organlzation unless it 1is
understcod from.the beginning that AWC fllls & need much larger than
mere museunm reform. If the Huseurm accepls our demends there 1s the
danger that AWC will become an establishment "labor unlon" of artists
Thig must be avolded., AWC must draw uv a 1ist of policies that gso
beyond mere museum reform.

Since it is more 1likely that HMOMA will reject our demands

agelin, new weys of exserting pressure must be developed. We cannot

merely follow the technigues of tne Jew Left or the students. These
may offer insniration, hut as ertists we are in a Ppostlon to 9orovide
new examples for other groups by developing more effective methods
of protest.

It must be mede clear that the museume now n=zed the artists more
than the artists need them., How can we maXxe thic clear? If none of
the new demends are met, I suggest we conslder a bovecott of the museun.
The effect of this, however, is contingent upon the membershlD strength
of AWC. Artists with works on loan to the lMuseum can be engouraged
to withdraw their works, We can also getl artists to sign statements
that they will refuse to loan works wlthout rental fees.

Ehkkkkkkkg, I+ might be advantagecus to begin develoving our
own alternatéve structures. AWC should sonsider sponsoring a yearly,
unjuriqu show on its own.

John Perreault
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V. I. Lenin is supposed to have seid "ethics is the esthetics y

of the future."

IN our discuseicne sbout moving things szound I suggested
it would be useful to define art simply as skill whigh is
based on knowledgs and practice and to say that bed art is
non-art, that is, what happens when one doesn't know what
one is deing., In our revolution both slaves and money will

be sbolished.

ARTIBT workers are losers in the cless-money syetem, In other
words, @88 workers wa are supposed to be poor, In the pest
our choigcee have been, first, to sdvance ourselves within
the entrepreneur class by making more mconay thru increased
and cheapsr production, And sscond, by the surrender of a
cartain amount of license regarding the choice of what wa
do, to obtein glory from the dispensers of glory, that is,
by mesking patrons from among the rich and powerful.,

In society as it is now structured, in this
object-oriented, industrialized, and socializad society,
the problemg of individual and indaspandent art workers may
phrased in this way: The problem now is one's inability
to exchange @ sufficient emount of objects for monay muf-
ficient to cbtain the living and working conditions one
dasires, In other words the immediate problem of Cﬂntli—

porary art is selling it esnd the foremost gquestion is WHO

WANTS IT? @




rich people known as art collectors, They aee & species of

LEE /Yy

Lee = 2

The epparent answer is several thousand rather

the genre which includes stamp collectors, coin collectors,
and gun collectors, They have in common a perverted moterial-
ism in which the abstract and objective value, monetary
worth, falsely proclaims itself to be the supposadly

ancient and subjective velue, besuty. Selling, even of

art, is per se a mocial act., Whers money is the source of
social powsr, society will wvalue all things, even art, ac-
cordingly.

The things which we maka, if they are to be sold,
muet generally conform to intermational stendards for currency,
This means that art objects which can ba Eswminx esasily counter-
feited are no good to & cellector, It meane further that
art objects must be preservable, that is to =ayy insurable,
and they must be transferable or negotiabls,Thasxkhmxprimmxmii
That tha prime utility of collectable ebjects is currency
maans that these things which we meke and indesd wa ocurselves

are subject to financial manipulations which have mnothing to

do with art and which are not necessarily of any value to
ouraelves,

Art as currancy im institutionalized through the
policisa of mussume, Thie is inavitable, Musesums are mtarted
by collectors., Thoy ars maintained by ennual contributiona
from collectors. All objects in their permanant collections,
excepting thoss donated by mriisimy art workers, are given
by collectors or purchased from funds donated by collectora.

In'rhturn museums provide & number of services which ars
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valuable tﬁ collectors., Forsmost among these services is’
that of certifying the authenticity and historical merit of
particular art objects, namely those collectors owm, In this
sense each mussum.func£ions a8 a semi-autonomous branch bank
in a world-wide system to guarantes tha value of collected art.
Smcand, musesums with the collusion of the government provide
collectors with a device to-avaid paying taxss by treating
contributions as tax deductible like a Eusinsss expense, The
rationale iz that T“sP“WF“a£; educational institutions and
tha government's 5?;;qmptinn is that any education is per se
in the public interest. The fact that the aducators ars by
and large simply'uur richest citizens is in no way discourag-
ing to the government. |
Third, museums, by opening themselves to the public,

aer ablé to sducate non-collectors as to what their persnnaiw
attitude should be vis-awvie the privats preoperty of the rich.
Namely, DO NOT TOUCH. Also, don't smoke and keep moving.

| Finally, museums publicizé colle:torl by way of
admiring their callectinns.ind praising their generosity.
This publicity is smeiam valuable to collectors and their wives

both in their own milieu and in liberal circles.

THE problem of revolutionary srt workers is our insbility to
obtain the living conditions which we dilirl. In the official
syntai, we lack money, I de not believe that art collectors or
their musaums will, even under our prassure, maka any substan-
tial contribution to the solution of this. At best they will
attempt to buy off a couple of hundrad art workers whose nrt.@

may or may not interest them,
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Nor will the galleries be much help toward a
solution, With few exceptions, they would rather sell one
thing to a rich collector for a high price than than &?RAL_
to the ﬁublic at any price,

The solution will rather be found partly through
our art, that is @sthetically, and partly through political a
action. To the extent to which one may wish to sell what onas
makes, art workers will have to make an art which is appro-
priate to the living conditions of a vastly greater number of
People than those who currently buy it. The ultimate dignity
of art, as all art worksrs ought to know, is in making %xy art,
not in owning it, What is the dignity in owning an object
which is so valuable that it is worth your life to defend your
pPossession of it? Ta these ends art workers ought to prohibit
museums from displaying our art in such 8 way as to discourage
ordinary people fraom wishing to have it, Indeed, what art work-
e€rs ought to require from museums is complete license regarding
the terms under which their own art is shown, That would in-
clude whather and to what extent the police should be allowed
to guard it and it would include whether the public had to pay
to see it and if they did who gaot the proceeds.

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

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

utility of maney., As the motherfuckers write, "the hip revolu-

tiontimm is a product of history and exists in this time and
Bpacey: It is not a replaying of 'bohemianism'; it is not an

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

wil'e
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- STUDENTS AND ARTISTS UNITED FOR A MARTIN LUTHER KING, JR. WING FOR B1aq, |

AND PUERTO RICAN ART AT THE MUSEUM OF MODERN ART OF THE CITY OF NEw Yo
A RESEARCH AND EVALUATION OF THE MUSEUM IN ITS DEFAULT OF X

INFORMATION
This form consists of Parts I and II- Part I is for you to fill in and mai] to the addreg,
indicated at the bottom of the form. Part II consists of a series of questions addrﬁmd
to the Museum and its staff and is to be mailed to the Museum if-you believe these
.questions ought‘to be answered. Thank you for Your support. Thank you for joining -
us in an effort to end cultural genocide Practiced against blacks and Puerto Ricang g
_ the Museum of Modern Art. Thank you for Joining our fight to establish a Martin Luthe
_King, Jr. Wing for Black and Puerto Rican Art at the Museum of Modern Art. :

* MR. TOM LLOYD - P * ° MRS, FAITH RINGGOLD
15§02 107th Avenue _ 345 West 145th Street .
Jamaica, New York - s T New York, New York
657-6433 - 862-587¢
g 3 *************** .
PART I

: ' |
1. Does the regular atteéndance at the Museum today suggest that blacks and Puertg
Ricans use, enjoy and understand the Museum's collection?
S NO UNCERTAIN .

2. Do any exhibitions in the galleries relate to black and Puerto Rican experience
as to subject matter, means of expression, or personal identification?

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

4. Are there any publications (1st floor), films {Auditorium), or other visual aids
that relate to the black ér Puerto Rican experience? YES___  NO UNCERTAIN___
5. If 50, how many films : Publications . other ? ;
6. Do you believe, after touring the Museum, or on the basis of your knowledge

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

CITY. STATE ZIP

PLEASE MAIL YOUR FILLED QUT QUESTIONNAIRE TO ONE OF THE PERSONS LISTED ;
ABOVE. WEWILINOT DISCLOSE YOUR NAME OR ADDRESS WITHOUT YOUR PERMISSION

» MARTIN LUTHER KING, JR. WING FOR
BLACK AND. PUERTO RICAN ART AT THE :

- I _ STUDENTS AND ARTISTS UNITED FOR A
5 MUSEUM OF MODERN ART

’.u'ﬂ
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! PART II
.:HIS CONSISTS OF (2) PAGES. DETACH AND MAIL TO THE ADDRESS GIVEN BELOW.

T
PLEASE BE SURE TO FILL IN YOUR NAME AND ADDRESS. ",

NAME, _ ADDRESS
CITY AND STATE . ZIP

MR. BATES LOWRY, DIRECTOR Y
MUSEUM OF MODERN ART ,
21 WEST FIFTY-THIRD STREET

NEW YORK, NEW: YORK

Dear Mr. Lcml_rry:

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

1. Does the Museum recognize the existence of an authentic, disfinct Black
Art Movement? -

2. If so, how has the Museum presented the body of work of this Movement in its

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

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

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

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

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

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

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

]

7. In view of the support of racist policies in South Africa by the investments i
of several corporations of prominet trustees of the Museum--David Rockefeller and :
~ the Chase Manhattan Bank, to name one--is not public credibility as to the 4
effectiveness of these safeguards, assuming they exist, seriously weakened?

8. How does the Museum provide in its collections, exhibitions, programs, .

publications, and services, cultural identification for black and Puerto Rican citizens?




g.

provide for cultural identification for black and Puerto Rigan children? e

10.

_childr

-"quality, historical significance and significance of the moment" to the selection of

race play no part, which works of art to accept as gifts and exhibit in its permenent 1
collections ? X : l' -+
}

12

13.
black

14.
in the
of the
15.

works

16.

stages, a program of community workshops for black and Puerto Rican communities

17.

Puerto Rican Art which the Museum would suggest to be most valid ?

1s.

Luther King, Jr. Wing for Black and Puerto Rican Art? J

19,

cultural responsibilitips to the public and the art community, that the people of the

black

a Martin Luther King, Jr. Wing for the exhibition of their cultural expression?

and identification in the Museum of Modern Art?

FAITH RINGGOLD . 28 |

PART II (CONCLUDED)

How do such community activites as the Children's Art Carnival in Harlem

{

|

i

t
How does the Children's Art Carnival seriously arrive at its figure of §000 1
en to be served annually in view of the average of 3000 in prior years? f

How does the Museum decide, in.a way which insures that considerations of

L
How does the Museum define "quality" as a standard used in selecting works ?

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

Does the Museum encourage--and if so, how--black and Puerto Rican artists
early stages of their development in terms of providing for group presentation Q
ir work ? -

What i{s the Museum's prinei pal objection to the application of the criteria of

by black and Puerto Rican artists?

Does the Museum presently have, either in operation or in advanced planning [ :

What are the objections to the Martin Luther King Jr. Wing for Black and -

In what way does the Musgum feel threatened by the existence of a Martin
EF
Is it the position of the Museum of Modern Art that, in view of the Museum's

and Puerto Rican communities should passively accept the denial to them of

What is the Mus eum's-alternative to the Martin Luther King Wing in order to
y the legitimate demand of black and Puerto Rican citizens for cultural expression »

e
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ﬁe sestheticlians can no longer contend with the soecisl frown of
ﬁsslation and alienation in an atelier existence. The
- pilieu not only conflicts with the artists! way of living but

;153 builds up a wall of resistance by the very nature of what the

artist absorbs, reflects and symbolizes. The artist reveals and

gefines like a magnifying glass; defles dogma and dishonesty like

reducing glass, and redicules the obscenity of misinformation
;nd preconception., We are more than the media, the bridges, the

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

and gray shadows into expression and concrete realism. With this
plasticity we contribute toward the expanding "it" of consciousness.

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

 ground; art and science, an inside and outside worlé in which
an attempt 1s made to purify contamination and influence the en-
vironment.,

. New York City, the apex of the materialistic system, has become &

F'ﬁesert. All of us must work for its reclamation. The American

desease is affluency in a Walt Disney apparition of skyscrappers

- and 11lusionary skylarks. People struggle for summits of self in

a cancer of object narcosis. The history of VWestern Civilization

~has been a mystique entertaining death, destruction and depression,
'counterpointed with attempts to enlighten and eliminete the causes

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

in'all of us, At the end of the McLuhan gge where efficiency is

numbers on machines along an assembly line of axiomatic presumption,

- 1t 1is not. necessary to repeat in series the Exodus, Plato, Sophocles,
i tREVy

‘\QEEpte or the caprichios of DeKooning anymore than we can return to

_cuhiSN. The press, TV, and radio report to us murder, violence,
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2.
assaé@natlon, funerals, poverty and man wreakage, Mere helpless
protest is not enough, We must collectively seek positive
solutions -and take action to overcome this propulsion through the
ages. Why not start within the structure of the art community znd
the people of New York to strive for a new dictionary of definitioss.
Power, sustenance,potential, education can have a different
institutional meaning. Each of us is a changing museum &nd our
exhibition buildings should mirror the artists as well as the peopke
of New York and the world.

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

The artists fight slienaﬁion as well as all other groups,

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

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

€ parks and playgrounds, The Museum of Modern
sho rr : Danging shows for children and young
ind folk ary, i New York City has to become the environ-

ment with radiating centers of groups of people gathered for the

purpose of positive activity. This takes nothing away from the
individual tut should only enhance his sense of belonging and

A



Art we must establish a basis for survival that is

titious cannibalism.

Selma PBrody
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The tasis of most betwesn artists and museums 1like the Modern

geems to be the conflist betwosn the permanent collegtion and the lol.n
sxhibitiona. Artists ars reluctant to spoperate in shows when thelr work
18 mot being bought and vice versa. It goems u systom guarantesd to producs
111 will; sverybedy knows of srdless individual wariations o -'H‘&El thems .

They ars now being amplifisd to an uzheard-of axtent by the Museum's projected

"Waw Amoriean Painting and Seulpture” show. This will @ nosigArate on
Abstract Sxpressionism in tho 40" and 50'w and will sventually oecupy &
new wing. It i not & loan show but s Eussum Collection show and the

artigts involved are being wsksd to dopats major works to the colleoticn ln.
that they will show up well in futurs cat:logues, dissertations, bocke. In
other words,to mintain thelr ln-uli.ﬂ'hiutwiml'ﬂlpﬂchbﬂi ty, they mart
be well represented in the world's ﬁﬁt}i?;lh:um of* modern arty and o ba
woll represented they must give their major works to the dygsumfif they
st111 gwn them; i they den't they'rs cut of luek)s This iind of blackmil
is in many casss being leveled &t artigte whose work the museum ignorsd
during ths #0's and most of the 50's when prices Wers low; now they are
asked to forgive and forget and guarantes thelr ewn place in "niatory" s

It will take & lot of guts for any of thewe artists to refuss to have

thair cwn room in thls show and in the parmanent collection; mt the same
time it will take = lot of the cpposite to go along with such a plan. It

in difficult to ses why the museun did not nnﬁ-iﬂ of this ss & loan show

of
rather than pretending to malke an historical” selection fxym gift horess,

sl g e AR SR

tut in any cass it of fors a parfect and timely sxaxmple of the way artists

are sxploitsd]
-

Thers wesms littls hope for btroad reform of the Mussum of Mgdern Art. It

has dome m great deal im the past and now seems 1o have becoms so large mld
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urprieldéy that it has outgrown ita usefulness., The conventional museum iz by
nature too big, too bulky, too slav to keep track of aml keep up with the
_gtudios in & time of such rapid change . The present policy of throwing an
 occasional bone to recent art is insufficient. The recent sections of both
= ; Hre chow the Modern
 the Fﬁschine show l.nd* Dada and Surrea limm made this obvious. When it attemp ts
to rival tho galleries and evon the smaller miseums, the result is inevitably

disappointing.

What 1.' really needed is not just anp updated Monolith of Hodern Art but

new aml more flexible system that can adapt itlelf to the changes taking

! Factions of art

‘place today in thmﬁ?ﬂi}{il the,medis have rejected traditicmal '
confinea: room space, proscenium stage, acadenmic symposia, literary readiggs.
I would 1iks to see the Museum of Modern Art retain its respeated positicn

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

~art of the last 5Qyears or so; the older work belengs in the Metropolitan,

a8 was originally miinp stipulated by the Museum itself), The mons;_::;:ent

on exhibitions could be channeled into purchases, free sdmission for all
artists, night f£ilm showings, ete. The exhibition funotion could be shifted
to a series of smller museums ranmblin&brl.nch libraries, in loft buildings
Cor any large, simple space, each of which Would naturally evolve an idontity)
- #tyle,and structure of its own. There is no reason why thess branches shald

- even be called Museums; they are needed more as vital communi ty centers that
would provide workshop space for experimental projects in all medis, #.n-
cludin#orromnco, as well ag space for showing art or ormiziné:‘;c’r; open

situations. The fact that this idee in one guise or another has come up |

Soveral timss in the lyst few months among poets, duncers and visual artists
indicates its relevance. ¥

*

Just propping up existing institutions won't do; immginative planning is@ i




l
fuxr called for., The very loosely kmit and constantly changing group that 2:\
for the time being calls itself the Art Workers' Coalition may or may not
be the right instrument for advancing these changes. We're still in the

- discussion stages. The point of an open heiring at this time s to get

people thinking bout change instead of continuing the personal griping and
tackbiting that always goes onp to erystallize and analyze the broad dis-
satisfaction and sos Where constructive energy can be directed. It has beeh
exoiting to see common idsas emerge from extraordinarily different and of ten
eonflicting eathetic positions. The reason for uantinu:;::nku' action,
(aside from the fact that it brought up the very valid point of an artist's

control over his work), was the fact &% such trans-esthetic solidaritys the

ffct that there was support for further discussion despite basic disagreement
with muich of the first group's program. The present organization, if you can
call it that, survives by its omn flexibility, by its precariocus ability
to absorbd opposing opinions. No two people involved think alike; few
support all and some support mons of the 13 demands drawn up by Takis and
his six solleagues. No one can speak for anyone else. I for one don't think
we can dictats esthetic choices to the Museum and ! am agiinst any more
motley group shows as well as inclusions of any group on & separitist basis.
Nevertheless the black artists and the artists without galls ries have overy
right to speak for themselves. My owmn inturottﬁ&f mTperojoction of a const=-
ructive altarmative to the present situstion, in increased wivil righta for

artists in general.

Luey Re Lippard
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Ch beautiful werld, oh world of se much sweetness that could b,
As 1f 1t isn't enough that the laws ef eur archalé soclety bing
us and prohibit jJey and life. As if 1t 1sn't enough that our
ecencalc and pelitical systems suffecate and submerge and woung
all but the very, very strongest; new even these whe survive

and become creative artists ars se bitter with envy, bltterness
and agressisn and "Well, let's mee hew I can best and only do
for myself"™ syndrcme. The rottenness is beginning te show in
the creative arts teo - as if all the rest isa't enough!

The spirit that existed tem to fifteen years age ln painting is '
fading - how puo;ila used to crewd tegether, even if they dldn’t
like each other's work - they did. They tried to help each other,
They came to each other's epenings and shows. They became
succesaful: the bleoed in them became vory thin., The painter whe
vants te .., werks thimgs out is no lemger "in". Instead of
blood, it's 1deas that flew im the artist’'s veins: it*s mueh
more profitable. "Painting"as ‘neh is sald to be Wead". 1It's
supposed to be hahpmlu. new, im film,

Well, it started to happem. Abeut five years age 1t started, every
Tilmmaker helping the other, going te each ether's shews, even
helping te film. And a few still ave invelved with helping abeve
and beycnd anything they get paid fer. Len Lye dees net stand
alend: there is Prakage, Nember, Breer, Gehr, Theso peeple do
cars aad always try te help, htthmmhm-rothgn I
Imow of whe do nat. Thers is pet the exciting feeling eof all ef
us being Scgether as pieneers in a rolatively new medimm. We
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1 ,.'t tegother and suppert each other by attending
s. There is ne allegiance to the art ef filemaking, but

o our silly selves, And it ig & shame, with all the
strests, our Vietnan

horror
» CUr racism, our econcay that chokes

the man whe is suppesed to know -
cmtivo Artist - even he ig dring.

lates men'a apirit,

Very scen there will be
no Place, and no interest in film as an art, as a

creative art,

alvays believed that 1t was the arbist who knew. But the
mg of extreme self-centeredness and bittcmu, thias

ug ¥When the artist dees cempletely disappear,
no hope left;, because it is the

i3 not
there will
artist, manifest in his

Joy and reality of being and fesaling 1tlt1.f

. thege of us who are filamakers and Painters dentt help
:eh otl\a?:.-“. we will not survive.

The creative artist will perish,
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son Slezeleww ( R O)

I wish to speak extemporaneously about my feelings
about what's golng on here today, and what's been going
on in the last few weeks. There seems to be a §ommun1ty of
artists working throughout the world. There's a whole soclal
fabric that rests fery, very precarlously on something we
know a8 an art object, and art itself, I think if one wanted
to describe this manifestation graphically, you would X say that
an art object would be a rock in a pool and ayvarioua functionary
levels golng out from this rock would be dealers, critics, the
museums, th§7::dia, a whole fabric or system , all barricading

it anyone who's as I am
that little object. Well yam would so-nthaﬁ(iiuxintereste%{in
my work to try and change the machinery or the context in which
the art has been made and is being seen, would see that the
greatest asset that artists have is their art. It would seem
that for a social protest or any other type of action in with-
drawlng your work or settlng tight controls over it, you uould.
EnesiRiEEE achieve the goals that are being sought. I'm not
in accordance with many of the goals, I'm not quite sure what
some of the goals arq,reall;,and it would seem that the Museum
of Modern Art would be a very good point to focug:'%ecauu-.........
it seems to be a very unrialding organization., Perhaps one
wWay in which dealings with the Museum can be handled would be
possibly by withholding work from exhibition} not necessarily
from that museum, but countless museums around the wérld. It's

& big question on this, to accede to the demands that are being

@
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Seth Siegelaub ,
aeked, It would seem that a lot of thought should be
given as to what these demands are. I've heard a broad
range of demande, and there =sem to be soma things'that
are very relevant. It would seem that all this has to do,
in a certain mense,with the contsxt in which art is being
sesn, and the rights which the artist has in having i1t seen
in the proper fashlon. And 1t would =esm that the art ims
the one thing that you have and the artiet alwaye has and
which picks you out fron ahyone slse, Thers's a clage of
humsn belngs who dawignake.art and a class who don't, mome
of whom happen to be curators of muuunljliruutura oOr musews
trustees. Thie i8 the Way your leverage liem, I would thimk
that by using x that lsverage ¥ou could achieve much greater
Eoals than ln any other ways, It's the one ssemingly unlque

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

i,
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