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

The art worlf stinks; 1t iz made of people whe collective-
ly dig the shit; now seems to be the time to get the callective
ghlt out of the system.

Where does the eycle begin? Let's Begin with the indiv-
ldual palnler or seulptor ensconces 'high' in his loft world,
making his plle of shit (perhaps i1s he Teally shitting, in his
mind's eye, on the world) having engestsd art information and
raw materlal from the shared world, Plssing his time away, the
labor of hls love perhaps to be redeemed to ba realized at zome
other time

The stuff is transformed whan it 1s transposed into
luposed 'higher' valuss. First, a gallery, then, perhaps a
museum, and further extended by translation 1fito the dats of art
information when reproduced in an art magazine; at which polnt
the artlst, seeing the transposition, ls plesed off. As time i=
Lranspesed money 1= transpoed into privete worth for the artist
and a 'high'/quality/for the collector and art critiec in this
business =oclety. The art world is a collection of people who
dlg the dirt, or pay the artist to dlg it for him, to get a 'place!
of the actlon - the games pecple play - for perscnal fun and profit
("a profitable exp&rienne"?. Everybody has their private part
(parts) to contribute - for the media 1t's just ancther slice of
life/ entertainmsnt.

It's time 1t zeems= to leave all this shit behind; the
art world 1= poisoned: get out to the country or take a radieal
stande. (According to the dictlonary, "root", the root of radical
and the root of root are the same - doss dirt or evll really have

rootg?).
Should ars be a lever agminst the Establishment? Make
art daprerou=?but art is cnly one item among the dangerocus com=

modities being circulated in this soclety and, unattractive as it
may be, one of the less lethal., W1thhold? - a closed system dies
of suffacation.

The wrlter in the past has bean presented with an ana-
logous problem. All magazines in order to survive ars farced to
Present & well-known point of wiew to ldentify readera with ad-
vertisements just a= in the past the structure of the book as
objact functloned to re-press the muthor's private, interior per-
spective or vislon of life to the private reader who has bought
the unique 1llussion a=s he reads through the narrative - linear,
progressive, contimous from beginning to vanishing end point -
his perzpective ag gupposed to be altered by & novel insight into
the world; he 1e changed; in Marx, Zela and Brecht's time he hope-
Tully motivated to changes affect into effecting changes back in
the outslde world. Magazines - art megAazines - contimaa this
flotlon of assuming private points - of - view whos=s som thay must
agsggme to ba the collective vieaw of itg readership and advertisers.
They depend exclu=ively for thelr economic eXlotence on gelling ads
to galleries for the most part. For what it's worth to the readars
who wlll btuy it, the critic .who mist sell it, guality in art is
all that counts (time 15 moncy which counts/ man igs the measure of
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all things)., For the writar and recently, =mome go-called con-
ceptual artists, there iz o Slople solution: buy the ads him-
self = the aycle thus feeds Back on itself: invest in oneself -
it's a frae society.

Actually, its not the artists, the galleries, the agl-
lectors, the critics or the art magazines who support the strue-
ture at all - but the Unlted States Government = ¥ou and me -
geared to corporate needs - which, through the tax structure make
it profitable to run a non-profitable art "business" to by and
donate "works" to museums (in the process serving the soul pur-
pee of feeding artists and Madl=on Avenue t¥res ln the over-all
Process of making g 1ot of mcney for yourself), ete., etc..

The eonceptual artist concelves of a pure art witheout
materlal base, concelved simply by ziving birth to new ldeas -
an art that ldeally mean and not B2 of baszeball or Manapoly in
the den tuth without ball, bat, gravity, dice or money. PBut itrg
free and like sex, with g minimum of two people (subject/object:
inslde/outside; ¥ing/yang; Tecelver/sender; people who take
Pletures of each other Just to prove that they really exizted)
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 term= of his work - hls unique con-
tribution - hisg ralson d'etre; rather than be defined by soclety
in their imﬂ.gﬂt

But art is inevitable part of the larger order of soclety,
1ts language and world shared and interdependent with the lan-
guage, "vislon" and stuff of its gpecifies Time, Life, place and
function, {

A11 human braing perceive and thini rartlally in symbels
which have a relatlonship to external slgns avallable tosll which
Treduce to varlous intarrelated language systems which relate to
the larger sooial order at & given momant,

What dees the artist harve in common with his friends,
his public, his soclety? InfTormation about himself, themgelvas
and all ourselwes - which i= not reduced to ideas or material but
Ehares in both categorles as it has a pagt, present and futyre
time/spea. It 1s nelther subjective op objective "truthv; 3¢
simply is - it i3 both a residue "objeet¥ and neutral "etherial"
media transeribed - transcribed upon/ translation - transglating
the content of single ana collective man's internsl mnd external
position, work, ideas, activities, )

The artist 1= not g machine; the artist shares in mankind's ]
various media of expression having no better 'secretar or neces-
Sarlly seing mors ingidae or outzide of things than.any ether person;
aftenshe-is pors.tealculating;-hm wants thinga to Ba as interasting
as possible: to give and have raturn pPleasure; to contribute to
the life-enhancing soeigl covenant. Perhaps young artiats, with
thelr new nalveta have replaced the old nalvete of their fathars.

Ky opinion (more later}: we muet go beek to the old
notion of huciallyiﬂgﬂod5Hﬂrk!Hsascngathntmtha private, aesthetic
hotlon of "good workh - l.e.:: art to go public.

@ape_hun? Bt 9:5%5 at VA Open Hearing
A,
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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
Alrica. For the sake of profit, the firm & building far a
povemnment which says: “We wanl South Africa
White . .. Keeping it while tan only mean one thing,
namely White domination, not leadership, not guidance,

but econtrol, supremacy.” (Prime Minister Verwosrd
1963)

Written into the laws of the Republic of South Alrica
this policy has kept 3 million whiles the slave-masters of
11 million black Africans. This is Apartheld and 50 M iz
helping underwrite its furtherance.

THIS IS APARTHEID WHITE BLACK
Fopulation (millions) 3 11
Per capita income {1959) 51519 $109
Average wage In mining {1962) £3,587 5216
Ages subject to tax 21-60 1865
Income exempl from tax 840 Mone
Education expeaditure per pupil 3182 518
Infant martality per 1,000 births 7 200+
Persons in registered trade unions 340,000 Mone
Persons convicted of pass offenses Mone 384,000

On March X1, 1960, in Sharpeville, South African police
fired on 2 crowd of peacalully demonstrating black
Alricans killing 67 and wounding hundreds mare. They
were protesting the laws which required them to Garry
Pass books-dog tags which label their bondage.

In the following year South Africs's econgmy almost
collapsed after a fMight of capital from the country which
resulted from fear that the Sharpeville masmacre might
lead to bloody revolution; fear that South Africa’s
expulsion from the Britich Commonwealth might reduce
profits and that the economic boyeolt by small natians
might snowball. But the U.S. carporations rescusd the
Bconomy by pouring in 35213 million additional
imvestment $0 that by 1963 South African gold and

foreign  exchamge reserve had tripled to a record
hagh-and the Apartheid regime was secured. Since then
business has boomed and the strempth of the white
oppressors has multiplied .

And indication of the current state of the economy is
the Carlton Center complex designed by S O M, It will
accupy & super-block formed by five city blocks, includes
the world's lallest concrete building (for offices), a
400-beddroom hotel with 90 additional apartment suites,
two department stores and parking for 3,000 cars. There
will be gardens, fountaing, side-walk cafes and & skating
fink. The estimated cost of the project is between 550
and 5100 Milion and i the largeal commercial
development in Africa.

AND SOMEWHERE AM S0M ARCHITECT 1S DRAWING
TWO SETS OF BATHROOMS—WHITE AND ELACK.

This project is financed by Anglo-American Corporation
of South Africs, whose Director Is the infamous New
Jersey  profiteer and mulli-milllonaire Charles W,
Eqdhrd.hm‘hvmhlﬂumiuhhnu
io control 23 South African firms with total assets of
mare Lhan ¥21.57 billion. Engsihard, slong with David
Rockeleller's Chase Manhattan Bank, Dillion, Read &
Co. and over two hundred other American Companies,
have invesied hundreds of millions of dollary in ndustrial
development in South Africa.

The Carlton Center has been made possible because 1.5,
hhmmu—mhumﬂmsmuhﬂiawl
modern, developed, industrial socicty with 3 million

prosperous white cuslomers and 8 labour force of 11
million black africans prohibited by kw from organizing
unions, colleclive bargaining, striking, moving without
permitsion, and voling. The Apariheid policy keeps the
average black miner sarning less tham 51 g day, while in
1962 for example, the American companies in South
Africa earned 372 million. This was sasily double the
11.E percent average profit reported by ithe U5
Department of Commercs on US, isvestments in all
forelgn countries.

Skidmore, Owings and Merrill has climbed sboard this
Fary train—a train fueled by the blood and missry of 11
million black Africans.
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Wa, The Archilecls” Resislance, fay that Skidmare,
Owings and Mernills support of Apartheid reveals them
Tor what they, and most of the architectural profession,
are: waprincipied practitioners of an et for its own sake
and, mainly, for the sake of profit. The pursuit of profit
and fame have led S0OM and most of the rest of the
profestion to build thelr monuments in reflection of
their own ecgus-al the expense of those whose labour
huilds them uned with small regard for those who must
live with them.

S0M"s alher “social™ works, such as their involvement in
Baltimore’s highway . program, incriminate them. To
pregent themielves &= advocates of black American
communilies, no matler how up-to-date their
techniques, b after South Africs, sheer, unprincipled
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hypoerbsy. To bulld for corporations whese profils come
frem the exploitation of oppressed mames-be they
South African Blacks, Peruvian copper miners, or
American Blacks; 1o build lor Governmenls who
maintain themselves at the price of brulal oppression
and genocide—be it South Africa at Sharpewdie o the
U5 in Vietnam; and to buid for prefiteering

middlemen whose only concern with social order and i'dcr
the masses’ uwse of what is built is the prafit that can ba
wrung: fhir is cynical, evil and damperous. The wrbug
crisis, the Vietnam war, the viokence of 3 Chicago are 3l
born of the shallow moraliam typified by our profession,

We, a3 architects, must se¢ curselves as sarvants of the
social order whose envircnments we form,

TO BUILD FOR OPPRESSIVE INSTITUTIONS IS
INSTITUTIONS.

TO SUPPORT THOSE

'We gre socially responaible for our actions,

We ask architects and architeciural students who cannot
tolerale the role they have been sskoed to play to join the
Architeclts” Realstance In our efforts to change
srchitecture  from  lrrelevant and  oppressive
profit-making to an art truly in the service of a sociaty
based on fundamenial human values.

The architectural profession designes a mere 10% of
buildings construcied in this country. This 10% is mostly
monuments bulll for tha business world to symbolize {8
power and wealth and to attract mome profit. It b
mausoleums to houss Government and s appressive
sgencics. It by schools where creativity is treated as
discipline  problem, and cultural differcnces a8

delinquenay. It is inhuman houslng buile for profit, or te -

houss those whose resl neighborhoods, have fallan

belore nighways, It s prisons. And becauss we conlinue
lo ses ourselves as an elila group of “arlists™ we keep
ourselves fram $alling our hands with the regasining 907%
of construction that forms the grey desert out of which
our sparkling monuménts rize. By the creed of the AIA
wa must st In our carpeted offlces waiting for those who
can pay our fees or who want “art” to come and accapt
our sculpiural vision.

We Live in & country where power lies in the hands of the
fow, and we serve those fow—aa the Master Builders of
history senved their kings, The peaple do not have powar
owvar the formation of their epvironment but muost sccept
whatever s foreed on them. We, sz architects, are mot
tsught, or oven pormitted, to go out to the user and

© apply our gkills to put physleal farm to hir vision. We

strve only (o pul “sesthetic® form to the avarics and
power of ralem—even thosa who have openly enalaved
millions under Apartheld.

THE ARCHITECTS® RESISTANCE

The Archltects® Realstance has been formed so that this
proslitution of Lhe profesion may be stopped and so
thal we may move towsrds s sociely where the powar
liez with the people, and where architecture I » tool of
that power. We with o find means to ssslst the
rehumanizalion of socely by msirucluring Lhe
architectural profesion to deal with living people on
human terms.

Archilecture is a tool for mobllizing people, Tor meking
them more aware of thensslves and their human dignity.
Archileciure must sol bs the hand-maldsn to the

mﬂnutrwondhlhhdmthmm
politicans, nor to the scclaim of the professlonal
Journals,

Architeeture i3 pol an sbalract art exbling in & social
vafum.

It is an integral part of the totality of forces molding our
saalety; political, sconamic, sosdal. It cannol conlinue 1o
operate [n a moral vold.

The Architects' Hesdstance hopes to fill thar void by
bringing othizal and political conscience to the praclice
of architecture.

TAR is an sction group, & communleations network, a
rosearch organization. We will issus and mobibize bahind
future position papers on broad topics within Lhe
:rnfndnn—n#‘lﬂn. the ln.nllu of wmllhu.
ste. and specific instances the misass of
profesiosal skills.



A% A PRE-CONDITION TO THE RESPONSIELE FRACTICE OF ARCHITECTURE WE
DEMAND AN IMMEDIATE END TO THE COLLUSION BETWEEN ARCHITECTURE AND
RACISM, WE DEMAND:

~that SOM and Paul Weidlinger Assoc. (Engineers) immediately dimociate
themielves from the Carlton Project in Johannesburg and remii gl prafits
acerued to Black erganizations in South Afrca.

~that the AIA publicly and immedistely censor SOM and any other frms
building in South Alrica and that they drop thess firms from membership if they
refuse ta hall their operations in South Africa.

—Thal the AlA refuse to hold jis national convention in Chicago and publicly
condemn the police state tactics of Mayor Daley.

—ihat all architects of conscignce examine clogely the nature of the wark they
and their firms are engaged in and resign Immedistely from thoss crganizations
they can no longer morally support,

~that all architecturs and planning studests examine their future astociationy
very critically before entering the brothels.

For further information pleass contact:
The Architects’ Resistance

&lo Renalssance

338 E. 6th 5¢.

MNew 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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Ramt ghangss then oAb be made fo dimimgsh 4he value of art as investment an

st the sems $ime give sn secnomio and legal pewer do the ariist jroporticmaty
to bis rels of aeadcr? I heve fowr propomals o maltey

mwlmmmmamMmmwmmm
mmhmmummmuu—mnhumtum.m
ﬂmmntnmmunmtuhuutulmmm
to the artisy, sd afer his desth parily $0 Zmx his deseendarrts spd pATElY to
nmmmm-h-mtﬂmm.unmmﬂm
work grantd, old ags end slslowes benefite, balp for dependenta of dsosased
artisde, lagal advise sarvise snd chher vosial benefita. In caseo whaTs gaing
m!ﬂlﬂﬁwﬂulnmwmﬁmmammnm*
umummmmn”mmmmmlmmm
mnd ihs fupd,
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Eeacndlyi omeapd of el Comlem of minimum rental fses should by

eriablishedpmd all isstddridons sherping sdrmdsgion to exhitdilons should be

lagally cbliged to pay fees to the periledpeting sridste. In the coss of dssd
Mphﬂtﬂﬂdh;ﬂdhﬁlm-mmﬁmwpﬁnhidhh
tices showld also refun & royalty to the ariist e to the fmd,

Thirdly) Meclom ccmlsgion Fetes changsabla by pnllaries should be eerimblished
hl'p

Pasrthlys The weprodurkion of artista’ mrk in boolo, mgamines, o television
or ia filme should »ehom & ropaliy feo to the artiet or the fumd,

mrmumuum.smmu&-wmnmmu
ddterstre mad mwiss And althengh 4% con by chjevhed thet ary is &ifferens
sizee 13 13 Lrvirinsielly valoells a0 & wBipw cdjovt vhevens musds emd 1iteree
¥are haws value culy ia their idea and mot in their pigpital form - yul, me em
“Mﬁ“ﬂnm-‘wuﬂ;hﬂlﬁinm-lp
mmmmﬂmummummm—lmﬂ
of publie asclads, Or 4 leawd oot o these adwartages withoud payimg exiem for
g,

IMWHEMMMIMMNWM

s mnt in relstdowhizs with galloriss end lantliesds, mosmms and eollsirhars,
all the alights and izoqudides o whish we are subjested sve = dlreet reswlt of
-mmﬂm“ﬂhw'm-mhw
mhmm—mmummmm
ki
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alss changy eormoempcmooensoooitpo Eut ali on evary museum somerlttes in
4he world and withoari finesgis] bagicing we will slwmya be crerrulesd,

I have no doubd we oan bring about dhangs, even change as drasiie or svem more
draaride then what I an preposing hase. Brk %0 do soy we murd sop belng bredne
maahad mtt into the belief that things are for the best as hay arej) we must be
prepared to spend tims budlding san crgerdmsaiion 4o represent usj we must be

abls %o define ocur demsnds and researsh the mesns %o oarry them throagh to law,
¢ BE) ve quick or sasy apd 1% carmot be dane only in New York City or eves
perbape not anly in the U5 for the art world ia international sl AT cur sefooms
are $o be effegtive, they mwd be applied on & glsbal semls. If's a blg Job, but
we g Sbart 1% noving...
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ok
I feel thet the forming of the Art Workers Coalitien is an 1"’1"“1'1‘.&“ g

ster forward gnd 1f Duraved ecfraatly will resuvit 1n ﬁnnuidaruble ;

o

reforas within and without the muaeuma nnd.othﬂr art 1natitu110na.
It 1= rarticularly imnortant that for the first time artistg, :
writers, choreographers, M1lmmakers, ete. are worklng togethep
towards comron gcala; irregardless of thelr individyal 8tyles op
eeethetle outlooks, an one of the original sunporters of Takia

I heve seon this movement 8xpand and grow within g Teryml shopt tige,
The rapsd growth I tegke tubEn indieation that the mavemant offepy
the very real posalbllitiy or Trlfilling cartain loog-falt needs
withln the art comrunlty. I offer 1t oy continulng sunport.

.After th's Hearing, the most importent task is tha formulats-g
and adoption of a paw a;t of demande. These new demands should they
be Dresented to MOMa in the moct dramatic way poralble. retitions
must be drawn uyp and 8lgred end mmd ads ﬁakun in the newspepers.

& large 11at or slgnatures ia erucial,

I would 1like the pew demands to ineluda:

1. one free day (to he Tinanced by keening the Huseum open ip

the avening),

2. The ezpointoent or g resvong2ible peragon to hendla any
Brievances arlsing from tha Kuseum's dealings with artists.

3. The wishes a+ & liviog artist 1p regard to the disnlay
af hle work owned by the Muasum ip any group show other than the
Permanont eohluctiun:?t reawéted,

4, The haymuﬁ£ of rental fees for works of art borrowed by
the Museum for 8pecial showa,

5. A large, yearly show (po-sibly in one or the Armordes),
uhjuried and opan to all who winh to dieplay theip work,

=i
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1t is unlikely that HOWA will mocest any of our new demends.

If, however, they do, AWC will end ap an organlzation unless it is
underatcod rrom.the heginning that A9C I'llle 2 need much lergsr Lhen
mere musceum reform. LI the Huseum aceonts our dezends theres 18 the
danger that AWC will heaome an sstahlishment "labor unlon” of artists
This must be avolded, AWC must draw un a list of polieles that go
beyond mepe museum reform,

Sinee 1t 1o more 1lkely thet HOMA will reject our demnands
ageln, new ways ol exserting pressurs must be developad. We cennot
merely follow the tectmigues of the Jew Left or the students. These
mey offer insmiration, but as artlats we are in & postion to orovide
new axarplea for otier groups by developing more effective methods
of proteat.

It muat be mede ¢lear that the museums nod nzed the artists mare
than the artlste need them. How can We metc thie eleer? If none of
the now demands are med, I suggest we ernalder & boveott of the musaun.
The effect of this, however, is ecntlngent upon the remberahlp strength
af AWC. Artists with worke op loan to the Muscum can be engourased
to withdraw their worka, We ocan also get artists to olgn statemente
that they will refuse to loan works without rantal fece.

Ekkkihkhy, It might be sdvantagecus to begln develobing our
own alterpatéve structures. AWC should gonoider sponsoring a yearly,
u::,}uri-ac‘.lIﬁ show oo ila 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
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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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wvaluable to collectors, Foramosat amang theea sarvices i’
that of certifying the suthenticity and historical merit of
particuler art objects, namely thoss collectors owm. In this
sense pach mussum functions as @ semi-autonomous branch bank
in a world-wide system to guarantss ths wvalue of collected ert.
Second, museums with the collusicn of the government prowvide
collactors with & deviee to.avoid paying taxss by treating
contributions as tax deductible like a businsas axpanse, Tha
rationale is thet museums are educational institutions and
the government's p;;éumptinn is that eny education is per se
in the publie interest. The fact that the sducators are by
and large simply our richeat citizens is in no way discourage
ing to the government,

Third, museums, by opening thamsslves to the public,
ger sble to educate non=collectors ss to what their psrsonal
attitude should bes vis-awvis the private property of the rich.
Nemely, DO NOT TOUCH, Alsa, don't swoke and keep moving,

Finally, museums publicize collactors by way of
admiring their collections and praising their generoeity.

This publicity is smcia valuable to collectora and their wives

both in their own milieu and in libsral circles.

THE problam of revolutionary srt workers is our insbility teo
pbtain the living conditions which we desire. In tha officlal
:yntni, we lack money. I do not belisve that art collectora or
their mussums will, sven under our pressurs, maks any substan-
tisl contribution to the solution of this, At best thay will
atismpt to buy of f 8 coupls of hundred art worksrs whose lrt@

may or may not interest them,
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Nor will the galleries be much help toward a
solution, With few Bxceptions, they would rather sall gna
thing to & righ collector for a high price than than mggnk
to the public at aAny prica,

The solutien will rather ha found partly through
our art, that is 2s8thetically, and partly through political a
action, To the extent to which ona may wish to sell what ons
makes, art workers will have to make an art which is appro-
priate to the living conditions of a vastly greater number of
People than those who currently buy it. The ultimste dignity
of art, as all art workasrs ought te know, is in making dky art,
not in owning it, What is tha dignity in owning an object
which is so valuable that it is worth your life ta defend your
posseasion of it? To the=e ends art workers ought te prohibit
museums Trom displaying our art in such a way &3 to discourage
ordinary people from wishing to have it, Indeed, what art work-
8r8 ought to require from museums is complete licensze regarding
the terms under which thair own art is shown, That would in-
clude whather and to whet extent the police should be allowed
to guard it and it would include whether the public had to pay
to ses it and if they did who got tha proceeds, y

Ar for political sction, I urgs the Art Workers
Coalition to support anything which tends to increase tha
wealth of tha relativaly poor, that is, which undermines tha
utility of money. As the mothecfucksrs writs, "tha hip revalu-
tiontimm is a product of hietory and exists in this timas and
spacey: It is not am replaying of 'bohemianism'; it is not an

@ll:t.tltic 'drop-out! class opan only to the bourgoisie; it is

L3




INFORMATION
This form consists of Parts I and 11 Part I is for ¥ou to fill in and mail to the Bddrg,,

Indicated at

the bottom of the form. Part IT consiste of a series of questions ﬁddr“sed

15§02 107th Avenue
Jamaica, New York
© 657-6433

1. Docs the regular attendance at the M
Ricans use, enfoy and understand the Mu
YES

2. Do any exhibitions in the galleries

o Rican Art at the Museum of Modern Art.

MRS. FAITH RINGGOLD

345 Wast 145th Street . oy
New York, Naw York

862-5875

i Ew ke e W oy

PART I

Hgeum today suggost that blacks and Puerts

NO

Seum's collection?

UNCERTAIN ' ’

relate to black and Puerm_Rican experience

as to subject matter, maans of expressien, or personal identification?

YES

NG

UNCERTAIN

3. If your answer to (2) iz YES, which enes?

4. Ara there any publtcations
that relate ta the black or Pusrto Rican experiance ? YES
5. If so, how many filme

6. Do you belleve, after tourin

« Publications . other :
g the Museum, or on the basis of your knowledge
» that a MARTIN LUTHER KING, JR. WING FOR

(15t floar), fllms (Auditerium), or other visual aids

—

NG UNCERTAIN___
[

ART?  yEg NO UNGERTAL
NAME '
ADDRESS .
CITY _STATE ZIP _
PLEASE MAIL YOUR PILLED OUT QUESTIONNAIRE TO ONE OF THE PERSONS LISTED
OR ADDRESS WITHOTT YOUR PERMISSIOK

ABCOVE. WE

[LL-NOT DHSCLOSE YOUR NA

i

THANY YOU.

STUDENTS AND ARTISTS UNITED FOR A
. MARTIN LUTHER KING, JR. WING FOR
ELACK AND PUERTOQ RIGAN ART AT THE ,

MUSEUM OF MODERN ARt
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| NAME ADDRESS
oITY AND STATE_ s ZIP

© ;) WEST FIPTY-THIRD STREET

fAITH RINEBOLD 28
; y PART II

His CONSISTS OF {2) PAGES. DETACH AND MAIL TO THE ADDRESS GIVEW BELOW,
LEASE BE SURE TO FILL IN YOUR NAME AND ADDRE3SS. ™

" MR. BATES LOWRY, DIREGTOR .

MUSEUM CF MODERN ART

" NEW YORK, NEW: YORK

Dear Mr. Lowry:

s a member of tha interested public, I request that you forward to me at the address
given absve answers to the following questions at your earllest conveniance: ~

1: Docs the Museum recagnize 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 ?

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

4. Can the Museum claim in good faith to be a "private” Institution whan:

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

b. It receives sizeable additicnal income in the form of direct public funds for sa-
called "free admission” and services for public school children and teachers, faderal
commissioning of exhibits at international exhibitions, construction of models fer
urban development programs, and other such schamaes, as well as for sundry other
publicly commissloned projects? i

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

5. Doas the Museum recognize this form of public financlal support as imposing
any obligations upon it toward the publie?

6. How does the Museum provide for adequate safeduards that race plays no
part in the selection of works for incluslen in Its permanent collectlons and
clroulating exhibitions ?

(L]
e | | S ——

7 In view of the support of racist policles in South Africa by the investments
of saveral corporations of prominet trustees of the Mgsaum--navj.d Rockefeller and :
tha Chasas Manhattan Bank, te name onea--iz not public credibility as to tha
effectiveness of these safaguards, assuming they axist, seriously weakened? @
o

8. How does the Museum provide In its collactions, exhibitlons, programs, .
publications, and services, cultural identification for black and Puerto Rican ¢itizens?
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FART IT (CONCLUDED)

———

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

10. How does the Children's Art Carnival seriously amrive at its figure of 5000

children ta be served annually In view of the average of 3000 in prior yaars ¥

ll. How does the Museum decide, in.a way which Insures that considerations of
race play na part, which works af ATt to accept as gifte and exhikit in its Permenant
callections 7

1
12. How does the Museum define "quality” as a standard used in selecting works ?

13. Would the Museum assemble a special cellection for exhibition of works of
black and Puarto Rican artists of “guality" lent 1o it for that purpose?

14. Does the Museum cncourage--and If 2o, how--black and Puerts Rican artiste
in the early stages of their development in terms af Providing for group presentation
of their work ? y

15. What {5 the Museum's princi pal objection to the application of the criteria of

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

waorks by black and Puerto Rican artists ?

16. Does the Museum présently have, either in operation or in advanced planning
stages, & program of cammunity worksheps for black and Puerto Rican communities
in order to areate a liason between the Black and Puerta Rican Art Community and
the Museum in arder to advance public knowledge of its development and to further
acquaint the Museum with its force as an expreszszion?

17. What are tha objections to the Martin Luther King Jr. Wing for Elack and
Puerto Rican Art which the Mugseum weould suggest ta be most wvalid?

18. In what way does the Mussum feel threatencd by the existence of a Martin
Luther King, Tr. Wing for Black and Puerto Rican Art? I

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

20. What is the Museum's-alternative to the Martin Luther King Wing in order ta
satisfy the legitimate demand of black and Puerto Rican eitizens for cultural axpression
and {dentification in the Museum of Modern Art? .

e i P g

®
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Hwb sestheticians c¢an no longer contend with the soeigl frown of
';5$1nticﬂ and elienation im an atelier existence, The

milieu not only conflicts with the artists' way of living but
‘also bullds up & wall of resistance by the very neture of what the
.;ftlﬂt absorbs, reflects and symbolizes, The artist reveals and
defines like a magnifying glass; defies dogme and dishonesty like

%

a reducing glass, and redicules the obscenity of misinformation

el e

and preconception, We are more than the media, the bridges, the
catalysts: we, too, change ocur modes rrum.impressians and abstraction
an? gray shadows into expression and conerete realism, With thic
; plastielty we contribute toward the expanding "1t" of consciousness,
ach ome of us has an art system of downtown and uptown, an under-
ground | art and science, an inside and ocutside world in which
~ an attempt is made to purlfy contamipation and influence the are
vironment,
New York City, the apex of the meterialistic system, has becone s
desert. All of us must work for its reclamation. The Ameriean

i Y

~desease is effluency in a Walt Disney apparition of skyscrappers

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

a cancer of objﬂct narcosls, The history of Western Civilization
1-.':hus. been a mystique enterteining death, destruction and depression,
- counterpointed with attempts to enlighten and eliminate the causes
-nf these negative forces. War and peace, crime and punishment is
in"all of us, At the end of the Hcluhen &ge where efficlency is
numhers on machines slong en essembly line of axiomatie presumption,
it is not necessary to repeat in series the Exodus, Plato, Sophoclas,

1 FheEJdy
_’\éﬁgﬁe or the ecaprichios of Delooning anymore than we can return to

cublsm.  The press, IV, and radio report to us murder, violence,

Ny 4
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usaa&}natinn, funerals, poverty and Wamap wreekage, Mere helpless
protest is pot enough. We must collectively seck positive
solutions and teke action to overcome this propulsion through the
rges, Why not start within the structure of the art community and
the people of New York to strive for & new dictiomary of definitions.
Powar, sustenence,potential, educetion can have = different
institutional meaning., Each of us iz & changing museum and our
exhibition buildings should mirror the artists as well as the peapke
of New York and the world,

We need to 1ist the grievances, resources and sources for this
endeavor and work with the entire community. Separatism is not
the solution., New York City is a world collage and & cultivating
center, Generations go by with only a murmur of reforp. Re-
volution, dissent, succesion, civilian wer 15 not the solution.

The artists fight alienstion as well as #ll other groups,

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

museums ar the homes of the wealthy: creativity 15 a spiritual need

¢ parks and pleygrounds, The Museum of Modern

ment with radiating centers of groups of people gathered for the
purpoze of positive activity. This takes nothing away from the
@inﬂividul tut should only enhance his sense of belonging and



fhe izsue 1s not just the artist and the Museun

telma Erody
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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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unwieldy that 1t has outgrown its usefulness, The scnventicnal mussum is by
mature too big too bulky, too slar to keep track of arl keep up with the

atudios in & time of such rapid change . The present pelicy of throwing an

ccceslonal bone to recent art is insuffielent, The recent ssotions of both

tve Chew the Modern
the ﬂ“him show l.'ﬂ.d'. Dadn ard Su.rmlimnndu thie cbylous. "hen ﬁk sttemp ta

to rival the gallerles and #7on the soaller mireums, the result is insritably

disappolnting.

: © What is really nesded is not just en updated Wemolith of Modern &rt but
5 s now ard more flazible wystem that can adapt itaelf to the changes taking

Factions of art
place today in the art H‘.’ﬁﬂ?}tﬁl the,medin have rejectsd traditimal '

oonfines: room space, proscenlum stage, scademic symposis, literary readiggs.

. T would like to see the Mussum of Modern wrt retain its respsstad positien

as & study center for the higtory of medern artfand by modern art I mean
art of the last E?_‘-{.vur-l or #o0; the older work belongs in the Matropelitan,
#e w3 originally xAina stipulated by the Museus 1tself)s The monsy, spent
on exhibitions could be channeled inte purshases, fres admission for all
artists, night film showings, eto. The exhibition funetion could be shiftsd
to & series of somllar missums Mlmhlln-é:moh librariss, in loft bulldings
or any largs, simple space, sach of which would naturally evolve mn 1dentity,
styls and structurs of its own. Thers is no resson why thess branches should
oven ba called Musoums; they are nssded wors &s vital commumity centers that
Would provide workshop space for experimental projscts in all medis, g.u-
uluding’ﬁurorum as weoll av space for showing art or ur;mi;hir:un opan
sltustionss Tho fact that this idea In one gulse or wnother has nn:l up
favoral timss in the lpst few monthe among posts, dancers and visusl artists
irdica tes its relevance. J

Just propping up exlsting institutions won't doj fmaginative planming 1.@
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#xx called for. The very loosely imit and constantly changing group that 2 :\
for the tizme being calls itaslf the Art Workers' Coalition may or may not :
be the right instrument for mdvancing thess changes. We're still in the
diseusslon stages. The point of an opsn heiring at this time ta fo get

people thinking ‘bout change instead of sontinuing the psrscnal griping and
ackbiting that always goes onp to erystallise snd analyze the broad dis-
satisfaction and se= whare constructive energy oan ba directsd. It has beeh
sxoiting to sse common idems smerge from sxtracrdinarily different and often
eonflicting esthetic positiond. The reason for umt!.nui:g?ﬂu* aation,

{anids from the fact that it brought up the very valld point of an artist's

control ovar his work), was the fact & such trens-esthetic wolidarity; the
f#et that thers was support for further discussicn dospite basle disagresment
mith mich of the first group's program. Thes prasent erganization, if you can
eall it that, survives by its owa flexibility, by its precaricus abi lity
to absorb opposing opinicns. No two poople inwelved think allke; fow
support all and some support mone of the 13 demands drawn up by Takls and
his #ix molleapuss. No cme can speac for anyoms eolss, I for ona don't think
we can dlotats ssthetic cholees to the Hussum and ! am agilnst any mors
motley grog shows as wall &g inclusions of any group on & separitist basis.
Nevartheless the black artists and the artists without galls riss have overy
right to speak for themselves. My om intarest IE mf:pernjnctiun of & songb=
ructire sltsrmative to the pressnt situations In imeroaasd wivil rights for

artists in general.

Luoy Re Lippard
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Ch beautiful werld, eh werld of ss much sweetness that sould be,
Az if 1%t 1sn't enough $hat the laws of emr archalid scelety bipg
us and prohibit jey and 1ife. As if 1% isa't eneugh that our
ecenomlc and peliticel systems suffecate and sumerge and woung
all but the vary, very strengest; new even these whe survive

and becoms oreative artists are se bitter with envy, bitterness
and agreasisn and "Well, let's mes how I can best and only do
for myself" gyndroma, The rettennsss is beginning te show in
the creative arts tee - as if all the rest isa't ensughl

The spirit that existed tem to fifteen years age in painting 1a
fading - how Fiﬂ;lll used te orewd together, evan 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 shews, They became
successful: the bloed in them becams very thin., The Painter whe
wants te ... werks things out 1a me lemger "in". Instead of
blood, it's ideas that flew im the axtist's velns: it?s much
mere Prefitabls, "Faintingas .nnh iz sald to be Wead™,  It's
supposed to be happening, new, im film,

Well, it started to happem, Abeut five years age it started, evam
Tilmmaker hslpimg the other, going to each ether's showa, even
balping te filu. Amd a few still avs imvelved with halping abeve
and beyond anything they get pald for. Len Lys does net stand
alend: thers 1s Prakage, Nember, Breer, Gohr, These Peeple do
cars and always try te help, htthmmhm-fﬂhm I
Imow of whe do not. Thers is pst the exciting feeling of all of
us being Sogether as pilsmsers in a relasively new medimm. Ve

D
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‘Thare 13 ne allegiance to the art of filamaxing, but

é; our silly selves, ind it 15 » shame, with all the horror

nmtl. our Vietnam, cur recism, our sostiemy that chokes

tilates men's SPirit, the man whe ig suppesed to knew -

Jmtlﬂ Artist - even he 15 dying, Vexry soem thers will be
. “p.uue. and ne intersst in rilm 48 an art,
ng creative art.

ways believed that 1t was tne artist who knew. But the

nj_u of ertreme self-centeredness and bittarness, this

,. “11:; Whan the artist does cempletely disappear, thars
'nn hope lefty, becaunse it is the axtigt,

iz not

will
manifest in hias

¥ :

*

——
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setn Biezaar ( R O)

I wish to speak extemporamecusly about my feslinge
about what's golng on here today, and what's beesn golng
oo in tha laast few weeks, Toers eesme to be & communlty of
artists working throughout the world. There's a whole soclal
fabric that reste ';rerr, very precariously on somethlog we
Know ag an art cobjlect, and art 1teelf, I think if one wanted
to describe thie mapnifestation graphically, you would w say that
an art object would be & rock im a pool and é’?vlrlous functionary
levels golng out from this rock would be dealers, critica, the
mugeuns, thﬁ?":ﬁdu, 4 whole fabrie or systa® , all barrlcading

it anyone who's as I am
thet 1ittle object, Well yam would nt.that‘ihzintemate%m
my work to try and change the machinery or the context in which
the art has besn made and im belng seen, would see that the
greatest asset that artists have is thelr art. It would ssem
that for a social protest or any other type of actlon in with=-
drawing your work or eetting tlght cootrols over it, you eould
el achleve the goals that are belng sought. I'm oot
in accordance with meny of the goals, I'm not quite sure what
Bome of the goale are, raall;r and 1t would seem t.hat the Museum
of Modern Art would be a wvary good point to fccuaﬁ ﬁaaaun.........
it emems to be a very unrinldiug organizatlion. Perhaps one
way in which dealings with the Mumeum can be handled would be
poesibly by withholding work from exnlbitlon| nob necessarily
from that museum, but countless mumsums around tha wﬁrld. It's

& blg question on this, to accede to ths damands 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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