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Sindrofoi:

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

freely by each individual.

Takis
New York

January 3, 1969



WHOSE ART?

by John Perreault

Last Friday I received a polite
but impassioned telephone call:
““This is Takis....At four
o'clock I am going to remove my
sculpture from the Machine Show

at the Museum of Modern
Art. ... They are exhibiting it
against my wishes. 1 would

appreciate it if you would please
come.” The Cool Revolution!
They moved like clockwork:
Takis, unshaven, calm, looking
like a saintly longshoreman or an
.anarchist ready to plant a bomb;
Willoughby Sharp who took off
all his clothes at Jill Johnston’s
panel discussion at NYU;
black-bearded Farman, a poet;
and Do, a beautiful woman with
reddish hair who called the
Director's office from a
telephone booth to explain what
was going to happen. There were
others.
4.00,4.01,4.02,4.03....Ina
crowded gallery, in front of
stunned guards, Takis moved in
on his own work, cut the wires,
unplugged it, and, protected by
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Farman and Willoughby, gently
carried it out into the museum
garden, with a coolness that was
unbelievable, It was very well
rehearsed and on the surface
looked more like a movie
jewel-robbery than the anarchist’s
ballet that it really was. Takis and
his bearded cadre left a small
wake of handbills, strategically
handed out to the guards as they
approached, and to the few
bystanders that seemed to get
what was going on.

One handbill, signed by Takis,
proclaimed: “‘Let’s hope that our
unanimous decision January 1st
1969 to remove my work from
the ‘Machine exhibition at the
Museum of Modern Art will be
just the first in a series of acts
against the stagnant policies of
art museums all over the world.
Let wus wunite, artists with
scientists, students with workers,
to change these anachronistic
'situations into information
centers for all artistic activities,
and in this way create a time
when art can be enjoyed freely
by each individual.”

The guards and security men
were flipped out or completely
confused. ‘‘Do you have
permission to move this work?"
“How do we know you're really
the artist?”’ One security man,
obviously trying his damnedest to
take care of the situation, but
making one ludicrous move after
another, tried to stop the

o

-
sculpture after removing it fron
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- of Modern Museum

photographers from taking his
picture after having proclaimed
that if this had been the
Metropolitan Takis would have
been shot on the spot. (The
¢ Metropolitan, as everyone knows,
is not particularly well-known for
exhibiting the works of living
| artists; they can’t expect any
trouble from Rembrandt or even
Jackson Pollock.)

But gentle Takis refused to
move in spite of the invitations to
come in out of the cold and talk
it over. *'I am guarding my work.

il I want written assurance that this

will be permanently removed
from this show and that the
museum will not ever again
l exhibit it without my
permission.”

Takis, as I have indicated here
| once before, is an important
artist and an artist I respect.
Aside from the high quality of his
| work, having met him in person a
week or so ago, I know him to be
' a serious person as well as a

| serious artist, and probably not

someone to do something merely
for publicity. He was very upset.
And, I might add, with some
justification.

Continued on next page
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Continued from preceding page

Takis is represented in the
Machine Show by
“Tele-Sculpture (1960).”" Cork
and wood with magnets, hanging
from steel wires, move around an

electro-magnet. 1960! In the
show it seems like an
afterthought, sandwiched in

amongst other works, in a room
given over to larger, newer, and
more spectacular inventions by
artists, not necessarily better, but
certainly more fashionable. In a
letter to Dr. K. G. Pontus Hulten
who organized the Machine
Show, Takis stated that if he
were to be represented by this
work, he refused to be
represented at all. Other more
recent works were easily available
to the museum. Therefore,
although this particular work was
in the museum’s collection, it was
exhibited against his wishes and
despite his protestations. This
was the straw that broke the
camel’s back. Artists everywhere
complain about the museums and
feel powerless when confronted
with them. Takis did something
about his complaint.

The garden got darker and
colder and colder. Although
various ‘“officials’ eventually
ventured down into the garden,

written assurance was a long way
off. It still is. But Takis, although
he still wants all artists to have
some say in the exhibition of
their works, was in some way
successful. After an
hour-and-a-half “sit-in”" and then
finally a two hour talk with Bates
Lowry, the new director of the
museum, he at least got a verbal
agreement. The piece is no longer
in the show. Lowry, of course,
inherited the situation and,
recognizing the importance of
Takis's gesture, agreed to more
talks and public discussion in
February.

Hopefully the discussion will
be more than a discussion and
some concrete actions will result,
Another Takis handbill lists
exactly what he and his friends

are opposed to: “1. The
exhibition of works by living
artists against their express
consent, 2. The exclusive

ownership privileges exercised by
museums over the work of living

artists. 3. The lack of
consultation between museum
authorities and artists,

particularly with regard to the
installation and maintenance of
their work, 4. The unauthorized
use of photographs and othe:
material pertaining to the artist’s

work for publicity
purposes.” Certainly an artist
should have some say in the

treatment of his works, no matte:
who has “purchased” them. Bul

this is only one of the potentially
revolutionary issues that will

| come up in that promised public

discussion at the museum in

February.
Takis is an established artist.

™ Currently he is a Fellow at MIT's

Center for Advanced Visual
Studies, The catalog for his
exhibition at the Hayden Gallery,
MIT contains commentaries by
Marcel Duchamp, William
Burroughs, Allen  Ginsberg,
Gregory Corso. If a well-known
artist like Takis is at the mercy of
the Museum Establishment and
apparently cannot exercise any
control over the exhibition of his
works, in what way do the
museums—or the galleries, for
that matter—treat younger

Voice: Fred W. McDarro

TAKIS TAKES 1T BACK




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

TO REGISTER WITH IT,

THE DIRECUORS OF THEE "MUSEUM" WILL BE REPRES:=NTATIVES OF
THE ARTISTS ~ ELECTED BY ARTISTS IN LARGE PLENARY MEETINGS,
THEY WILL NOT BE THE HAND= PICKED DARLINGS OF A COTERIE

OF TRUSTEES AND STOCKHOLDERS.

IF TEE MUSEUM IS TC BE A4 LIVE INSTITUTION, EVEN AS THE MONEY
NECESSARY FOR ITS GROWTH COMES FROM SINCERE PATRONS AND
SUPPORTERS, THE DIRECTORSHIP IS ONLY THE RESULT OF A PROCESS
GEINERATED BY THE ARTISTS- ALL OF THEM- WITHOUT ANY POSSIBLE
DISCRIMINATION ALONG THE PETRIFIED CONCEPTS OF AGE, RACE,
RELIGION, NATIONALITY AND IDEOLOGY, JUST REGISTEZR YOURSELF
AS N ARTIST- OWNER OF THE MUSEUM, USE YOUR BALLOT OR YOUR
FCOT, CRAOS IS5 AN INTRINSIC PART OF OUR ORDER- CREATION.

THE PERMANENCE OF INNER RENEWALS, THE WILLINGNESS TO CHANGE
TO THE RADICAL NEW, THE CAPABILITY TO ABSORS THE GROWING
MULTIPLICTY OF INFORMATION AND TO AJUST TO 'PHE BROADENING
NET.UORK OF NEEDS AND DEMANDS., THESE ARE SOME OF THT FACTS
THAT DIFFERENCIATE A DYNAMIC LIVINKG ORGANISM FROM THE
RIGIDITY OF A DECAYING AND DYING ONE. AT THIS HOUR, STARTS

THE TESTING OF EVERY "MUSEUM", WILL THEY BE THE VAPID
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DEATH~ CHAMBERS OF A SECTARIAN, CRUSTACEAN, BOURGOLS ESTAB-
LISEMENT ? OR WILL THEY BECOME THE ILLUMINATED HARBORS OF

TEE THROBBING, FLOWERING MASSES OF A JUST SOCIETY?

EXAMPLE = OUR SUGGESTICN

A SERIES OF FOUR SEOWS, OVER A PERIOD OF FOUR MONTES IN

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

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

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

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

NO INTERMEDIARIES: PATRONS, COLLECTORS, OR GALLERIES WILL

BE RECOGNIZED AS PROXIES OF THE ARTISTS, EVERY SELF- APPOINTED
ARTIST WILL INTRODUCE HIMSELF TO THE MUSEUM AND° REGISTER HIS
WORKS, WHICH WILL THEN BE EXHIBITED WITHOUT BEING JUDGED, BY ANY
COM{ITTEES OF CURATORS, ARTISTS, CRITICS OR OFFICIALS. TODAY

ONE CITY AWAKENS TO THE SOCIAL CONSCIQUSNESS OF ITS ARTISTS,
TOMORROW A HUNDRED CITIES WILL AWAKEN.

WE HAVE HEREBY STARTET A DIALOGUE.

JAN 3, |962




- STATEMENT OF, JANUARY 5, R969

On Jamuary 3, 1969, Takis amd & small group of his friends
removed his “Tele- seculpture 1960" from the Machine exhi-
bition at the Museum of Moderm Art. This action was takem
because the work was exhibdted againet the artist's express

consent .,

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

Ir relation te the above injustice, we re op osed to 2
number of curemt muesum practices i

1 The exhibitiom of works by living artists against their

eXprece consent.,

2 The degree of control sxercised by museums, palleries
&Rd private celleetoras over the work of living artists,

3 The lack of consultation betweam wuseum authorities
and artists, partioularly with regard to the maintenance
and imstal ation of their works.

% The unauthorized use of phetographs and other material
for publicity purpeses,

#¢ bslisve that ths reeavaluation of the rightes of artists
over their work during lifetime is long overdue and wish to
iniciate an open dialegue comgerning artists especially

in the following areas: sopyrights, reproduction rights,
exhibition rights and maintenamce responsibdilities.

«¢ chose to confromt the Musewn §8 Moderr Art: directly

not only to draw attention to a apscifis injustice, but slse
es synflie ast to stimulate a dialogue which might signi-
ficantly ineresase artists® control over their worka,
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SOUL'S BEE Y, Met Museur
Heavy Guar SOLD AGAIN (111

The Metropolitan Musewm's "HARLEM ON MY MIND" show, scheduled to pre-
view THURSDAY, JANUARY 16, must be poycotted by the entwe Black communi-
tyll!

The show is, supposedly, an historical sociological phologvaphic suvvey that has
been ovganized by whites who do not begin to know the Black Experience! Move-
ovev, the incvedible sum of one half million dollars ($500, 000) was spent to wount
an exhibition whose ""divectov’’ (Allon Schoenev) either ignoved ov, even wovse, un-
substantially vepresenied the advisovy resouvces of the Black avtistic and intel-
lectual commumity.

Present-day Harlem is geogvaphically (Haviem begins at 96th Stveet) on the door-

step of the Metropolitan Museum of Avt, It is thevefore mandalory that the My-
seunt become move awave of and sensitive to the needs of the Black community!

WE DEMAND:

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

2} That the Metvopolitan Museum appoint blacks to policy-making and cuvatovial
positions.

3) That the Metropolitan Museum seek a more viable velationship with the TOTAL
BLACK COMMUNITY /1!

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

Fov furthey information, please contact:

THE BLACK EMERGENCY CULTURAL COALITION
Chairmen: Benny Andrews (BE 3-3248)
Henvi Ghent (988-4558)
Edwayd Taylor (831-5292
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by " THE EAST VILLAGE OTHER

™
Alex Gross JAN 24, 1963

Demonstrations at the Modern Museum have tended to
affect the art world the way revelutions in Paris have af-
ected the world beyond it. The first demonstration of artists
in the Thirties was arainst the conservativiasm of the admin-
lstration at that time and opened the way to a fuller accept-
ance of abstract art in America. The second demonstration, on
April 24, 1960, was against the dominatiocn of galleries and
museums by a single art style, that of abstract expressionism,
and alsg agalnst the supremacy of a single criticism favoring
that style. Scon after thls demonstration came 2 comparative
revival of flgurative work, followed by the developments of
pop, op, and psychedella which opened art out inte many new
styles and media, There 1s therefore good reason to watch and
listen for all the signs and symptoms after the act of protest
carrled out by the Greek artist Takls and his friends on the
third of January of thls year, a year when anything can happen.

On this day Takls removed one of hls kinetic sculptures
from the Machlne exhibltion at the Modern and sat with it in the
museum garden for twe hours amidst menacing museum gunards (one
of whom suggested he would have been shot for dolng the same
thing at the Metropolitan) before he and his friends were per-
mitted a dialogue with the curator. UNot presented to the
curator at this time were the suggestlons of the more militant
members of thls group, among them Takis and the Ferslan poet
Farman. These suggestions, while rejecting conventional defin-
itions of revolution and fashionable sloganeering, embody con-
crete proposals for renewal not only of the Meodern but of the
whole museum scene. The group feels they may alsc justify ex-
panded and extended demonstrations in the future.

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

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

2) A Registry of Artlsts should be complled at the
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Modern for the benefit of all museums listing

all artists living 1n the New York area. Fer the
purpese of this reglstry de factc recognition as
an artist should be glven to any person able to
present a body of work.

3) Usling this Registry as g basis, a completely
random show of all artists should be put together

by lottery and shown at the Modern at least once a
year, While it 1s possible that such a show will
contaln much mediocrity, it is felt that thls method
will not be any more dangerous to the publlce taste
than the one now in use. There is a precedent for
uging a lottery in last yeart's Pavilieons in the Parks
program in London, where artlsts were awarded pav-
11ions by chance in which they created happenings.

4L} A similar random show of phtographs should be
instituted.

5) A much more direct relationship between the
museum and artists should be cultivated. At pre=
sent almost 2ll contact must go through gallery
owners and other mlddle-men. This relationshlp
should express ltself particularly where conditions
of exhibitlon are cencerned.

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

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

8) Artists should be encouraged to create Tech Art
pieces which can be manufactured for the masses, and
the Museum should undertake to lessoen the mystique
surrounding the original work of art.

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

on view. At thls writing the Modern has never
sponsered an enviromment. Artists should be
invited and given funds to mount such environments
for periods of two weeks or longer.

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

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

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

2) A Rugistry of Artisis should be compiled
st the Modern for the benefit of all museums
listing alt artists living in the New York area.
- For the purpose of this registry de facto, rec-
ognition as an artist should be given {0 any
person able to present a body of work,

2) Using this Registry as a basis, a complete-
ly random show of all artists shoeuld be put
together by lotiery and shown at the Modern
at least once a year. While it is. possible that
such a show will contasin much medioerity, it
is felt that this method will not be any more
dangerons to public taste than the one now in
use. There is a precedent for this procedure
in last year’s Pavilions in the Parks program
in London, where artisis were awarded pavi-
liena by lotlery in which to create happenings.

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

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

6) A plan should be evolved to provide the
artist with some percentage of the ¥esale
price of his work, whether this goes up or
down, At present artists, unlike writers or com-
posers, receive money only from the firat sale
of their work, and the effect of any later sale
is feli only by the subseguent ownaerp. This is
particulary impertant for the majority of ar-
tists who oniy sell a few works and who ean
never hope to sell a work to a major museum,
with the atendant publieity and price increase
thia could bring to all their work,

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

B) Artists should be encouraged to create
Tech Art pieces which can be manufactured for
the massea, and the Moseum should undertake
. 1o lesmen the rnysthue surrounding the original
work of art.

i 9)Rooms should be continually available at
l the Modern for the mounting of environmenis,
+ and there should be at least one enviremment
; continually on view, At this writing the Modemrn
3 . has never aponsored an environment. Artists

Md be invited and given funds to mount
ndi envirpnments for pariods of iwo weeks
| oz lomger.

- 10)The artisi shoukl retain nmtismlted
3 copyright in his own work, regardioss of who
awns it, and he should hiemnnilﬂemcu
| to see it whén he 50 requires.



13 DIMANIS

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

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

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

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

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

5. The Museum should be open on two evenings until midnight and
gdmission shouwld be free at g8ll times.

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

T. The Museum should recognize an artist’s right fto refuse showlng
8 work owned by the Museum in any exhibition other than one of
the Museum's permanent collection.

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

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

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

1l. A section of the Museum should be permanently devoted to showing
the works of artists without galleries,

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

13. The Museum should appoint a responsible person to handle any
grievances arising from 1ts dealings with artistis,
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‘THE NEW YORK TIMES,

An artist removed his
sculpture frcm the exhibition
entitled “The Machine” at
the Museum of Modern Art
| yesterday because, he said,
it had been displayed against
his wishes. Takis Vassilakis
said he took “this action as
a symbolic act to stimulate
a more meaningful dialogue
between museum directors,
artists and the public."”

The 44-year-old artist ar-
rived at the museum on West
53d Street with several
friends at 4 P.M. Before
guards could intervene, the
group lifted the fixed part of
the work off its pedestal,
pulled down the two over-

head revolving forms and
carried the parts to the mu-
seum’'s outdoor garden. The
sculpture, a three-part con-
struction, consists of an elec-
tromagnet about 12 inches in
diameter and a white sphere
and a black spool-shaped
form that are suspended
from the ceiling. When the
magnet is turned on, it at-
tracts the spool and repels
the sphere. The sculpture
was purchased in 1962 by
John de Menil, who donated
it to the museum.

In the outdoor garden, Mr.
Vassilakis and his friends
put the sculpture on the
ground and sat around it,

SATURDAY, JANUARY 4, 1969

Work (_]u_t_of __Modg_rn Mu_geum Show

refusing to move until they
were permitted lo confer
with Bates Lowry, the mu-
seum director.  After an
hour-long talk in the direc-
tor's office on the fifth floor,
the sculptor announced that
the museum had agreed to
place the work in storage.

Mr. Lowry said he had
also agreed to meet with the
artist and his friends again
to set a date for a discussion
on how best to initiate “an
open dialogue.” He said the
incident had raised some in-
teresting points on the prob-
lems “between any institu-
tion, the artist and the
public.”

New York Free Press, 6 February 1969

The art museum today has not
received the provocations concerning
dramatic change that the universities
have felt. Several artists and critics

have recently petitioned the Museum .

of Modern Art with a view toward
change within the museum; change
that could possibly give the in-
stitution, so outdated and irrelevant
now, the opportunity for revitaliza-
tion. Printed here are the list of
proposals submitted by the group to
the officials of the museum. The
group claims to represent no one; yet
knows it represents many. It includes
the following: Hans Haacke, Tom
Lloyd, Willoughby Sharp, Takis, Tsai,
John Perrault and myself. Some of
the proposals offered the museum
are, of course, fantastic but they are

not nearly fantastic enough. Most

important is the first proposal which
requests a public hearing, sponsored
by the museum. Only a public hear-
ing, held according to proper rules of
procedure can democratically allow
for the free presentation of a cross
section of thought. A panel discus-
sion would undoubtedly prove more
acceptable to the museum: it would
also afford the museum opportunity
to distribute its own views and we are
not, at this time, interested in hearing
them. Before anything else can be
done, all those who have a thought
concerning the museum, its function
and role, indeed its very license, must
be heard, even if they're full of shit,
it doesn't matter, Should the mus-
‘eum be reluctant to provide the
public hearing requested one may
conclude that it is democratic pro-
cedure that, really bugs them. The
group has requested a decision within
the next couple of days. If the
museum refuses to cooperate and
denies the public hearing, the group
intends to hold the hearing anyway,
under its own auspices and open to
anybody. Naturally the negotiations

~ that have so far occurred have been
interesting. My thoughts concerning
the problem have sent shocks
through my electric typewriter (or is
it the other way round?)
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Takis Vassilakis carrying the parts of his

The New York Times

sculpture after removing it from exhibition

January 28, 1969
To the Museum of Modern Art:
Realizing that the thirteen proposals put forward to you today

require thought and consideration on the part of all concerned, in
particular the first proposal, we consider that a period of ten days should
be sufficient to have your written response directed to all the undersigned.

From our discussion today, it must be evident that our thirteen
proposals are of great mutual interest. However, before we engage in
further dialogue, we should like to know by letter your position on the
first proposal.

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

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

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

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

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

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

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

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

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

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

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

12 The Museum should include among its staff persons qualified to
handle the i llation and maintej ¢ of technological works,

13. The M should app .a responsible person to handle any
grievances arising from its dealings with artists.
January 28, 1969,
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by John Perreault
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Awhile ago the well-known
artist Takis removed his work of

sculpture  from The Machine
Show at the Modern, This was a
symbolic  act.  Later informal
meetings  were  held in which
supporters  of  Takis, before

| and,or alter the incident ironed
oul list  of proposals  for
museum relorm.

On January 28 a list of !_3!
proposal- was presented to Bates
Lowry, director, and fouri
curators of the Museum of
Modern Art by: Gregory
Battcock, Hans Haacke, Tom

Lloyd, Willoughby Sharp. Takis, |
Tsai, and mysell. Since we are

now

awaiting the museum’s

answer to our first proposal—a
proposal we consider important
since it will allow other people a
chance to air their grievances and
offer their suggestions—I will for
the moment offer the 13 points
as a news ilem and not make any
other comment:
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BY ALEX GROSS

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

The event in question was the First Interna-
tional Exhibition of Erotic Art, in which every-
one’s fantasies, daydreams, and ordinary prac-
tices became a solid everyday enviromment on
ali sides of the viewer, an inescapable world
consisling of paintings, drawings, sculptures,
constructions and kinetic works depicting sex
in most of its forms, on land, in the water, on
boats, with various pulleyes or other machines,
including heterosexual, male and female homo-
sexual, and mixed copulations in couples and
small or large groups, sometimes with existent
or ne-existent animals as well, with an occasion-
al onanist thrown in for good measure. The
show was immense, the major part of it form-
ing the private collection of the most persistent
sexual pioneers of our time, the American psy-
chologists who first introduced the world to
Walter’s My Secret Life, Doctors Eberhard and
Phyilis Kronhausen,

the ages

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

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

Cne Swediste businessman relates that he
found himself “coming more and more upset
by the exhibit during the first half hour but

ihen calmed down and heean tn ctndy tha nia
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tures as he realized he was only seeinf “what
happens every day between man and womarn.
And that is nothing to be ashamed of.” Far
from being bhoring or repetitious, the juxta-
position of erotic works from many schools and
cultures appears to have made the subject even
more alive and meaningful. Children as young
as four attended the show with their parents—-
they too are interviewed and appear to have
taken the exhibit completely in their stride.

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

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

industrious with a higher annual growth rate |

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

But the real problems in bringing this show
to America have nothing to do with art. There
1S at this moment in the nation’s history a
wave of defeatism (more probably just a tem-
porary failure of nerve) which can best be
overcome precisely by such acts as bringing
this exhibit to America as soon as possible,
Because the last few years have been relatively
free and permissive, a strange theory is going

———m————

Yy

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

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

M, AL
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“he Museum of Modern Airt

11 Wast 53 Straat, New York, K.Y. 10018 Tel. 245.3200 Cable: Modernast

Bates Lowry - : FPebruary 1k, 1569
. Directar : . )

e . Dear:

: Tn response to the preposal by you and your colleagues that The Museum of

-————-—Madern Art hold a "public hearing" en the relationship between the Huseun
.and artists, ft is cur conviction that a more thorough aund systematic

spproach 1s essential 1f we are to find auswers to the questions, raised

+~+ -~ ~— by you and others, many of which we have been studying for scme time,

, They are questiens of far-reaching Implications, a gsatisfactory reselution
of which requires sn opportunity for all points of view to be heard and
for all possible aaswers to be explored, 1 am, therefore, recormend ing
+o the Board of Trustees that a Special Commnittee on Artist Relaticns be
appointed, to be made up of objective and fair-minded individuals who are
{pterested in the world of art and informed as to the needs and practices
both of artists and of the institutions that briog their work to the public.
The Committee would hold as many meetings as necessary with as many artists
end other interested people as may ask to be heard, A record of all dis-
. cussions would be kept, A report would be made as to all points raised
- .—. __and all solutions suggested during these discussions. The Committee would
also report its own conclusiens for the consideration of the administrators,
curators and Trustees of the Museum, '

Because many of the problems already raised or likely to be raised would be
applicable to other musgums and to other imstitutions dealing with works of

srt, the report would be made public., A well-documented, thoroughly pre-

parad and broadly based study of this kind would, in out judgment, comstitute

a great service to artists everywhere, to the public and to the jnstitutions

that exist to serve both, . .

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

" put vital matter of the relationship of musewms to the artists whose works
they exhibit. '

Perhaps we could meet on February o8 at 11 a,m. here at the Museum,

Sincerely,

Bates Lowry I:

"EL:rb ' - B

. o ' f

_ Semt to: Cregory Battcock, Hamns Haacke, Tom Lloyd, Willoughby Sharp, Tekis Vessilakis,
- . * Wen-Yirg Tsai, Johu Perreault ‘ .
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THE SHAME OF THE ART WORLD

The art world is about to enter the stormiest period
it has ever known. This would be the case even 1f the problems
confronting it were limited to the already formidable ones of
the emersence of Tech Art, the awakening of a new art audience,
the demands placed on artlsts to consiruct a more humane en-
vironment, and the erosion of o0ld values and formaticn of hnew
ones this entire process entalls. At a time when the art world
should be broadly criented, outgzoing, and forward-looking, 1t
is in fact petty, lntroverted, wilth its face polnted firmly
towards the past. It would not be so bad if the lssues men-
tioned were the only cnes threatening -- they are at least in-
ternal issues which can still for a short while be dehated
among a small circle of frlends. But the real problem about
to make itself felt is deeper and dirtier -- it even has pol-
1tical overtcnes and will tends te docus on all the phonlest
aspects of the art world at a time when these can least afford
close scrutiny. If is this issue which 1s the subject of an
ultimatum recently sent to the Mcodern dMuseum, an ultimatum which
runs out on Friday, February 7.

The question is one of race -- as always it is a plercing
and painful question, one which goes through all secticons of
society. It can perhaps best be phrased in a series of sub-
questioens: why is there no well-knewn major American artist who
happens to be black? Why are there, almost no black artists be-
ing shown by the galleries? Why have our major New York and
American museums done next to nothing for black artists?

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

Whatever questions we ask, the answers will very likely

come back to shame us. There are Tew black artists in this country
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{and almost no reccghized ones) because art in this country up
until thls very moment has been the whilte boy's plaything. It
has been a game for the milder sort of bourgecis rebel who
having been brought up with a sufficiency of the world's goods,
has merrily opted out inte a romance of idealized values where
the artist 1s prophet, martyr, and cultural hero. COCccasionally
it 15 a very well-paid job, and even 1f 1t isn't, it can still
bring a bit of status and the 1lluslon that one 1s doing some-
thing hetter and higher. How delightful 1t is to have cone's
works reproduced, to see one'ts words in print, occasionally to
hear them on televislon as well. The artist is the new preacher,
the prophet of the modernist religlon. But as socn as a black
man appears using the cult words of the religion, the devout
begin to feel 111 at ease. Why is this?

It is because the assumption that art is only white man's
work 1ls bullt into the very culture itself. Art, which pays
homage to the ldea of reaching all of soclety and changing 1T,
becomes embarrassed when it 1s actually expected to do so. This
is because today's art world, instead of being a busy crossreads,
a central point where all the energy of society can pass through,
has elevated itself into a llimited ellte interested primarily 1in
its own premotion and preservation.

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

Part of the reason for this scandal is of course the fact
that artists are rarely political animals -- they depend on the
monied members of soclety for their survival and willl not readily
offend them. This is understandable. What i1z less understand-
able is that the art establishment itself, not the most reactio-
nary segment of soclety, has been s¢ slow in dolng something to
egualize the balance in the direction of the blacks. FPerhaps
the only consolation (and a dim one it is at this time of raclal-
religious mud~slinging) is that the art establishment 1s divided
about equally between gentiles and jews, so that both are equally
gullty of this neglect. It 1= to be hoped that black leaders
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will =mee that they are belng led off onte a false track on

the jewish question, a course that wlll please only those who
hate jew and black alike and would gladly see them destroy one
another,

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

If the museum refuses, these discussions will take place else-~
where in any case. The artists and critics actineg te bring abeout
these discussions include Hans Haacke, Tom Lloyd, Takls, Farman,
John Perreault, Gregory Battcock, and the author of thls article.
In addition to the points listed in EVO two weeks ago, the fol-
lowing demands are also belnz made:

1) The Modern Museum should set up a permanent
Black Wing for black and Puerteo Rican artists, with
the goal of inspiring a higher creative level in
the long run among these communities. This wing
should be administered entirely by members of these
commuhitles, who should alsec sit oh the selection
board for white artists.

2) A permanent wing should alsc be set up for
unknown artists, and a zealous effeort should be made
to keep it fillled not with works which satisfy a
coterle but with odd, off-beat work and even wlth
what 1s now consldered to be Junk.

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

4) The Modern Museum should alsec remain open until
midnight at least two days a week,

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

Mr, Bategs Lowry, Director
Museum of Modern Art

11 West 53rd St,

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

Dear Mr. Lowry:

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

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

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

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

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

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

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

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

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

12. The Museum should include among its staff persons gualifiec
to handle the installation and maintenance of techneological
WOTKS .

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

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

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

Gregory Battcock, 317 W 99, N.Y.C. 10025 John Perreault, 242 W 10-
Farman, Hotel Chelsea, 222 West 23rd 3t. Takis, Hotel Chel=zea

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



Meaningful Art

VOICE, February 13, 1969

Dear Sir:

First let me state that I think
that the Museum of Modern Art
ig the finest museum of its kind
in the world. Secondly T think
that most of the items {although
not all of them) in the petition
sent to the curator ("Art,” Voice,
February ) are silly and beside
the point. Especlally the sectlon
which states “A section of the
museum, under the direction of
black artists should %e devoted
to showing the acecomplishments
of black artists." Why not Chinege
/Tews/Eskimos/chureh  groups/
Presidents/Laplanders or Wins-
ton Churchill? For the simple
reason that such concepts have
nothing to do with art. To put
a special section aside devoted to
any ethnic, social, or religious
group as & permanent fixture in
a muyseum is the antithesiz of
what great painting iz all about

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

—but only in relationship to his
work being significant firstly as
art and not hecause he is a hem-
ber of any racial group. If most
of the paintings in the MOMA
collection are hy artists whose
glin 18 white, they are there net
because of that, but because they
are significantly creative people
who produce meaningiul work.
Being black, white, yellow, or

purple has nothing to do with the
creation of meaningful art.
—Bob Cowsan
Brocklyn

QUTSIDE THE MUSEUM

the village YVOICE, March 6, 1969

by John Perreavlt

* k&

If the above kind of art is the
wave of the future one wonders
why Takis and his supporters
(including myself} are spending
so much time irying to get the
Museum of Modern Art to shape
up. Who needs the moseumna?

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

We finally received an answer
from the Museum in regard to our
demand for an open hearing on
the Museum’s relationship to
artists and to society. On the
surface it looks very good. But in
reality the Mugeum has very

cleverly denied a public hearing, |

substituting a Committee on
Artiste Relations (neatly
dropping the “society” part of
our proposed topic). This
committee
complaints
probably

comfortable

then come up with a public,
published report. The catch is
that obviously the report would
take yearzs to accomplish and

and
in

suggestion,
some very

1 there is no guarantee that the

trustees of the Museum would
take any action on any

‘recommendation coming out of
‘such a committee. And just who

would be on the committee
anyway? )

Artigts ave tired of being
exploited, There are very few
artists who make a living out of
their art. I'd say not more than a
dozen or s0 in all of New York.
Some very “successful” artists
make nothing at all, and yet they
are “famous." Becawse of the
Takis incident and the demarnds
made by Teakis and his group of
supporters, artigts are finally
beginning to get together. The
group, as of the last meeting, has
grown to over 30 people. Len
Lye and Carl Andre are two of
the new supporters. The six or
seven original supporters or even
the enlarged group of 30,
however, cannot possibly
represent all the artists or even a
cross-section. This has been our
main objection to private
consultations with the Museum.
(Besides some of us are critics
and are about to get together on
our own. The poets also!) Even if
the Museum doesn’t want to
cooperate, there will be a public

would hear:

Page Thirteen

little office, and’

‘recognize &n ertist’s right to

hearing! Date and time to be
anhounced shortly,

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

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

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

*3. The Mugeum's activities’y

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

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

a private institution, its
non-profit  tax  exermpt status
means that indirectly it i

supported by the gensral public,
If we have exhibite of French
artistc and other nationalities,
why not black artists? They have
been allowed to be Americans in
name only and constitute a
distinct culture and nation.)

5, The Museum should be
open on at least two evenings.
until wmidnight and admission
shouild be free at all times.

7, The Museum should

refuse showing a work owned by

the Museum in any exhibition

other than cne of the Museum's
permanent collection,™ .

Demands 9, 11, 12 and 13 {to
sutnmarize) concern getting the
Museumn’s position on copyright
legislation, & registry of artiste, a
section of the Museum for artists
without galleries, a qualified
technical staff for technological
works, and the appointment of &

responsible person to handle
artists’ grievances . . .

“"“When we receive clear
indication of the Museum’s
attitude towards the abave
points, we will be glad to
continue meetings with the

Museum to offer any aid we can
in implementing action. '

“May we expect a written
reply to the above no later than

Friday, March 77 We will
coruider your refusal to seply
sufficient evidence that we must
search for otfier meanz to make
our concerns felt,”

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

23
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February 13, 1969

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

Dear Mr. Stevens:

Just recelved your letter of the l4th on the 5th of February.
Appreciate your apologies; too bad the P.O. doesn't function a
little better.

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

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

Yes, I was casual aboul distinguishing between grants and
awards - perhaps it's because I've never been acquainted with either,
And lastly, 1 am not surpriged that your Council has such great diffi-
culty in making its choices, and when they are made, find themselvea
open to much criticisin, This gets me.back to the original "wrong",

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

A paiel of Artists should be elected by thelr peers In open
convention for this task.

The Henry Geld-Zahlers from the peripheral ingtitutions,
museums, uwniversitites ana galleries, should tend to their picture

keeping, scholarship gallery exhibitions and what have you. .. and
leave the driving to us.
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We in the Art Community know who needs and degerves this
monay better than anyone: we live with each other on a day-to-day
basis. A panel »f peripheral people are too remote to “hit the mark”,
They might as well go to the artist's club on a crowded Priday night,
open the door and throw the money in - some of it would probahly
stand a better chance of reaching the right people, (Regret having
to use that {image.} At this point I will list the Artists I know from
the Awardees as an example of the complaint | originally registered
with you. I want to say emphatically that I think at the least these
are competent Artists, but all make their living from their work and

teaching or 13ve 'mishands ~who support them,

T complain hecause

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

from sheer lack of opportunity.

Here is the listing:

ARTIST GALLERY

A, Held Andre Emmerich
Fridl Zubas Andre Emmerich
D, Von Schlegell Royal Marks
Morris Kantor At Present?
Paul Burlim Prindexter
Gandie Brodie Durlacher
Patricia Adams Zabriakie

Mary Frank Stephen Radich
Pater Agostind Stephen Radich

8CHOOL QUALIFICATIONS
Yale Promise
Brandeis Promise
A.B.L. Promise &
Achievement

A.B.L. Near 80 vears
At Present? Near 80 years

? Promise

? Promise

7 Promise
Cnlumbia Promise

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

of the City for now as you will note,

Respectfully,

James Cuchiara

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

00820
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National Council o the Arts National Endowment for the Aris

1800 G STREET, N.W.
WASHINGTON, D.C. 20006

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

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

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

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

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

Sincerely,
Roger L. Stevens
Chairman

Mr. James Cuchiara

59 Hill Street
Christiansted, S5t. Croix
U. 5. Virgin Islands
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Artists may
hold museum
sit-in
From INNIS MACBEATH

New York, March 7

The Museum of Modern Art has
responded cautiously to a group of
exasperated artsts by promising
to appoint a special committee to
investigate and report on its deal-
| ings with them, The artists, who
" want a public hearing on the

museum’s dealings, not only with

them but with society as a whole,
" now propose to hold a public
hearing of their own, perhaps in
the form of a sit-in at the museum.

What bepan as an individual
protest by one artist at the show-
ing of his work against his wishes
has developed into an earnest and
signifivant  challenge to the
abitrary power of museum admini-
strators, Half an hour's conversa-
tion with Mr, Takis Vassilakis, the
artist whose concern for his own
autonomy and the fortunes of his
unluckier colleagues. has precipi-
tated the affair, is enough to con-
vince anyone that there is a case
to answer,

Takis, as he is known profes-
sionally—the latest of his six
London exhibitions "vas at Indica
Galleries—is a  technological
sculptor, aged 43, born in Greece,
and now officially resident in
France, He is in the United States
as artist in residence at the Massa-
chusetts Institute of Technology.

In a pioneering collaboration
between artist and scientist he has
helped to develop a battery deriv-
ing power from the oscillation of
the sea. which can provide an elec-
trical reserve for a lifeboat (for the
scientist) or floating illuminated
discs (for the artist).

While he was at the M.LT., the
Museum of Modern Art prepared
its exhibition entitled * The
machine as seen at the end of the
mechanical age.” The museum
owns one of Takis's pieces, Tele
Sculpture (1960), in which cork
and wood with magnets, hanging
from steel wires, move round an
electro-magnet, He wrote to the
organizer, Dr, Pontus Hulten,
asking that this piece should not
be in the show, Neve-theless, ‘it
was included,

Takis went to the exhibition in
January, removed Telz-Sculpture,
and after two hours' conversation
with Mr, Bates Lowry, director of
the museum, reached agreement
that it should indeed be shown
but only as part of the permanent
coliection and not as part of the
special show.

The Museum of Modern
Art should open an exhibi-
" tion gallery for the work of
black artists. It should pay

artists a rental -fee for the
exhibition of their work.
— g Most important, it should

m hold a public hearing on the

topic “The, Museum’s Rela-

Q.) tionship to Artists and to So-
ey clety.”

m These proposals are among

a list of 13 recently submit-
ted to the museum by a small
group of artists and critics,
who are demanding sweeping
changes in museum policy
and practices. Unless the
museum gives evidence by
the middle of next week of
" its intention to hold a public
co hearing, the group plans to
stage a sit-in.

e The threatened action re-
calls similar measures taken
against Establishment art
institutions in Europe last
%ear: the disruption of two

ig international art shows—
the Venice Blennale and
Documenta, at Kassel, West
Germany—by student and ar-

GRACE GLUECK

tist groups, and student sit-
ins and debates last summer
protesting the “obsolescence”
of art education at two Eng-
lish schools, the Hornsey and
the Guildford Colleges of
Art.

Takis Vassilakis, & Greek-
born, technologically orient-
ed sculptor who serves as
the New York group’s “sym-
bolic spokesman,” said yes-
terday that its list of pro-
posals was “the beginning of
an international movement
against the stagnant policies
of art museums all over the

- world.”
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A dozen other artists and criti.s
have since joined Takis jn present-
ing a series of wider questions to
the museum. Apart from the open
hearing, they want a section of the
museum to be devoted to black
artists, a curatorial committee of
artists to advise on exhibitions, a
section to be devoted permanently
to the works or artists withou
gaileries, a grievance cfficer, ren-
tal fees, and some power of vetc
on exhibitions of works except in
the permanent collections, and so
on.

Mr, Lowry announced the for-
mation of the special commiitee
today, the deadline (hat the group
had set for an answer. Takis
claims support from all over the
United States and Europe. The
campaign is gathering momentum.

Mr. Vassilakis, known pro-
fessionally as Takis, is an
artist-in-residence at the Cen-
ter for Advanced Visual
Studies of the Massachusetts
Institute of Technology. He
initiated the protest against
the Modern Museum on Jan.
3 by removing his “Tele-
Sculpture” from the exhi-
bition “The Machine at the
End of the Mechanical AFe.”
He was also one of four
internationally known artists
who removed their work
from Documenta last summer
on the grounds that the
exhibition’s  administration
had behaved “dictatorially.”

Yesterday Prof. Gyorgy
Kepes, director of the Center
for Advanced Visual Studies,,
and a painter himself, said
that he supported “most” of
the group's proposals.

A Spokesman for Blacks

Among the other members
of the 13-man group are John
Perreault and Gregory Batt-
cock, writers on art, and the
sculptors Wen-Ying Tsai and
Hans Haacke (both of whom
were represented in the mu-
seum's “Machine” show; Len
Lye and Tom Lloyd, a spokes-
man for black artists. A sepa-
rate spokesman,
originally with the group, is
Willoughby Sharp, a cine-
matographer and exhibition
organizer.

The group says It has the
backing of dissident artists

‘throughout the country and

could muster “at least 300
supporters” for a sit-in.

In response to these pro-
posals, Bates Lowry, director
of the museum, said yester-
day that a Special Commit-
tee on Artists’ Relations was
being formed "to explore

roblems concerning the re-
ationships of artists and mu-
seums.”

The committee to be made
up of people experienced in
the needs and practices of
both artists and museums,
would hold a series of public
hearings and make the rec-
ord of all proceedings.avail-
able “to anyone interested in
consulting or publishing it.”

‘Extremely Complicated’

Noting that some of the
group’s proposals were “iden-
tical” to those already under
discussion at the museum,
Mr. Lowry said that some
of the problems raised
were ‘“extremely complicat-
ed.” They would not be
solved by a “single large
public meeting,” he said.

“We feel that a series of
regularly scheduled commit-
tee hearings at which indi-
viduals and representatives
of various organizations have
an uninterrupted opportu-
nity to state their positions
in great detail and engage
in a dialogue with a-special
committee charged with this
responsibility is a more ef-
fective way to gather infor-
mation on complicateq ques-
tions.”

who was |

Last night Takis, appraised
of Mr. Lowry's statement,
said that he would consult
with -the artists’ group to de-
termine the course of action.
The group has favored a
large open hearing, he noted,
to give “dramatic emphasis”
to the needs of artists inter-
nationally and “to gather
every shade of opinion from
the artistic community.”

" “Ag a group we are not so
pretentious as to say that we
represent all artists,” he said.
“We want to have an honest
and democratic representa-

. tion.” :

Among the group's other
proposals are the extension
of the museum's activities
into black, Spanish and other
communities; the formation
of a committee of artists
with curatorial responsibili-
ties to arrange exhibitions at
the museum; free admission
at all times and the estab-
lishment of a museum sec-
tion permanently devoted to
showing works of artists
without galleries.

A number of the museum’s

. trustees are known to favor-

several of the group's ideas.
“There is a need for a serious
dialogue with the artists,”
said one board member, who
indicated that he was. in
agreement with “some but
by no means all” of the pro-
posals.

The artists say they are
“flexible” about their de-
mands. “You always ask for
more than you can get,"
noted Takis. 7
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Attach. 4

Return Address: See below

March 10, 1969%#

To The Museum of Modern Art
Bates Lowry, Director

21 West 33rd St.

¥.Y.C., New York

Dear Mr. Lowry:

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

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

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

many relevant problems can be discussed in detail, there must

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

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

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

Frederich Castle

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

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

Ruth Vollmer

ORTGINAL COPY: PERSONAL DELIVERY AT MUSEUM OF MODERN ART ON
SATURDAY, MARCH 15.
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ART: MY RETIREMENT MESSAGE

by Gregory Battcock

* X W WM ® N H

Yesterday was DeKooning opening at
the Modemn, and since I've already writ-
ten about DeKooning’s paintings (Aris
Magazirw, November 1967) and since I
didn’t get to see the paintings at the
opening (I almost didn't get to the
opening even; they didn’t send me an
invitation).At the bar I was introduced to
a lady who said *Oh you're an ari critic, I
don’t think I've ever read you, I cant
read, hs ha. ! said “0.” “Tell me, who
do -you write for” she says. “People who
can read,” I said. :

1 mostly remember how festive the
opening was, which is the sort of thing
somebody else would say. If was a nice
opening but somehow reminded one of
the grand ball before the massacre. I
think it's becoming clear that there is no

"hope ‘that the Museum will reform itself
‘and become the educational institution it

claims to be. The best thing that could
happen would be for the Museum to at
least admit that it is not interested in
modern art and that it has no concern
with its social respongibilities, which isn’t
the same as social affairs, which it i§ guite
good at. But

it won't admit these obvious things and 1
guess that’s what’s most appalling. If it
did, it could honestly. pursue its am-
bitions toward being an art store-house,
which is really O.K. after ali, t();xt they
‘have these incredibly grand claints, really

‘the mind boggles. They think they are

socially committed, responsible to mod-
ern ert and the modern artist, acting as a
positive educational force, etc., etc.! One
_problem sbout the current protest act-
ivity is the .very list of 13 demands’

‘presented to the Museum's curators. They

are such ordinary demands; probably
"most of them would be sffected by.the

‘Museum on its own sooner or later. The

‘most interesting demands and really the
only ones that are worih bothering about,
are those requesting a hlack wing for
showing work of ‘black artists, and de-
manding the involvement of the Museum
with black and Puerto Rican com-
munities. And you should hear everyone
scream when these “black’ demands are
discussed. All the other proposals are
acceptable to just about everybody, with
one of two litthe modifications but no-
body seems able to understand the real
urgency of the “hlack™ demands— per-
haps the most essential, and responsible
of the entire list. People say things like
“well if they have a black wing they
should have a Japanese wing,” and stuff
like that, stupid, illogical, utterly within
‘the modern rationalist heritage. Jesus, if
that’s reason then give me the irrational.
And they say, “well isn’t that just more
segregation? All of a sudden {you might -
have noticed) segregation is WIong, even
when it isn't 3 question of segregation but
simply of trying to give s0meone gn even

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

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

New York Free Press 13 March 1969,

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

x ¥ ¥ ® ¥ ¥ ¥
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or no, they also chose to interpret
the lctter as meaning thal any points
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issue,
use of museum space and funds. As

Actually, very much the reverse s

deep and growing one, it is not sur-

it

eminently fair article

~ The protest against the museum is
growing and will continue to grow on
by Grace Giueck in the New York

gathered as the movement expands
Last week's

prising that new ideas should be
— ail these points and others will
soon be raised at the public hearings.
every level throughout the country.

volving not only nepotism in the
the protest against the museum is a

been added to the original ones, in-
museum-gallery network but

true — many new paints have now

Times has brought many offers of
support. and it is more than clear t
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also busy writing subtly cajoling Jet-
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At a time when the Modern Mu-

everyone except the Modern that
the time s ripe to discuss changes
seum ought to be listening careful-

on a broad public basis. Much re-
critics alike are dipging in for u
long struggle which will not be won

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

mains to be done, and artists and
appear to be making preparations
to brand all dissenting artists as
ters to individual artists in an at-
tempt to create dissension amon
them. This is a fatal mistake, an

phifistines and ruffians



ARTISTS PROTEST AGAINST MUSEUM OF MODERN ART

PRESS RELEASE Friday,March 14, 1869

Cn Jonuary 3, 1969, an artist removed his work from
the Machine Show at the Museum of Modern Art, New York.
The artist, Takis Vassilakis, a fellow of the Center for
Advanced Viswal Studies at the lassachusetts Inztitute
of Technoiogy. resorted to this action because the Museum,
which owns the work, had ignored his request that it not
be digplayed. Cther artists represented in the Machine
Show had encouniercd personal disrespect, negligence, and
even deliberate disregard of instructions as to the proper
care and display of thezir work. By his ecticn, Takis de-
monstrated that these and other artists need not submit
passively to the arbitrary decisions of the Museum.

As a result of a spcntaneous sit-in by supporters of
Tekis following the removal of his work, Bates Lowry, the
Director of the Museum, agreed to a di’logue with the ar-
tists to be held on Japuary 24, 1969. In the days follow-
ing Takis' action, artists began to realize that their
initial complaints werc merely gympioms of a conflict
between the Museum on one hand and artists and the com-
munity on the other. When ten artisits and critics arrived
at the Museum on the appointed day, My, Lewry refused to
see them on the grounds that they were tco many and that
art journalists were among them, As a result of apnother
spontaneous sit-in, Mr. Lowry agreed to meet wilh a smal-
ler group on January 28.

On that day, a group of seven artists and critics pre-
sented a 13 point program for change 1o Mr. Lowry and
members of the Muscum Staff. After a brief discussion, Mr.
Lowry rejected the artists® first point which called for
a public hearing on '"The Museum's Relationship to Artists
and to Society", to be held under the ausplces of the
Museum. In reply, the artists suggested 2 period of ten
days during which Mr. Lowry and his associates could
study the 13 points and reconsider his refusal to hold
a public hearing.

At the end of ten days, Mr. Lowry sent a lctter to
each member of the group requesting a delay of snother
week before formally answering the points at issue. In
his final response on February 14, 19269, Mr. Lowry in-
formed the artists by letter that he was recermmending
to the Board of Trustees of the Museum of Modern Art
that & "Special Committee on Artists' Relations" be ap-
pointed within the structure of the Museun.
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The artists cbjected to this proposal for the fol-

lowing reasons:

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

2) By their limiting and exclusive nature, formal com-
mittee sessions make egqgual participation by all
interested persons impossible.

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

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

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

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

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

Conclusions:

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

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

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

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

The number of artists aware of their rights, dutiles,
and responsibilities 1s growing. They will resort to what-
ever action they deem necessary.

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



From

Date

The Museum of Modern Art

The Staff

Bates Lowry

March 18, 1969

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

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

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

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

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

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

3. On January 24 so many more than six artist-representatives
arrived that 1 felt that a discussion was not possible. We
then agreed again to meet with eix people representing the
artists and six representing the Museum. The meeting was
scheduled for January 28.

4. On January 28 the group arrived with a 1ist of 13 points
(gee attached). The group representing the artists consisted
of: Gregory Battcock, Hans Haacke, Tom Lloyd, John Perreault,
Willoughby Sharp, Takis, and Wen-Ying Tsai. Although Mr. Lloyd,
who had not been mentioned before, brought the group to seven
instead of the agreed-upon six, we went ahead with the meeting.
In addition to myself, the members of the staff present were:
Arcthur Drexler, Wilder CGreen, William 5. Lieberman, Elizabeth
Shaw, and John Szarkowski. After the meeting the artist-
representatives left a statement addressed to the Museum in
which they acknowledged that their 13 proposals required thought
and consideration, and that they considered a period of 10 days
should be sufficient for a written response directed to the
undersigned (the 7 who had attended the meeting). "However,"
they concluded, "before we engage in further dialogue, we should
1ike to know by letter your position on the first propesal.”

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

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

In the February 6 edition of the New York Fyee Press the

13 points and the two-paragraph post-meeting statement were
published.

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

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

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

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

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

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

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

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

oN SUNDAY. MarcH 30TH.

AMONG THE REASONS THIS ACTION IS BEING CALLED ARE THESE!

1) TO DEMONSTRATE THE RIGHT OF ART WORKERS TO USE ALL MUSEUM FACILITIES:

2) TO SUPPORT THE DEMANDS OF BLACK ARTISTS:

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

4) TO DEMAND FREE ADMISSION ON BEHALF OF ANYONE WISHING IT:

5) TO DEMAND ACCESS TO MUSEUM POLICY-MAKING ON BEHALF OF ART WORKERS,

DEMONSTRATE
OUR STRENGTH
AT MOMA!



To

From

Date

The Museum of Modern Art

THE STAFF

BATES LOWRY

March 24, 1969

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

They then distributed to the public in the lobby the attached
handbill. As you see, the handbill announces that the group
is planning a demonstration to take place in the Museun's
Sculpture Garden on Sunday, March 30, at 3:00 p.m. Admission
to the Museum will proceed as usual on that day.
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KUSEUM DEMONSTRATION SUNDAY
I A O 0 A AT S A O

Last Saturdey’s preliminary demonstration at the
Modern Museum was a remarkghle success, if only because
of the air of amiable belligerenay in whieh it wae
carried it out. Thirty artists sought to galn fres
entry to the Museum, They were refused in the presence
of the curator and begar to distribute specially printed
replicas of tﬁzﬁintists Membership carde (some of which
were suceessfully uased by students}"a; well as leaflets
calling for a further demonstration this Sunday at 3
o‘cloak. FProm a counter-leaflet diatriwuted by the
miseun the demonstrators finslly learned after months
of fruitless meetings and letters the ingredible reason
why the Museum felt they ocould not allow free admisaion,
not even on one day out of the week: they simply cannot
afford 1%, And this from a museum bagked by mulétiple
Rockefellers and their friefdds, whose paintings lie
piled up in the Museum’s aellars, accumilating millions:
of dollars in tax benefits for these pitifu] spegimens
of the new poor,

It is t© be hoped that the expanded damonstration
in the Muaeum garden at 33100 P.M, this Sunday will prove
equally sucaessful and revealingrw-anyone intsrested in
the arts Mm attend, but no one should come

who does not plan t© prove hy his conduot that he is
genuinely interested in the arts. 39



(2)

hgnemau of the artists have already been
made more than aclear in previous articleas, and this is
the time to draw attention to the larger issues at
gteke. It 18 by now futile to deny that & major new
change in taste has taken place among artists and with-
in the art world, a new wavs, a revolution if you will,
1t 1# also futile to deny that the Modsrn Museum, which
in the past wae always in the vanguard of every passing
whin of taste, has been caught with its pants down this
time-=unleeges its directors &do something soon to change
their position, they will find themselves more and more
often righting a reargusrd astion, with all that this
implies in loas of prestige, losa of contaot with artists,

losa of endowmenti,

Perhaps the best way of experiencing the nature
of thie change in taste is to take a walk through the
Modern’s permanent unlleaxidn. The very arrangement
of sleek white partitions and walls, which not long ago
seenddfthe ultimate definition of tasteful austerity
and quiet with-it~ness, now looks monoionous and ins¥i-
tutional, unimaginative and pedantie. But wha¥ of the
paintings themselves, thoss supposedly awesome, soul-
summoning masterpiecss attaining sueh creative supremaccy
that the works of ocontemporary Anericans may not be
shown nearby for fear of Polluting them. While these
peintings were chosen by meny different pecple at
different WI,M' is nonetheless sn overwhelming

L)
uniformity in the taste m their selectlen,
40
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With few exaeptions this taste seems %o gravitate
towards everything that is fragmentaxy or bare or ingom-
rlets, Time and egain outliney seem to have triumphed
over detail, caricaturef over outlineg, snd blurg over
caricatureg. 1n terms of colwr there is a marked ten-
dency towards greys and dirty browns and washed-out
blues,whioh make the colors of a Chagall or a Tchelitohew
sesm almost an intrusion, In terms of mood it is grim=
neas which predominates, or rather an unsuacesaful at-
tempt at grimness, an affected high seriousness whiah
ends up as monotony. Generations of dcaents, oritios,
and gurators have defended this grimness by saying 1t
is a refleation of the age we live in, but this does
not make mense, has never made senss, and 1% is ¥ime
that people stopped yretending 1% makes sense., It 1is
the artiat’s role and privilege to be able %o influence
soolety rather than aal as a passive vehicle merely re-
fleating 1%. And it ia this etleskve Tole for the
artist that is now lurching into existsnae,

It is to the great credit of much of the younger
generation that they refuss to acaspi this greyness and
grimness imposed from above, They know instinotively
that a mussum can be something moxe than sn susters
and awesome hytrid of church and lesture hall, that it
can expand itwelf outwards in as many direations as
ars contained in the human imaginatien. Possibly the
most imaginative museun New York ever head was the old
Museum of Scienes and Industry in Rockefeller Centar,
an institution before its tinme, presunidbly destroyed
becsuse it was unprofitable., Perhaps the nost
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soeessful surviving one is the Museum of Natural His-
tory, an admittedly uvneven institution but one which

hes shaped the knowledge and fantasles of generations

of New Yorkera, Both of these museums owe their succees
+o0 the fact that they dared to be environmental, tha¥
they used light, ocolor, and movement to simulate and
atimulate the movement of the mind itself, The museum

of tomorrow (if there is still aeny reason for ealling it
a mugeum) will take up where these left off—-it will be

a combination of real znd artifiocial environments, indoor
and outdoor pleasure and meditatioR centers, mixed-media
representations of various ages and cultures. Conventional
museums and collections may be sandwiched in between—
painting and soulpture, despite rumadrs to the contraryy#
are by no means dead=ebut the overall mood will be some-
thing betwsen a revival meeting, an amupement park, a
free-forn theatre, and a therapy center,

In the meantime we sre sthek with the Museum of”
Moderr. Art and must try and make the best of it=~6St is
a pity that tha Museum does not seem o want %0 make the
beat of us., Thusfar both its directors and its pudlie
information offiaers seem to have gone out of their way,
on the one hand, tc imagine that the grievances of the
artists are petty in scope and can be resol¥ed by the
0ld superfiaial ways of the art world~~complaints like
black art, free museum eniry, emratorial rolea for artists
belong to the real world and cannot be settled by a petty
backatage deal involving individual artists and thelr
work. On the other hand (and at the other exireme) these
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same officers, possibly upset by their lack of success
with the first methed, have also started a campaign of
vicious vilification against the artists, alleging that
they seck disorder in the museum, though it is obvious
that an artist's first allegiance is to creation and

not its cpposite,

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

slander and malicious invention?

The failures of the Museum are not on the level of
personal dealings alone-~there are many signs that they
are beginning to falter on the overall tactice as
well, Preparatione had been made to arrest several
artimsts on the grounds of counterfeiting museum ticketgs=--
the guards were waiting with baited breath, ticket colors
were being changed every h=1f hour, and cryptlc notations
were penciled on the back of indiwvidual tickets, The
guards were completely thrown off balance when cards
inatead of tickets were produced (differing from the

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

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

the guard and allow Battcock to return.

It is obviously time for the museum's officers to
make a fresh start, and all lines of communication must
be kept open to allew them to do 5o, They have already
sent their auditors to meetings of the dissenting artists,
and it would be & gesture in the right directiem if they
allowed an auditor from the artists' group to attend the
Museum's meeting on strategy for the demonstration. The
artists' group has already requested the Museunm to make such
a gesture, Otherwise they will be equally (and perhaps more
than equally) reeponsible for whatever happens at the
demonstration. One should do everything possible te cooperate

with history.
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We as artists support only in part ths actlon and
dexands being made today against the Museum of Modern Art,
Futhermore, we recognize that the Museum of Modern Art
and the galleries are inaesparabvle. Today museuma ssrve
as galleries and galleries serve as museusms, They both
represent the same lntereats, -

- We questlon arilsts from galleries orotestling a

museum that in matters of contemporary art 1is gulded by
these sanme galleries,

Artists from galleries who take actlon against a
museum should be willing to jJoin unaffiliated arilsts
and in turn take action against ithe galleries.

Becauss three of the leaders of todays protest at
ThHe Juseusm of Modern Art are associlated with the Howara
Wise Gallery we think the Howard Wise Gallery 1s the
appropriate nlace for a protest simulianeous te the demonstira-
tion going on at the Museum of Modern Art,

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

small details,
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Mazch 24, 1969

Mrs, Elizabeth Shaw

Director of Public Informztion
Museun of Modern Art

il Waegt 53 Straet

New York, M. Y.

Dear Liz: Re: Artists" Protest -

Following our couvsersstion after the luncheon the other dag} and our
subsequent phone conversatien, in tho course of which you suggested ==
in no uncertain terms, -~ that one or more of the five artists of my
Gallery who are iavolved with the artists' protest, had threatened

to harm or destroy works of art at the Muscum, I spoke with each of
thege artists, that is: Takis, Len Lye, Tsal, Haacke and Tom Lleyd.
Each denied having wade auy such threat, impliclt or overt, and in
addition every one expressed strong feellngs against destruction of
any work of art in oy out of the Muscunm, and abhorrence that any
physical harm be done to the Moseum Ln any way. "An artigt would be
criazy to harm the work of another artist" was Lypical of thelr comments.

And these artlsts are not crazy. They are only frustrated by what they
feal is & lack of concern on the part of the luseum for their work and
their walfare. They feel, I seuse, that there i{s 3 sort of symblosis
betwean the artist and the Museum. That the artists need the museun for
thaeir exigtance, and che Muscum needs the artist in order to rewaln alive.
They feal that while the Huscum can act unilaterally with respect Co the
artist, the artist is powerless vis-a-rvis tho museum, and it should be
readily understandabla that he deesn't like it.

It i3 mainly through the luscum that the artist can reach the public,

aad he feels he should at least be assurcd that he 1 appropriataly
represented in Museun theme and group shows, and that his works are
properly displayed in such exhibitions. This is what started the present
"dislogua”. Takis removed his work from the Machine show z2fter he had
requested that it be withdrawn and that he be represented in the exhibition
by the work which had been selected by tLe exhibition director in the first
place, snd to which he had agreed. Hiz raquest was ignored, and that is
why he took the action he did. The messaga gol across.

Tsai objected to the manner in which hés work was displayed on two counts.
Firet, that the work was so placed and lighted that the artistic effect
which is the essence of the work, was completely lost. Secondly, that
the tight space allocated to the work might xesult in damags to the work
itgelf. The first objection was completaly ignored. And the second,
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Mra. Eilzaboth Shaw -2 - larch 24, 1969

after repeated protestacicns on Tsoi's part, was finally attended to
by placing a barrier betweca the public asd the work, but only afier
ona of the saven columas hed beea toppled over by the c¢ruah of poople,
with severe damige resulbing te this scalpture.

ora thing I beliove the vory somura staff and Trustees of the fuscun

faill to eppreciate Ls that, with a few exceptions, most artists are

in effect poverty strickon, and cvea thooe with good gallery afflliations
net only a few thousand a yeur from tiic sale of tihwir works., The artist
who doesa't have a tcaching job or A rich wife, and wants to dovote the
major part of nis tim: to his work {cerious arrists do) is really strusgling
2gainst herreadous edds. You miy believa i or not, but o pay that §1.50
admiseion fea Co the luscoam is veally a Lacdship, and yet nusceum-golag i3
part of his stiuwumlatlon to groate. I these artists ave Lo rataia theirs
dignity and continue to <oveotz theomsalves to their work, thuy must have
help, aad beculge tho llwocum should, by 1Is noture, be their friand and
ally, the least they expoct from it Ls a helpful understaading.

o such attitude £s ovidenced fn Mo, Louwsy's memo of March 18 to the
luseun staff, sor in his "Opaa Letter' distvibuted Saturday to viaitors
to tha Museum, in antlcipation of &a attowpt by sowma artiste te seck free
entiy to the Mesews. {(ouldn’t it have baon an ecffective gesture if they
had been welcomed into tha Musewn, and perbaps invited up to the Board
Room for coffee aud & fricndly chat?)

From my coatacts acd velatiocas with the five artists and others, I beliove
that 1 have & good idea of what the artists really want and nced in order
to co-exist with the Muscum oa sa &micable basis. It is cot so much the
13 decands, though they sve very coch in carnoct about these, or evea tha
dowasd for a public hearins. It is for a mesns of communicating thelr
vievs codthespoveracent of the Musevm in a direct and effective manncr.
It is tor a voice ia the sctting of muscum policy vis-a-vis the artists
and the public. It is czugible zssurance that chelr views and propoesals
will vecclve Cheughtful and sympathatic consideration by the govarament
of the Muscum, with a view to their implementetios, or, if aot accepted,
then @ reagonod and convinclng rationale explaining the Museun's refusal
Lo ach.

1 understand that & larze demonstration 1s planned for next Sunday io
support of the artists' ¢ emands. I aw sure you ars aware of this.

A wore friendly and flexiblc attitude oa the part of the Muscun acconpanicd
by specific constructive projposals will, I am surae, evoke a eimilar response
from the artists, whko are Lmpovtant to tlhe Musocunm sud to the community.
Your iwplication that I have souchow becn wpzing the artiste on to action
againat the Muggum ("After all, they are your artists™) is rveally just not
§0.

{conc'd)



L7
t

Mra. Elizabeth Shaw - Mavch 24, 19569

Lp until our talk, I wag uot ia any way lavolvad, nox cuwen soprinad

of any of tha artiscs® dewands or actions. I3 au oot uow luvolved,
except Lo write this leitexr, walch I hops wiil coutribute some small

bit towards the Luprovemcnt of "the Muswun's jelationshiy to the Avtlsis
-aod to Soclety”, with beseficial results to all conczinad.

Cordially,

Howard Wise

BWt ik
¢c: Dutep Lowry
Tsatl
zkis
Hace Hazcha
Tom Lloyd
len Lyc

P.S. Thought you might gat & swile cut of Lhe anclosed “pootact™
against the Howard Yige Galiery
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Bates Lowry

Director March 30, 1969 - Noon
STATEMENT BY BATES LOWRY, DIRECTOR, THE MUSEUM COF MGDERN ART

For many weeks we have been corresponding and holding informal talks

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

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

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

members are wearing identification badges giving their names and departments.

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

our gecurity forces to make certaln no work of art is accidentally

damaged . 49



WRITE-IN DINT
CHIEFS OF WAR

NEW_YORK ARTIOTS AND WRITERS

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

This action is a lead-nff to the Easter Weekend peace marches
and rallies in seven major cities on April 5 and 6.

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

D.1.

We will then walk together to make public our MA3ZS ANTIWAR MAIL-IN
to the Cansl Street Post Office, {Canal and Greene 3ts.).

AD HOC ARTISTS COMMITTEE AGAINST THE WAR
ARTISTS AND WRITERS PROTEST
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. In the world today all culﬁu‘e, all literature

and art belong to definite classes and are geared

\( to definite political lines. There is in fact no such

N

thing as art for art’s sake, art that stands above
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classes, art that is detached from or independent
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MINORITY REPORT #Z

Wi ARE HERE W SUPPORT OF ToPAYS PROTEST HOWEVER
WE ONCE 4GhIN OBVECT TO THE SWGLING cuT oF THE MOV,
45 THE oVLy JRRGET Fof TOPEY’S PROTEST. WE REASSERT 367
THE GHLLERIES GRE LSO RESPONS/BLE ForR A4 AVOMBER OF
PROBLEMS THET THE ARTISTS HOVE wnwim 700445 SOUETY,

Om FeIDAYy BVENING OF NWRCH 2/57' A GROUVP OF FLT7IS7TS MET
TD PISCUSS THE WITIEL SVWLL ACT/ON FPLIVVED FoF THE
wExT oy AT THE MOMA. AT 7047 TIME DOUBTS AND
MISGIVINGS WERE EXPRESSED ABOUT THE SPECIF/C
LIFFEREVCES OF OPINIoNy WE FHAD WITH THE THICTZEA) PONVNTS
P THE UNDEMOCRATIC SROCEDPVRES OF PREY/OUS VIEETIVGS,
WNE FELT ARTISTS WERE BEING GSKED /N 7O WSS STRENSTH
FOR THE SUPPORT OF POLICIES THAT WERE DEC/OED (LFON
By oLy A SMWEL VUMBER OF ARTISTS. WE THEREFORE FELT
/T VECESSHRY 70 PRYWw P oUR /57 41ivorimy REFORT
VO TAKE AcT/on.

WE REGD THE MINORITY PASITION REFORT 70 THE &HOOUP
FISEMBLING o SATURLAy AI4RCH Z24P FIR THE Andic
DEMONSTINTION VHIE THAT Day 4T THE MOMA ¥ 0RPES

7D EMPHASIZE VR VFIEW THH IHE AuSEUMS VO GrHLERIES
ARE METURLLY PEPENVDENT, WE DEC/PED SN A S/IMHULIANENYS

PARALLEL PROTEST AT 7#E /owars Wise (miLery Wi rep
OVR FIVE PoWTS TO MR WWise IN IS OFFICE, PISCUSSED THE
/ISSUES, LEGFLETED THE PREVISES AND LEFT |

ALTHOUGH WE COVTINUE 70 SUPPORT THE ~ARTISTS PRoresr
BaRST THE MNAMA, VE Wit ALSO COVTIMUE TP OBVECT
70 BOoTH THE EX/STAVCE OF COMMERCIAL GHLERIES ¥
FHEIR CONNECTION WITH /MUSE I,

SENKERT HERDVWA, HEWITT, I/EC2KOWSK/
53



From

Date

The Museum of Modern Art

The Staff

Bates Lowry

March 31, 1969

Artists' Demonstration, March 30, 1969

For those of you who were mot specifically asked to be present at the
Museum yesterday during the artists' demonstration, I am attaching copies
of material we gave to visitors to the Museum and the press. I am also
attaching a copy of the article that appeared in today's New York Times.

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

At the end, they were allowed tc exit through the lobby of the Museum.
There were some pickets in front of the Museum on 33rd Street during the
course of the demonstration.

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

1 should mention that among some of the other inaccuracies in the New
York Times article, T was misquoted and made no categorical statement Ry

of the kind quoted there. r:w}ﬂé
A
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THE NEW YORK TIMES, MONDAY MARCH 31, 1969

| public hearing and free admis-|

HODERN MUSBUM 5, o 2
* PROTEST FARGET

In a long letter distributed to

paying visitors yesterday hel-

| said he hoped they would not|,

ataee | be inconvenienced.

An independent committee,|.

of about 35 artists, filmmakers,

critics, historians, collectors,

dealers and civic leaders, Mr.
Lowry said, would study the!
relation between museums andi’
arfists. Its members will be an-
nnunced this week, he sa'd. |

Yesterday's demonstrators: |

'300 Demonstrators Orderly
| —More Black Art Sought

| - By ROBERT WINDELER

| About 300 demonstrators
gathered in the courtyard ofl
‘the Museum of Modern Art yes-| carried signs (“Bury the Mauso-, |
lterday afternoon, protesting| leum of Modern Art,” “Retro- .|
iwhat they called the museum'’s ;mt!.‘"e f‘gﬂ Romane dBear deﬁ| i
jinadequate showing of black bt o

‘ Moma”), but they mostly milled
art and demanding that admis-|! ahout g)nd mereeywas ng chant-
sion be free,

ing.
Muscum officials, who had

advance word of the demon-|
'stration, had ordered that the
gates on West 54th Street into|'
the garden be kept open to al-
low the protesters free access
to the museum’s outdoor area. |
| After about an hour o
speeches, beginning at 3 P.M.
perhaps a dozen demonstrators{
attempted to enter the museum
through a back door, walk!
'through the main hall and
(leave through the front door.!
‘Museum guards and officials re-
Isisted them for five minutes,|
until Bates Lowry, the mu-|
seum’s director, said they,
'should be allowed to walk|

.

|
i

4 % 2 A }
L]

J
]

K

FUCK THE MOMA

Dear Rat: .
The Museum of Modern Art presentsart |
as art history. It presents art as a |
totalitarian pig-orderly labrinth of
charming and meaningless styles.
Museums are granted non-profit
tax-deductible status on the premise
that they are educational institutions.
The Museum of Modern Art's
educational policy is the handmaiden of
its art historical view—namely it teaches
reverence of and envy for property.
“You too can be an object.’ ‘Look at an
Eames chair, but don't sit in it.” When
the Museum asked Gertrude Stein for
her art collection, she replied no, a thing
can’t be modern and a2 museum at the
same time.

On Sunday March 30th at 3:00, a
large number of art workers are going to
assemble in the Museum of Modern Art
garden to demonstrate their right to use
all museum facilities. Other purposes of
this demonstration are to support the
demands of black and other minority
art workers to demand free admission
to all museums on behalf of anyone
wishing it and to demand access to
museum policy-making on behalf of all
art workers.

R e

Rat Vol. 2

The New Yor

5 the Arts =i

Gustave Courbet

|through an expecially white-
ribboned corridor so as not to

itors. - .. .

Perhaps 160 of the group did
walk through, and the dewton-
Istration disiersed at 4:30 PM.
iNo one was hurt. i ]

THe protestais organized by
a group called the Art Work-
ers Coalition Committee for

was overwhelmingly white.

requested the group's portable
speaker, sometimes advocated
splinter, even extremist posi-
tions. One man wanted the
museum's research department
dedicated to the work of South
Vietnam's National Liberation
Front. Another wanted the mu-
seum renamed “The Malcolm
X Institute of Black National-
ism."" Most adhered to the
coaliton’s “13 Points,” first
presented ' to Mr., Lowry on
Jan. 28,

These include demands for
'a black artists wing, extension
into the black, Spanish and
other minority communities and
a public hearing to examine
“the Museum's Relationship to
Artists and to Society.”

‘| -Mr. Lowry, who was present|
throughout the demonstration,
said- in an interview that the

—

disturb about 6,500 paying vis-|

Black Bloo, Yesterday's crowd|’

The speeches, by anyone who

“Corporations must act if
the arts are to be saved,”
Bates Lowry, director of the
Museum of Modern Art, told
ag ing of executives yes-
terday at a Columbia School
of Business luncheon at the
Pierre Hotel.

He said that cultural insti-
tutions generally are in fi-
nancial trouble and gave ex-
amples from New York, Los
Angeles and Atlanta. He men-
tioned a deficit of $600,000
in his own institution, but
added, “Our situation is not
yet critical compared ‘to the
general one across the coun-

NOILITWOD SUINYOM LUV

New York City, he said,
has t\:lﬁrned the 15 cultural
institutions it partly supports
to expect cuts of between 24
and 32 per cent. “Lincoln
Center,” he continued, “is in
dire financial straits.”

Los Angeles, which has
built a $35-million cultural
center, foresees a $350,000
loss on its operation this
{ear. so the Los Angeles Phil- .

armonic cannot afford a |
home of its own. :

Atlanta has closed its Mu-
nicipal Theater two months
after its opening, and the

Arts - Center is mow half
empty.

Mr. Lowry told the busi-
ness executives of the con-
clusions reached by a con-
ference held by the Ameri-
can Academy of Arts and
Sciences in Boston last fall.

. Consiering the _future of

culturgl institutions in the
year 2000, the conferees said
museums would have to play
an ever increasing role in
“continuing education.”

He noted that the confer-
ence assumed society would
become increasingly techno-
logical and the individual in-
creasingly alienated from so-
ciety. The conferees, he said,
“made the museums respon-
gible .for dealing with the
alienated.”

“How ironic and sad, then,”
he commented, “is the con-
clusion of the conference on
the future of our cultural in-
stitutions. The wvery ones
chosen and looked to to ef-
fect the cure of our society,
to reduce the confrontation
between human beings and
the technological world, may
well not be around to do so.”

Bates Low_ry Calls Business to Rescue

Problems allowed to go un-
treated get harder to treat,
he suggested. He cited past
pollution of the Potomac
River and said, “It has be-
come clear that the plan for
cleaning up the Potomac can-
not make up for the years of
neglect. The completion of
the 10-year plan has not pro-
duced the desired results.”

“The lesson is also true for
the arts,” he added. “The
need is now—not a dramatic
rescue operation 10 years
from now. Like the streams
allowed to be polluted, the
arts if allowed to founder
will not respond to a quick
cure.”

Emphasizing the next 10
years as the critical ones, be-
ginning now, he said: “It is
undealistic to expect govern-
ment aid during that time.”

He concluded: “There is
only one place to turn—to
the business community.”

Urging corporations to act,
Mr. Lowry pointed out that
they now are donating to
tax-exempt institutions enly
:nﬂe cent of their income,
ough they are allowed to

give 5 per cent before taxes.

THE NEW YORK TIMES, FRIDAY, APRIL 4, 1969

i $13-million Atlanta Memorial
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BLACK ART-TECH ART-PRICK ART aiex Gross

An inability to respond o change cah wreck an
institction more surely than the spiked books of &
hundred storm troopers. That is one of the lessons
to be drawn from Sunday's demonstration at the
Museum of Modern Art. A secend lesson is that
it is now abundantly clear that there are hawks and
doves among demansfrators and museum staff alite,
and that the doves on each side will have to learn
1o listen to each other or be drowned out by the
batte cries of the hawks. The third lesson is that
the demonstrators must come up with some new ideas
of strategy soon or suffer the fate of all movements
odptabiagy soammatcsufisn thamtate .olb—all—meve-
sants and disband. Any further confrontation at the
piete lack of communication. The demenstraters must
decide once and for all whether their aim is to nego-
tiate with the museum over reforms, either dirsctly
or indirctly, or to iy setting up a completely al-
ternafe sysfem 4o museurms and galleries. A deci-
sion on this must be made soon, just as the museum
must soon decide whether it is really interested in
changing itself or only in geing through the verbal
moticns, .

The demonstration began peacefully snough,
even in an atmosphere of modified joy, as the Mu.
seum had at the last minute agreed to let the pro.
testing artists into the garden. If was felt that this
meant that the Museum was thereby legitimizing the
protest and admitting that the arfists concerned had
a right to express their grievances. 1t was a sunny
day, and the feeling of joy lasted for some fime.
Speaker succeeded speaker, talking through a barely

* audible loudspeaker which served as a background

1o most of the proceedings, the proof that a demons.
tration was actually taking place. Against this back-
ground a group of three or four hundred people
happily exchanged views, identity-badged museum

 officials sometimes coming to heated words with de-

monsrators and on-lockers, Black artists ware much
in evidence with posters asserfing the racism of the
museum’s curaters. Journalists and photographers
mingled with the crowd, and the ovecall feel waz one
M& a joint spring outing of two rival churches, where
‘no ohe agreed but every one felt it was necessary
to listen. The need to bring the First International Ex-

hibition, of Erotic Art to New York was ako discussed.

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

even for themselves the fres admission they had’

sought for all. :

Talevision of course seized upon the one incident
and blew it up out of proportion, They ake managed
to report that the museum in its goodness was abeut
to hold a public hearing on the very questions fhe
arists were protesting — it was in fact the eriists
who were distributing leaflets calling for the
public hearing {to be held on April 10th), an ides
whick the Museum has consistently shelved in faver
of private committees. But none of this should be
allowed to detract from the fact that an informative
afierncon was had by averyone, not least of all the
museumn staff, and if a small task force of thirty po-
liceman, complete with & wide panoply of weapons,
was hidden in the storage area bencath the cafeteria
from early that morning, it would perhaps be fair
not to call too much aHention fo their presence,
since the museum had the wisdom never to call them
into action,

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

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

It is this last factor which may prove uliimately
most operative — after a long and worthy history
in which they exhibited and defended the leading
modern artishs of the precesding generation, tha
staff of the Modern Museum may simply have be-
come too large, successful, and unwisidy to be able
to function clearly sither as a single entity er an ins-
titution. This, together with & dependence on clwar-
ing sverything with the irustees, may axplain why
new ideas are not applied aven when their applica-
tion is obvious and why promises have not been kept
which were probably made in good faith. This is
meant not as an sxcuse but an explanation, so thet
no one should expect from the Modern Mussum an

_instant granting of the thirteen points, as simple and

solf-avident ax they are.
But it is ultimately also the thirteen pointx and
thair corollaries which will make or break the: Museum

away tomorrow, even if all of Sunday's demontirators
were to disappear, as they are living evidence of
an art word undergoing change: far deeper than
even thoss it has thus far besn able to make articu-
late, evidence of the changes all of socisly is now
undergeing and of the changing role of art within i.
Black Ari, Tach Art, Prick Art — all of these are o5
sontial o the future of the art world, as is the struggle
for artists’ rights and the need for art o ba accemible
to #ll segments of society, Thess demands will not dis-
appear overnight, whatever the fate of the present
demonsirations may be. Anyone interested in attend O
ing a pubic hearing on these questions {and any of
his own choosing) should come to the Auditorium of
the School of Visual Arts, 209 East 23rd Sreet, en

.Thursday April 10¢h from six fo ten in the svening.



technology in ar

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

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

A leading art critic will accuse all artists who co-

operate with rechnicians of treason to the cause of

arf.

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

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

_The name of Leonardo.da Vinci witl be invoked

by technicians to prove thar only a great tech-
nician can be a great artist.

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

Tech Art proponents will disturb the opening .0!
a major exhibition of paintings by setting off a
sound-and-fight bomb.

One or two Tech Art ideas will reach the mass
level. being made in every formn from vast display
devices in Times Sguure to miniature and toy
versions costing a few dolfars.

Light shows will rival television as the home en-
tertaisnnent medium of America. An artist, sub-
sidized By a major electrivel corporation end using
giant lenses ground by the Corning Glass Works.
will wive a light show on the clouwds.

East Vitrace Orneg, Dec, 13 1168

BY ALEX GROSS

Theee painters will artempe suicide, one of them
suceeeding—rthey will cloaim in their suicide notes
that the competitiom o] Teclt Art was too miieh
for e,

An artist being supported by o leading corpora-

g Wl quit Ty past, giving ay By reavon o fack

of clarity in the relationship between artists and
company.

A major corporation will discharge its artists in
residence, giving as its reason a lack of clarity in
the relationship between artists and company.

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

The biggest controversy in att history is brew-

ing. It took a lot of fighting to establish the modern
movement in painting and sculpture, but the battle
over Tech Art will make the modernist controversy
look like a pillow fight. The reason is simple: for half

a century artists have tended to lock at art as the one

possible alternative 1o the industrial society, the one
place where the mass production worid could never

enter, unless it was willing to dress up in its Sunday
best and. pay a high admission charge.

More specifically, many artists and art critics have
defined art as being irrevocably opposed to science
and technology in its basic assumptions and daily
practice. Science might transform the entire world
arounad us and the lives of millions of people, but the
sanctuary of art must remain pure and inviclable.
But now scientists and technologists have dared 1o
turn artists, bringing their knowledge and methods
into the holy places. It is not surprising if some peo-
ple feel themselves menaced. |

There is also the origlnal—versus—reproduction
problem—until recently the original was everything
in art, and reproductions were tolerated only as long
as it was understood that they were merely repro-
ductions. There was nu shortage of people to claim
they could instantly feel out an original from a re-
production, though a few court cases involving for-
geries ought to have weakened this comviction. With
Tech Art it is hard to see how this distinction can
be totally maintained—the copy that is mass-pro-
duced in a factory may actually be superior to the
Tech Artist's clumsily assembled prototype. Fur-
thermore. if the artist’s first model does find its way
to a museum. will it be an art museum or a mu-
seum of science and industey or does it matter? It is
obvious that a number of things are in for a.change.
not least of all the categories of thinking inside our
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(e thing 10 gor
that there &
Bogoadd amd bad paitGne—m baet the standards may
be clearcr in the bong run for tech an than for pame-
ing. Bot m oo show hke tha a2 the Brookivan or the
Modern for rhe darest daplay at the Howard Wise

strrnghtl from the beginning &
ginott i nud Tech Art just as there

Gudlory b theoe o dernthes cloment af werk which
certain teontieeace judiemen?, yuile apart from the
RS th;

woho fine w

At SIVLT pieee.

thosy

Toan

WA ! i hove done,

winthe, hoy seadins o gl s o ereute an at-
rnosphem wiwere tio whiole is {ar greater than the
sum of the parts, a wixcd-media environment, wisich
bas 2% much 1o do with theatre or architecturs or fun
harages of the fotere 88 1 doos with what bas tradi-
ticnally been underdood as a1, This is one reason
why conventionsl orftics have missed the point of
these two shows,

What 15 needied 1o judge and understand these
new environments is not a painting or sculpture cri-
tic at all bur a mned-media correspondent. corre-
spondent rather than ontic because /it is often neces-
sary to “iravel” ioto the world set up by these envi-
rommemi ang sbserve how they fit for do not fit) to-
gether on their own lerms. An outside view of the
individua! elements can sometimes b completely ir-
relevant, even o i1 15 correct as far as it goes. Sern
from this viewpoint the show at the Brooklyn is an
eROTMONS success. constantty provoking the brain n
anv number of directions, creating meaningfui mo-
tion inssde the mind itscif. [he show at the Howard
Wise gatlery is sinulariy uccessful, though on a
smabler scale, because the organizers realized it was
there ot jeast partiatty to amuse and to create in-
ternal motion. 1 he show at the Modern is less suc-
et because the orzanmzeis wore oot sare whether
they prosem o complete historical re-
troapecti: or merely iy W shiow how with it they
arr. n many ways the hodern remains wedded 1o
the coim, grey, “seriops-art” concepts of the thirties.

Mixed-mudia environments can cume in ali shapes.
sizes, and moods from the glare of an amusement
park to the coniemplative air of a neo-Japanese par-
den. I fact the muscunms ot the future (if there is
still any reason to call them museums ) may be build-
mgs and domed-m picasurc pardens entirely com-
posed of different mixed-merdia environments, cor-.
responding to all the fevels inside the human beain.
Here will be constructed in at least four dimensions
all the psychic states which have blessed or bede-
villed man from the beginnings of time-—they will
be externalized. and he will be able to walk through
them and iive them out harmlessiy on all sides
of him mstead of having them ke control of him
unpredictibly from within. What we call museums
teday wil be conserved in a single historical wing
of these gigantic Mind Palaces,

The ceow. in Brooklyn is a step on the way h-
wards this. which means that it is likely o be gon-
troversial amony museum administrators eewwebves.
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irrelevant, but for the present it is still a mean-
ingful one. The people at E.A.T. (Experiments in
Art and Technology) have not thought this aspect
completely through—it is perhaps too much at this
phase to ask that they should have—but they seem
to be favoring the technician at the expense of the
artists. At any rate they have bestowed their prizes
on the technicians rather than the artists (almost all
the works are the product of artist-technician co-

shaping), and it is 4 jury of technicians which has
awarded these prizes purely on the basis of tech-
nical considerations:

Now it has always been obvious that a work
which is technically stunning can add up to less
than nothing on the artistic scale, just as an artistic
idea can be vague and vapid without the technique
to make it happen in reality. This is as true of Tech
Art as it ever was. In some cases a perfect marriage
of first-class art and technology may be achieved, in
others the contribution of both may be unimpressive.
It should also be remembered that the most ingenious
work is often not the most intricate but the simplest
one—that which does most with least. Tech Art
should never become an absolute end in itself—it
would be ironic if in ten years art should have gone
from abstract expressionism, which sacrificed tech-
nique to feeling and form, to another exireme de-
manding technique at the expense of ccat-at and
feeling.

In any case the question of standards for Tech
Art, either as individual works or as mixed-media
environments, is something which requires a great
deal more thought if art and man are to be brought
a step further through them. The possibilities are
there beyond doubt, shining and immense, full of
all kinds of promise, and the only person likely to
be unsettled by them is the artist uncommitted to
either Tech or conventional art, wondering whether
to join E.A.T. or be eaten.




April L, 1969

AN OPEM LETTER TO TODAY!'S VISITORS T) THE MUSEY OF MODEXN ART

A PR0POSAL FOR THE ESTABLISHMINT OF A BIACK WING AT THE MUSEUM
- DY W T ¥ DR, MARTIN RING, JR.

WHY A BLACK WING? MARTIN LUTHSR KING MEMOSIAL AT MOMA SEGREGATED BLACK &1

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

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

- black advlisors on the Committee protested this raecist insult to the
blaeck cultural commnity, which was really the most blatant contempt
for vhe creavdive strugple which permeated the life and perpretated

the death of Dr. Martin Luther King, Jr.

THE WHITE CULTURAL COMMUNITY SUPPORTED WHITE RACISM IN THE NAME
OF DR. MARTIM LUTRGR XING, JR.,

Mriginaily the Memorial Exhibltion for Dr., Martin Luther King, Jr.

huu Lnciuuen vhe works of no black artlsts] Black artists were
incluueu tor vhe first time as the direct result of pressure from

the ulack cultural community. None of the white members of the
Committee eveu recognized the racism, nor were they repelled to the
poiny of raising their voieces ageinst this insult to the memory of

Dr. Maru.in Luther King, Jr. How, we ask, can the white cultural
communivy survueve when 1ts leadershlp, in the personsz of such
distinguished fipures as Mayor John Lindsay, Mrs., Aristotle Onassis,
Carroll Jania of the Sydney Janls Gallery, Edward Fry of the
fruggenheim Museur, Henry Geldzahler of the Metropolitan Museum of Art,
John Gordon of the Whitney Museum, Donelson Hoopes of the Brooklyn
Museum, Karl Katz of the Jewish Museum, and William S. Rubin of the
Museum o1 Modern Art, fail to react to the Museum of Modern Artts
racist tresatment of black artists and blatant insult to the memory

of Dr. Martin Luther King, Jr.? Obviously, they either expected
black artists to be megrepated, or they felt such a liberel streak
that they were included at all that mere relegation to a back room
represented In their minds a giant stride toward tokenism at the
Mugeum of Modern Art, More likely, they never thought anything at all,
which 1s the best way to support the racism that buried Martin Luther
King, Whatever the explanation, black artists can no longer walt for
MOMAt's brand of Integration, which is already 100 years late in coming.
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L SEFARATS NLACK WING I HOYOR O~ DY, MARTIN LUTHER WING, JR. WILL
BRI NG THY BLACS ALY MOV MuNT 70 PHY MUSEM OF MODERN ART AYD THE PEOFLE

The “ussum of Modern Art has already had 3l years in winich to glve
recognition to the accomplishments of black artists. At this polint,

25 million blaeis and Puerto :lcans have received absolutely no

cultural identifiestion from the Muscum of Modern Art, Black artistsa
reqiiire the same exposgurs niven to artists of other movememts even In
thelr infancy., “he winga and pgalleries of the Mizeum are most often
composed of groun ars, identifiable aceording to ethnle, philosophieal
ob nationusl S.rainiz, The several wings devoted to the works of American
arulsus have signally lailed to iluclude the works of black and Puerte
Alcun ariistas==Ainericans, oo,

INTHGEATION MEANS WAIT AMOTHER 100 YEARS; A 3FPARATE WING MEANS NOW

A ceparsue Blacs Wing &t the Museum of Modern Art will mean that black
arvis.y can ussemble an exnioition 1n honor of Dr. Martin Luther King
thau wlil honor vhe urae spirat of justice and equality and fresdom
for wnich he lived, worked, and died,.

Tt will meun that eh 175,000 publie school children who visit the
Mugseum annually will kmow the contributions of thelr own black and
Puerto 1ican culture, with whiech they can identify, and that the

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

It will mean that our young black and Puerto Rican artists will be eble
to exhibit in the Muselm just &8s voung white artists are able lo, and
enjoy the development and international exposure and support that only
tha Muszeum of Modern Art can zive them,

9 WILL PAY POR THY MANTIN LUVIER ¥ IN@ WING FOR RLACGK ART?

Public money supnorts thls Museum, No amount of ahrieks apout

private endowments can overcome that fmcte These private endowments

are unuerwriiven by our ¥edsruu Movernment in the form of tax abatements
Whioh wwolit 00 s muen as cinety per cent of the sctual value of the
enuowmeni, Donations have come {rom more than 900 private donors,
ineluaing wore chan 200 corporacvions, How mich o thla corporatas
conurivuvion reureseats earuings on sales to black and Puerto Rican
cunsumers? Tax aputement 1s a recopnition that donations to the lMuseum
apes a conweriouulon vo uvhe public good, Is the publlc good gerved by
exciuuing vlace ary aad Puerto Rican art from the Museum, or segregating
it in soms puck roori of the Museum? Should your tax burden, whlch must
compensave for vhe abutement granted Lo these private and corporate
dorors, be increased in order to suppori the racizt policiea of thls
Museum? Are these corporate donors, whose incore derives in substantial
amount frum purchases directly and indirectly by the black and Puerteo
Rican communities, willinz to stand up and acknowledge that they are
using money taken out of the black and Puerto Nican communitles, and

tnx relief which is redistribubed as a burden on the taxpayers of the
black and Pperto Rican communities, in order to support the gtrangulation
of black and Puerto Rican art? 67



WHAT CAN YOU DO?

¥You can put agy ena to uhis dilsgrace, thiz deprivation worked upon
wnlte, viack, &na Puerto Rican ailke, You can put an end te the
disgrace of the Mugseum of Moderm Avrit's sponsgorshlp of art shows at
American Embassies 1n Africa which exclude the works of black and
Puartoe Hlcan artists,

HOW?

The relevancy of the Museum of Modern Artds program to the black and
Puerto Rlean communities will be researched and evaluated in the form
of a guestionnalre to be distributed to the ataff of the Museum and
to all arte-loving, community-conselous people,

On April 13th, 1949, 200 black and Puerto Rican students will begin
the evaluatlon with a waiking tour of the Museum of Modern Art, We
shall meet at 12,00 Hoon that day In the Museum's sudltorlum, Come
- %o that meeting, Bring your interested friends. Join us, Ask
questlions of the speskers, Wrlie to the Mussum-=
MUSEIM OF MODERN ART
21 Wegt %3rd Street
Hew Yors, Wew York 10019
or cfall the Public Informa.ion Department
2L5=3200

Halp us evuiuate}

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

2uy Fast 23rd Street, New York Clty (Manhatten}, Public $ransportation
is proviueu vy the IRT Fasu S1de (Lexington Avenue) Line to the 23rd
Street Stacion (Local); BMT 1lhth 3t. Canarsie Line t¢ Third Avenue.
Connectiona from the Independent Line can be made to the lith St, Line
at Elgth Avenue and lhth Street; from the 6th Avenus Subway at 3Lth
Street, Downtcwn Express to Imion Square, then elther Lexington Ave,
Local uptown to 23ra 3t, or lith St. Cansrais Line to Third Avenus,

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

Joln us 1in our flght, It is your fight, too, It is Americats fight,

and the fipght which we must all make If what Ameriea professes to
stand for is to survive,

RLACK. AND PUSRT" RICAN STUDENTS
AND ARTISTS FOR A BLACK WING IN
MZMORY O DR, MARTIN LUTHER KING,JR.
WOR INFORMATION CONTACT:
TOM LLOYD 154-02 107th Avenue Jamalca, NV 11i33 657-5433

FATTH RINGOOLD ALGL W, 1L.5th Streeuv NYC 862-5876

62



THE NEW YORE TIMES, TUESDAY, APRIL 8, 1969

“'Harlem Photf)graphef Sees Lifework Hauled Away

By RGSERT M. SMITH old photos for chauifeur'slboar(_i boxes and one wooden city’'s Bureau of Encumbrances.
James Vai: Der Zee, rumpled licenses and lockets and wallets, | packing crate filled with nega-|\Mr. Van Der Zee has 30 days
R Rt mounds of paper, phone books,!tives and photographs, some of to claim them, if he can find a
but dignified in his brown felt ti 4 the brops he used ; !
hat and b v BUIE. Atod in cans, and the props he used|them dating back to 1915 when|house or apartment to live in in
at and baggy gray suit, sto0C)for hig photos—mainly trellises\Mr. van Der Zee bégan his|the interim
at the door of his photo studio|with artificial flowers. A golden| Harlem picture-taking. M Van Dér Fee skid b bad
last night and watched more/valance still hung amid the|™ “Juct ‘about every event inlno idea where he wso:ud :pe:d
than 50 years of his photo- emptiness at the rear of the Harlem” during those years waslast night. His wife, 76-year-old
graphs of Harlem being carted|studio, directly above a 12yeTlin the collection, Mr. Van Der|Gaynell, was taken to Harlem
out. . |of litter. \Zee, as well as most of the im-|Hospital, the photographer said,
Called Michelangelo by some Photos of Speliman portant persons who lived in|when she became overwrought
policemen and G.G. by hundreds| The stocky old man raised the area or passed through, during the eviction.
of the Harlem residents he has|his cane. Caught on the rubberlfmm Marcus Garvey and Father| Drinking from a container
photographed, the 83-year-old|tip was a roil of negatives on|Divine to Adam Clayton Powell.|of skimmed milk, Mr. Van
Negro photographer was being|wide, old fashioned film. He/ The photos featured in “Har-|per Zee continued poking
evicted from the four-story'held it to the light. “Cardinal/lem on My Mind” are in theithrough the rubble in the
brownstone he had lived in for Spellman at his silver jubilee,”|care of tl;e curator of the ex-igmall studio. Someone acci-
the last 28 years. he said, and rolled the film intoihlhlt. Reginald McGee. Mr. Van|dentally set off a fire extin-
The eviction came only|his coat pocket. | Der Zee said. He added that Mr.|guisher, and the spray shot
weeks after he was prominently| The city marshal had come at/McGee had aiso come early|across the room. The photog-
featured in the “Harlem on MY|10 o’clock to begin the removal.|yesterday, before the marshal,|rapher, perspiring heavily but
Mind” exhibition at the Metro- Mr. Van Der Zee was being/and loaded as many photo-|with his hat and tie still in
politan Museum of Art. evicted for nonpayment of rent|graphs and negatives as heiplace, brushed the wet debris
“It is the highest time and foilowing a dispute concerning|could into his car. aside. Under it was a tightly|
the lowest time,” said Mr. Van|the mortgage to the house. All| The rest of the photographer’sirolled American flag.
Der Zee as he looked absently|day long the moving men had|lifework was to spend the night| Mr. Van Der Zee picked up
around the silver-painted studio|been transferring Mr. and Mrs.|in boxes and crates in a mov-|the flag.
on the first floor of the brown-|Van Der Zee's goods into a van|ing van parked in a lot in St.| “Do what you want to this
stone at 272 Lenox Avenué, in front of the house. Albans, Queens. From there thejold gray head,” he quoted,
near 124th Street. Included, by Marshal Edwin|collection is to go to a ware-|"but spare your country’s flag.”
He poked amid the debris of|B. Adams’s eount, were 20 card-|house to be designated by the/He chuckled.

Stevens and Heckscher Discuss Fund Crisis in Arts

* By RICHARD F. SHEPARD l'
* The money crisis in the
*arts was underlined yester-
by two speakers who
been prominent in gov-
ental cultural affairs
grams.
E_— Roger L. Stevens, a Demo-
Ferat who left his post last
month as chairman of the
National Council of the Arts,
refused to be pessimistic
about the future Republican
uardianship of the arts. But
ugust Heckscher, who di-
cts recreation and cultural
ffairs for the city's Repub-

: Mr. Stevens, who Is still
o § chairman of Washington's
i John F. Kennedy Center -for

the Performing Arts, said,
“I'm not as pessimistic as
most people think they should
be. Some 95 per cent of those
on the boards of trustees of
arts organizations are Repub-
licans. They're going to see
to it that money is available
to make up the huge gap.”
He noted, however, that al-
though $15-million is author-
ized by law for the Federal
arts program, only $7.5-mil-
lion is allotted in the budget

can administration, ex- . oty e Judme
ssed fears that a “broad The Hew York Times (by Donal F. Hetway) planl Mor :m;:caog’f“ isl.sc }?e

chment” is at hand on gan pAY'S END: James Zan Der Zee last night in his  Jqq.
- ' ; dded, will probably be cut
levels of government. " parjem studio, which he Is being evieted from. He spent  away. No. i M o i
be expressed in a crisis the day watching movers take out cartons of negatives Stevens as head of the Na-

tional Council ‘of the Arts

ildi has more than 50 ye: hot hing Harlem.
eh:ir;'nt:e'?'h];mﬁ(:?dg giP tfrfé e e ln - z m,p o — has yet. been .named by the
. Wi Nixon Administration.

m of Modern Art, and
the head of the Ford Founda- Mr. Heckscher stressed the
need for a more aggressive

tion's e

Mt!ymmgaoﬁ?? de]:::i? atﬁitud:h by artsh Insuu;t;o;s

Foraf i when they are threaten y
O o e T a diminution of city funds.

¢ and pri s

! its i!rm‘{auttfon{fr the arts and He called the proposed 24 per
1 This has been accompanied cent reduction a “crippling,
* by the announcement of a - horrible blow.”
. curtailment “You are going to see the

of activities by :
Lincoln Center s dirty, the parkway
fox the P> ?::gs unclean, and the ice

t.cut city ﬁ;g . mm:f ; e skating in Central Park on a
ieeums and librarles by 24 shorter schedule,” Mr. Heck-
‘.‘p'er cent in the budget now The New York Times  scher said, adding that all

being considered, by the August Heckscher, left, and Roger L. Stevens at the Sardl’s | SUMMEr Prograrms, which have

zg‘“t of a severe cutback in  pyaeting, whers tioy discussed government aid for the arts. helped contribute to the civ.

rvices and a trimmin il peace of the city,” would
the bud;e:w for the Ne\ﬁ s haye t::u be curtailed.

York State Council of the peting demands for money in  zation of theater editors and “We ve reached a critical
“rarts, the military and social areas, reporters, at Sardi's. They moment in what had been six
Unlike other crises, which has been shaving allocations  were joined by Harold Clur- or seven years ul:. advance-

- often produce great art as for the arts. Public giving man, critic and author, who ment in "the arts,” he con-
the upshot of tortured human has also dropped off. emphasized that the arts tinued. That moment of
events, the arts crisis has Mr. Stevens and Mr. Heck- were not an “ornament” to brightness seems to be fad-
aroused fears that cultural scher made their comments society, but an essential in- ing. The crisis is overlaid by
activities will decline. The at the monthly meeting of gredient that should not be a falling off in tl!'te amount

. government, because of com- the Drama Desk, the organi- forced to beg for support. of private giving.




STULLNTS AND ARTISTS _UNITED FOR A MARTIN LUTHER KING JR. WING FOR BLACK
AND P'UJERTO RICAN ART AT THE MUSEUM OF MODERN ART IN NEW YORK CITY

PAITH RINGGOLD 2345 W )145th 5t. NYC 862-5876
TOM LLOYD 154 -022107th Avenue Jamaica NY 6£57-6433

THE MUSTUM OF MODERN ART EXCLUDES BLACK ANT) PUERTO RICAN ART

The Museum is the international pace-setter of the modern art movement. [te exc!lu-
ion of the work of black and Puerto Rican artists has denled them recognition, suvjs ot
and the impetus for development which every art school and movement reguires. il
stands as the redoubt of the only great cultural empire in America which, however
unwittingly, perpetuates total and unrelenting racism in America, Mugic, dance,
theatre, literature, and audio-video communications have made themselves great

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

TiF MARTIN LUTHER KING B, WING WILL BE SEFARATE~-BUT ONLY A3 THL YOLE 2
SEPARATE PROM THE SHELL. Black determination has never failed to provide crestive
leadership to surmount every hurdle to freedom. We cannct be free until gur art is frec!
We would gladly be free in any way, But we have been 34 years at the Museum waiting
to Le free without being separate, and there have been no retrospectives for Jacob
Tawrence or Romare Bearden, no publications devoted to their work , no group shows
for cur younger artists. If cur art is not to be mixed with the art of whites, well, so
he it! Give us our own wing, where we can show our black and Puerto Rican ortists,
where we can proclaim to the world our statement of what constitutes value and truth
and the spirit of our people! Give it to us, or tell us that we have no place ar all in
your museums, just as we heve no place in your churches and clubs and cooperatives!
Can the Museum of Modern jrt at least be that honest about it? We ask Governor
Rockefeller and Mr. Philip Johnson of Johnson's Wax--trustees of the Museum--tc
meake reason prevail., We w 1i have our art, and we will have our wing. We have our
own thing to do, something “hat grows out of our different experience as a people,
coupled with the unceasing 1ced of black and Puerto Rican people to give reason and
vitality to existence. Modern Art needs a new direction and impetus--away from the
"Cool School” emphasis of 1se of materials in the hope of avoiding the revolution,
Black and Puerto Rican Art proclaims to the world: "We are the revolution! We are

25 million strong, very much alive and very seldom cool! OQur art is not dead, and

we will not let it die, because to kill cur art is to kill the spirlt of our people!

That is why we must have “he Martin Luther King Wing----NOw 111"

AT 312 NOGN AT THE MUSE JM OF MODERN ART, 21 W 53 St., in the AUDITORIUM,
SUNDAY, April 13, we will conduct an evaluation of the Museum in its default of
culturai responsibility to the public and cultural integrity to itgelf and the artistic
community. TAKE PART, CARE. SAVE BLACK AND PUERTO RICAN ART FROM
CULTURAL;ENOCIDE. SAVE AMERICAN ART FROM THE FOLLY CF RACIST SUICIDE!



A MESSAGE TO THE BLACK AND PUERTU RICAN COMAMUNITY ABOUT THE IMPORTAH G
C1" PORTRAYING THE CONTRIBUTIONS OF OUR C U TURAL HERITAGE

WITY IE IS IMPORTANT

Although we are all members of the sarpc human fomidy, our experience as a people
hae helped to make as different from otaer groups, just as our individual experiences
nike ue as indivuduals different {rem one anahar. Thet ¢lfferentness is a right: it
rakes us who and what we are, and that difforersn-sc has o right to be respected and
preserved. The differentness of other Americans is recorded and preserved in the art
of their group; their children and our children 500 it, and this fosters identification
and a sense of worthwhilaness. Cur childrern ans e ourselves are entitled to this
same ldentification, respect, and sense cf wertiowbilonass enjoyed by others. The
public wehicle for helping to sustain ard encourage all of this is the museum. For
penple alive, developing and contributing tndsyv, the forewoest vehicle in the world
for telling the story of cultural contribution is the Museum of Modern Art.

1S IT BEING DONE ?

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

200 black and Puerto Rican students will assemble in the Auditorium of the Museum
of Modern Art for a brief orientation on methods of evaluating whether orf not the
Museum of Modern Art is usefully fulfilling its obligatica o portray the cultural
contributions of black and Puertc Rican artis:s and to detcrmine whether that portrayal
could be better served by the establishment of a black and Puerto Rican wing at the
Museum. OCultura! leaders of the community will speal to the group. We urge you to
support this work either by personally attending, or by encouraging others to attend,
or both.

WHY A SEPARATE WING?

Tie Museum maintains wings for the axnlbitioa of Tatch, Russian, Italian, Austro-
Germanic, and other ethnic and naticnal culturai contributtons. Biacks and Puerto
Ricans amount to more than 25 mi lion Am-ricias--2ne out of every eight. Our
distinctiveness as a people is cliarly recegnied In the many laws, practices and
customs within the American soci ty which declared and even today declare such a
difference. In short, we are diff. rent for purcases of unegual treatment, but not
different for purposes of equal re agniilsn o7 our cultural individuality. I we are
differeni --and we are ameng the irstto insiz: 1Rt we cre--then we ought to be able
to present that difference througl our art and ether culiaral contributions in a Martin
Luther King, Jr. Wing of the Mus »um of Modern Art.

ST'PPORT YOUR CHILD'S RIGHT 1O KNOW, ENJOY AND UNDERSTAND HIS RICH
CULTURAL HERITAGE. HELP TO °REE BLACK AND PUERTO RICAN ART FROM THE
CULTURAL GENOCIDE PRACTICE J BY THE MUSEUM CF MODERN ART TODAY.
WITHOUT A MARTIN LUTHER KIMG, TR, WING, BILACK AND PUERTO RICAN ARTISTS
WILL HAVE TO WAIT ANOTHER 110 YEARS FOR FREEDOM, IF CULTURAL GENOCIDE
DOES NOT IN FACT, AS IT SEEK TO DO, WIFEQUT OUR CULTURE ENITRELY.
BRING THIS PAPER WITH YOU T THE MUSEUM THIS SUNDAY, OR MAIL IT TO A
MEMBER OF OUR COMMITTEE.

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

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

11 West 53 Street, New York, N.Y, 10019 Tel. 245.3200 Cabie: Modernart

Bates Lowry April 10, 1969

Director

Mr. Tom Lloyd

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

Dear Mr., Lloyd and Miss Ringgold:

The Mugseum welcomes group visits of students although it is impossible for
uE to make our auditorium or amy other space available for briefing sessions.

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

Your letter of April %, which we received April T, also refers to works of
art on view at the Museum. As in all art museums, the works in our galleries
are selected for their quality as works of art; they are grouped according to
stylistic affinities without regard to the artist's religion, race, political
affiliation or the country in which he was borm. For the comvenience of our
visitors, the galleries are arramged in rough chronological sequence according
to historic styles or movements In 20th-century art,

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

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

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

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

Sincerely yours,

Bates Lowry
BL:vb

SOME QUGTES
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Liberation News Service <
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If you are not careful, the newspaper will g 5
have you hating the people who are being =)
oppressed and ioving the people who are doing 5 w e
(<9
the oppressing.
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+ - + E Mmoo~
M oA Z
S & @
I'm for anybody who's for freedom. I['m for S g a
anybody who's for juziice. I'm for anybody v W —
Ly Ly 12 t . - ] o
who's for equality. 1'm not for anybody who tells g 3 8 B
me to turn the other .heek when a cracker 1is E‘E o é ]
. . " } = -
busting my jaw. i'mnor for anybody who tells - o
black people tv be nop-yioient while nobody 1is ‘% 8 o
telling white peuple L2 b noen-vielent. o é o
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. . T g B
. . ) . . 8 g
We are anti-exploitation, anti-degradation, E
anti-oppression if the white man doesn't want -

us to be anti-him then let him stop oppressing,
degrading and exploiting us.
--Malzolm X
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the village VOICE, April 10, 1969
- | The second demonstration |8

art

MOMA & THE WORKERS

by John Perreault

The Museum of Modern Art
seems to have been playing a
delaying game with those artists
and writers who, sparked by the
Takis incident, have become
concerned enough and socially
conscious enough to demand
museum reforms. These reforms, I
believe, would not only aid artists,
but aid in increasing the museum'’s
relevance and perhaps insure its
very survival. But the longer MOMA
delays, contrary to expectations,
the stronger and the larger the
group of concerned artists grows.

Undoubtably, many within the
museum’'s structure would
themselves like to see these
reforms, but one doubts that they
are in the majority. The initial
negotiations and confrontations
were handled very badly, so much
'so that 1 felt it necessary to
withdraw my deKooning lecture
as a protest. As the group—mow
called Art Workers Coalition,
“workers” being the only word
anyone could think of that would
make room for writers,
choreographers, historians,
film-makers, etc.—has grown in
numbers, the museum has grown
in sophistication. Rumors
circulated that the  first
demonstration might be met with
an invitation to a party.

Why do art officials still think
that artists can be placated by a
little wine and a little bread? The
view that artists are children is not
only romantic, it is also childish

itself. It is also convenient. To
grant artists any autonomy,
wisdom, or intelligence might
' mean that their demands would
| have to be taken seriously. Perish
| the thought. :
| Occasioned by the museum’s
| refusal to give yes or no answers to
any of the 13 proposals for
reform, there have so far been two
demonstrations. At the first, on
Saturday, April 22, a token group
of 25 carried signs, handed out
1eaflets, and gave out facsimiles of
MOMA’s artists’ admission pass,
clearly stamped Art Worker in
large type. They petitioned for
free admission and were, of

| | MOMA’s garden, stripped of most

course, denied.
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occurred the Sunday before last in
|'of its sculpture and temporarily
sealed off from the rest of the
museum. The museum is terrified
of vandalism, but the protestors

have a strong anti-vandalism |

policy. They are idealistically and |
perhaps misguidedly for art,
otherwise most would not have
spent so much time trying to get
the museum to reform.

MOMA in a clever move (some

might call it ‘‘repressive
tolerance’) threw open its garden
gates to more than 300

demonstrators, a good number of
whom, contrary to the New York
Times, were indeed black.
Speakers took turns at a bullhorn

and the museum passed out its!
own mimeographed literature. At
one point a group of protestors
demanded exit through the
museum, The museum provided a
ribboned-off corridor.

The following day the Times
quoted Museum Director Bates
Lowry as saying that the public
| hearing and free admission were
“absolutely impossible, and can’t
be considered.” At last a direct
answer! The Art Workers

Coalition, however, is having an '

open hearing on its own at the
School of Visual Arts on April 10
from 6 to 10 p. m. The subject is
“What should be the program of
the art workers regarding museum
reform and to establish the
program of an open art workers
coalition?” Each person who
wishes to speak will be assigned,
upon arrival, an approximate time
for speaking. All witnesses are
encouraged by the Coalition to
present their views in writing. The'
complete record of the
proceedings will be published and
brought to the attention of all art
workers and art institutions in
New York City and elsewhere.
More than any of the recent

The protest activilies so far
have already accomplished
something. - 'The museum is
beginning to wake up, slowly, very
slowly. It should be perfectly clear
by now that MOMA can no longer
rest on its laurels. New times
demand new policies. The
museum is in the process of
appointing a special committee to
look into the questions recently
raised, although the members of
the committee have not been
announced and its eventual effect
remains in doubt. The museum has
recently announced a Children’s
Art Carnival at the Harlem School
of the Arts. A statement of
policies handed out during the
Sunday demonstration helped
clear up many misunderstandings.
Some of the anger and distrust
toward the museum can be
directly traced to bad public
relations, particularly in regard to
artists. =
| Certainly a lot of difficulty has
arisen merely because of the size
of the museum’s organization.
Red tape can be held responsible
for many of the artists’ gripes. I
feel that as a token of its good will
the least that the museum can do
at this point is to grant at least one
of the initial demands: Appoint a
responsible person to handle any
grievances arising from its dealings
with artists—a sort of artists’
ombudsman within the museum.
Along with this, however, would
have to come a change in attitude.
Artists can no longer be treated
like children and second-class
citizens, and the wishes of a living
artist in regard to his own work
must be respected. The time has
now come when in order to insure

i

demonstrations, I think that thisis || a healthy “gate,” MOMA needs Ly
an important, positive step || the artists much more than the o
forward. artists need MOMA. =
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THE NEW YORK TIMES, SUNDAY, APRIL 6, 1965 _ Museums Warn Ci ty Bud get Cuts M ay Close Them

By EMAMNL
The city’s museums, botanic
other cultural

they may have to operate part-

time, move to other cities or|

close down if they are forced
to comply with budget cut-

ing.

The warping was coniained
in a letter to the Mayor from
the Culturai Institutions Group,
in¢., made public yesterday. The
organization represents (8 mu-
seums, lbraries, gardens, the
Aguarium  and  other quasi-
public institutions that are pri-
vately endowed but receive city
findncial assistance.

The cuitural groups said gal-
izriea would: have to be closed,

the operation of many facilities
limited, and special programs
for schooichildren abandoned if
they complied with a request
by Budget Director Frederick
O'R. Hayes to reduce their
budgsts by 24 per cent.

Az examples of what the cur-
- | by the.ci
;taqld mesn, they cited the fol-

;2
proposed reduction of
$482,000 in the budget of the
Metropolitan Muséum of Art
would mean it would have to
close either on Mondays or
Tuesdays, or close half of the
;ttnl!:rm Monday through Sat-
Urday.

§Fo¢the New York Botanical

Gardest the $276,006 cut would

r

Gl

“im Gl
= L]

f

admit school group: only by| the Museum of the City of New

|the closing of the conservatory,
e |museum exhibits and other
and zoological gardens and|jic facilities either completely or|
facilities have for several days each week, and|
warned Mayor Lindsay that|the closing of the more isolated |’
|sections of the gardens, since|

110 guards would be available.
The American Museum of!
Natural History, asked to cul!
$503,000, would drop 70 em-| ,
backs that City Hall is demand- |ployes, close on Sundays, holi. | Academy of Music,
days and five weeks in the sum-
mer, restrict visiting to 11 A

ub-
life conservation a
mental research.

letter said, at

|lyn Botanic Garden
M.

ito 3 PM. on other days, and| New York City [all

appointment.
gFor

budget cut would cost 35 jobs, |Island Insitute of Arts and
force the Bronx Zoo to be!Sciences, the Staten Island

| York,

Society,

|iyn Childrens’s Museum, the

the Queens Botanical
New York Zoo-|Garden, the Staten Island His-
logical Society, the $425,000!tonical

nd cnviron-|

Cuts Called ‘*Catastrophic’

Comparable curtailments of)
service would be impbsed thei
the Brooklyn

the Brook-|
, the Birook-|

of Science,

the Staten|

I, PERLMUTTER |mean the reduction of 35 jobs,|closed pari-time and rause ihe|Zoological Society and the
New York Aguarium to cur-iWave Center for Enviromen-
tail various programs in wild-|tal Studies.

Ralph R. Miller, chairman,
chairman of the Cultural In-
stitution Group, said:

“The cutback asked of
these institutions is minor in
terms of savings, but catas-
tophric in terms of perma-
nently damaging the reputa-
tion and programs of these
institutions so  that their
ability to maintain their posi-
tion of eninence and attract
private support is put in an
untenable position, leading to
the possible moving of cer-
tain museums to other cities

and the
others.”

permanent closing of
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| 'Dihéshiaents" Stn Art Worfd

By GRACE GLUECK

Stewtd the Museum of
' Modern Art be shut down?
.Or should artists simply
; e 1i? Are black artists
qentitled to special exhibiidon
facilities? And what are
Fome ' onstructive alterna-
tives to the present art world
-structure?

‘ Questions such as these
will be discussed Monday
night at a mesting of the
Art Workers’ Coalition, a
group of dissident artists,
wrriters, filmmakerg, critics
_and museurn people. The
’ te be held at Mu-
‘seum, an ertists’ cooperative
exhibition ball at 729 Broad-
way, i5 a contiruation of a
poblic discussion staged by
the group Thursday- evening
at ihe School of Visual Arts.

The heated. but relatively
decorous meeting (two fire-
crackers went oif) lasted
four hours and drew a come-
anc-go audisnce of 250 peo-

They heard nearly 50

i speak on topics
yanging from the Museum of
‘Modern Art and its contem-
porary relevance to the life
gtyle of wealthy artists.

A number of Negro artists
the floor, and read simi-
lar statements denouncing
the Museum of Modern Art
for its alleged exclusion of
black and Puerto Rican ar-

»

" school
would meet at the museum

- tomorrow at noon. There they

will conduct a “walking tour”
for the purpose of “evaluat-

the  museum in its de-
fault of cultural responsibil-

children .

ity tc the public aad the
artistic community.”

The group had requested
use of the museum’s audito-
rium for “briefing purposes.”
But permission was denied, a
museum spokesman said, on
the grounds that the museum
does not lend its auditorium
to any group for such use.
Members of the group, un-
less holding special admission
cards, will also he asked to
pay the regular admission
fee.

“We don't intend to,” Tem
L!oy&, # Negro artist and one
of the group’s organizers,
said. “Our whole point is
that black people cannot af-
ford to pay the museum's
admission fee of $1.50. Nor
can blacks afford to become
members.”

Filmmakers were another
vocal group at the Thursday
evening meeting. Also using
the museum as their target,
they called for a number of
improvements in the Film De-

E N N e o e

regarding
the museum included ons by
Lucy Lippatd, & critic, that it
shift its exhibition function
“to a series of smaller mu-
seums resembling branch li-
braries, in loft huildings, or
any large simple space—as
vital community centers that
would provide space for ex-
perimental prejects in  all
media.”
Sol Lewitt, a scuiptor,
whose statement was read
£ that the

25 yearg
of;omar ﬂ:mk would be gold
and proceeds used to
maintain a truly modern col-
lection,” he suggested.

A number of. ideas were
also put forth on the artist's
role. Bill Gordy, a film edi-
tor, rejected the idea of a
“darkies’ wing® at the muse-
um (“How about a wing for
women? WASPS over 307
Jewish Heterosexual Magic

Realists?").
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COMMUNITIES

RAT , MAY I , 1969

By Jon Grell

The term ‘community control’ was
lost to the pages of the New York Times
when the teachers strike ended in
Novemnber. Uptight, straight, ruling class

America feels that it has returned toits

subtle takeover of the areas of the city
thought to be ‘ghettos’. The white,
liberdlly mesmerized community feels
secure in its knowledge that the
tenement strewn streets of the city can
be controlled. Communities of people
‘speaking the sime language, with the
'same needs, the same wants, similar
_emotional feelings towards each other
_create binds of trust that cannot be put
.into words. Together vibrations; the
-casual nod on the sidewalk, the raps in
‘the grocery store, ‘What’s happenin’,
“man’. The words may be in a different
‘language or the jargon may be different,
but the feeling is the same. And these
people, not a nameless mass, but
-together people living in the same
-house, on the same block, all know that
-they don’t want anyone outside their
-fives, different from their backgrounds.
“their existence, telling them what to do,
“telling them how to live. People driving
‘into a neighborhood from outside,
_charging ridiouously high prices for
.food, and then splitting when it gets
. dark; These people have to go.

Flasshback 1: The Lower East

EVO . APRIL 9-19289

PUBLIC ARY HEARINGS
EMBARRASS MUSEUM

A controversial public hearing on
the relation between museum, artist,
and society will be held on Thursday,
April 10th from 6 to 10 in the evening

at the School of Visual Arts, 209 East
28rd Street. These hearings, where
anyone and everyone may speak or
file a written record on his opinion,
have aiready provoked considerable em-
barrassment at the Museum of Mod-
ern Art, which hae consistently refused
to sponsor them. In a recent article
in the Times the Museum’s Director
| was quoted as saying that both the
public hearing and free admission to
the Museum are “absolutely impos-
gible and can't be considered.” This
has in faet been the Museuin’s con-
stant stand thoroughout its dealings
with the protesting artists, dealings
which recently culminated in demon-
strations at the Museum. The Muse-

um has consistantly, both in letters
wmnd press releases, denied that either

a public hearing or free admission is
B possible. Now the Museum’'s Director
has felt himself required to make a
special statement claiming he has been
misquoted by the Times in stating
what has been his position all along.
The Museum is also having difficulty
finding members to seirve on the closed
committee they had proposed as ga
alternative to the open hearing—at
least one person who was approached
has refused to serve. and the com-
mittee so far exists only on paper.
The Museum is coming under addi-
tional fire for having smuggled thirty
policemen into its basement for last
Sunday’s demonstration—it appears’
there was no clear line of command to
send them into action, so that any
one at the museum (or anyone out-
side. with a telephone} could have or-
dered them to act at any time and
set them to work battering demen-
strators and works of art alike, Wheth.
or fairly or unfairly much of this
criticiem is being aimed at Director
Bates Lowry—it is certain that with-
out his obstructionism the artists’ pro-
test could never have come as far as
it has, and many people both inside
and outside the Museum are begin-

-throwing bricks and molotov cocktails
‘from the roofs of their houses that all
they could do was send more cops on
‘the streets. It got heavier. For three
_straight nights there was a tén block
_area in which there were no cops. It was:
. a liberated zone. The people fought and
. the cops split. ;

Flashback 2: A few months later.
The South Bronx, Lincoln Hospital.
Community people tired of having the
wealthy, white hospital administrators
rumning the hgspital for them. Tired of|
la structure that was unfit for patients to
lbe cared for even twenty years ago.
Tired of the administrators turning
:away patients who needed good mental
jcare. So they took over the hospital,
kicked out the administrators, and ran
the hospital themselves. Getting
ftogether became a reality for these
‘people when everyday community
‘meetings were held to decide what to do
{with the hospital. The hospital belonged
to the people.

Similar scenes happening all over the
city. Harlem, Bedford Stuyvesant, the
schools, the colleges. People fighting
over things that are real to them. Not
having to philogiphize about the

erialist power structure, but taking
actions against their direct oppressors.
Kicking out the jams—the real jams. One

el
i

mwbﬂdfﬁsiml@mm ning to wonder if he is the right man
_:m -2 basic law of the ghetto: ‘mess for the job. Lowrys principle posts
‘with me and I mess with you'.

before coming to the Modern were
Director of the Pomona College Art
Gallery and chairman of the art de-
partment at Brown University. It
remains to be seen how he will act

;A mew evolutionary process taking
*place. Peoplke breaking down into
'smafler and smaller units to eradicate
‘the eyils from their lives. No longer can

; . ; be

quumma:. l::qﬂ'mi:;“:nfg . on Sunday, April 18th, when 200
m g H ) |pnmént young black students will visit the
"" > hmdi.et’ '“ﬂ ek block. each Museum to look through the permanent

sallection for examples of works paint-
ed by biack men. They will ask for
free admission, basing their request
on a little-known museum rule allow-
ing free entry to groups of studewls
applying in advance.

: ‘scting as a separate self
‘to decide how to live and how to
‘continue living.. -

" For the privilege of having power
. over one's life one must fight.
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Is the Museum a Museum Piece?

By Ales Grom

14 i 0L panticulsrly important to point out that things
are changing, as they have always been doing 5o, even though
the pace v be faster today. Nor is it terribly important to
insist that thesa changes must be made as quick ly as possitile
they wiil be anyway, and there is no way of stopping them.
Mar 15 it particularly meaningful to refer to & certain build-
ing on 53rd Street as the Mausotwum of Modern Art, though
more and more people are referring to it in this manner,
What 15 important, 1o the point of being absolutely central,
is that wwe understand the nature of the changes which are
takting place 0 that we know why they are necessary and
can help 1o bring 1them into being as efficiently a1 posibie,

The real guestion is whether museums are stiil as necess-
ary atleast in their present form. Those whe imeging
that museuoss are eternal and unchanging both as concept
and ingtitution would do well ta note that the museum as
wiz \nOw 1t s rathzr recent in its origins. Like the concert
hall. the cyppers house, and {to an axtent] the proscenium
theaire with unmowveable seats, the museum is largely a prod-
utt of the aineteenth cenrury and the upper middle class
addience which patronized all these institutions, Basically
the art iwseum was fand rermains a place one visits to
camiming with wiet are suppased 10 be truly meaningfu!
values of Life and society, #s distinguished from the im-
perfect poverty-stricken, maoney-grubbing world outside its
walls, The museum was land is} a place to avoid life rather
than to gnzounter it, a placa to congratulate oneself on one's
values ratiter than to doutst thern and move on 1o something
berter.

The Museum of Modern Art, and with it all foward-
tocking museums in the first half of this century, worked
mightily and accompiished much 1o change the overall
iaste of museumn-goers during that period of time. But they
did &lmost nnthing 1o alter The ningteenth century raasons
ier whicn people go 1o museurns — they changed the stylc
of digplay, broadened art out into crafts and design, and
replaced old tashionable names with new ones, but the
museum remained 1the museum, a church-like place where
ong went 1o commung with all that was highast and best,

a substitute ternple whose holiness was guarantesd by
priests rurned curators,

But what happens 10 the museum when people get
tired of visiting it for those reasons? For that matter,
what happens 1o society when people get tired of at-
ending proseniem theatres, concert hatts, and opera
houses?

All of this is now beginning to happen, and it is part
of a singla cultural phenomencn, The opera house was al-
ways to some extent a matter of soclal snobbety, while
rmusic in general, as more and more people are discovering,
is mere fun ta fisten to {or to makel at home, As for the
fixed seat theatre, it has bean evidant for some time, part-
icularty in its Broadway incarnation, that it is 8 top-hemy,
blgated bore, 8 walking dead-man,

At the same time thet these institutions are beginning
to wither away, a taste for saomething altogether new, marg
ing ¢ll pussible genres of art, religion, therapy and enjoymeant
in a single, all-embracing whole, i beginning to make it-
self felt, i1 is something that will bring plessre withaut
iy, social criticism without dogma, and seHf-development

O5MOSIS

Osmosis

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

Veranica Galati

/1
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withaut pretension. Sumie ol the prepalatery work in this
direction is already being ¢one by envicpnmantal, mixed-
media, and tech artists and 2y tsyohologists carrying out
experimanty i therspy olaeg thesy [ines, One of the results
of this work wit! be tha ing up af artificial enairenments
fully as rich and carnpsliing @5 aature aL her best, though

na substitute for i These er parhnents are sure 1o be greet-
e with danbt acu went.on ooy the kearfe! few, and one will
hear the onection that - w Baing g ed with, even
though the whols Business o cian Lias abway's been 10 tamper
with nature the onbv way [0 frualy felerning to natuere is to
return to the caves.

The irmirence ot Thess chengses s hdestoad inoan in-
stinctive way by many of the young and anyone else in tune
with cuiture today, The real auesdon is iow the museums
are 1o go about fitting in these tennencies :ntu their programs
and concepts from another cantury, assuining they can fit
them inthe ondy possible altercative is by passing the museurng
altogether arut Lreakangy theesigh ito scinething more i ouch
with what is nieaded, it s o Le noped that the museaums wilt
understandg what s Bappea:ag 0 tirae antd show the necess
ary fiexibility n e face of change -t is in this light that
the current protests against the Moders Mussum should be
ungerstood, The dizectinn in the arts today is towards a
greater involvement of an sver moreasing rumber of people
in far mnre waye than curators stiil thinking in dated terms
are capanle of imagining. 1t i ivonic that the Madern
Museum, whizh spent s6 many years of jis early growth
fighting against aurmeded 1deas of museum arganization,
should now find itself 1he obipct of a similar attack, but this
is anly one other sign amang Taoy of how fast our culture
has begun to move. 1t is significant that the points at issoe
should contain not oy the usuat arists, cornplaint of too
fittle exposure but zlse gu an inte the damain of Black-white
politics, environmental expesimants, and seneral museum
policy. A rew point wiich the artists also intend 10 press
has to do with remaoving those members of the museurs’s
directarate wha happen o be close refatives of impartant art
gallery cwners—it is befieved that the musewr is particularly
vuinerable cn the issuc of nepatisen,

Howewver these amd other matters roay develdp, it s not to
be expected that ail artists wili be in agresmant on all phases
et all times,  D)isagrerment amnng artists ang ¢ritics in a
normal and healthy phenomenai sl 0ne which heips at its
best, to bring zbout reasonabie end necessar, changes, What
is most to be feared is not disagreerent at all but the poss-
ikility that those who ace in responsibie positions in museums
throughout this country and the warld will imagine them-
seives to be high priests of eternatdeities and 5o not ealize
the full scope and importance of what an increasingly farge
graup of artists is now fping To tell the
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PAINTING AND SCULPTURE COLLECTIONS July 1, 1951 to May 31, 1953

An Important Change of Policy C_]=Q

On February 13, 1953 Mr. John 1Tay Whitney,
Chairman of the Board of Trustees of the Muscum
of Modern Art, made the follow ing announcement
of the Board’s decision to make the maost impoctant
works of artin the Muscum’s possession the nueleus
for a permanent eollection of masterworks of mod-
ern art:

“The Musewm has come to believe that its fermer
policy, by which all the works of art in its pussession
“wotle é'a_-ennmfz'_\' be transferred to other institutions,
did not work out to the benefit of its public. It now
‘belivves it essential for the understandi ng and enjoy-
ment of its entire collection to huave permanently on
public view masterpieces of the modern moveniont,
beginning with the latter half of the nineteenth cen-
tury. The Muscum plans to set aside special galleries
Jor this purpose und to transfer te them, from its
collections, outstunding peintings and seulptires
whick it considers hate passed the test of time, and
to acqeire additional works of art of equal excellenee
Jfor permanent retention.

“The Museum of Muodern Art bolicees norw, as
aluays, that the major portion of its coffection cannnt
remain static. In acquiring recently produced work
it must attempt to include all sign ificant and prom-
ising aspects of todav's urtistic production. Such
palicy would lead ineciteldy to an accumulation of
wworks of art which, while essential for the representu-
tion of teday's work, is bound to be excessively furge
and unwicldy ance it becomes u review of vesterdey.
Periodie reconsideration of this major part of the
Collection will, therofare, alicays be an integral past
of the Museum’s procedure. The creation of a per-
manent core within the Collectinon  constitutes a
radicallv important departure Jrom the Museum’s

pust policy. It must be stressed that this permanent.

nuclens will be composed only of great mygsterworks,

"Combining thus under one ronf the most repre-
seritative collection af the significant mocements and
trends of today and a permanent core of the finest
examples of the entire modorn movenient, the Museum
belicves that its contribution to the Enowledge and
enjoryment of modern art 1will be of ever-increasing
importanee,”

In the course of putting this new policy into
effect the Musewn of Modern Art terminated its
agreermment of 1917 with the Metropolitan Vaseam
of Art. Though this teomination will not inteefere
with the cooperation desirable between two insti-
ttions working in the same city it does permit
them to resume complete independence in the
formation of their collections.

The collection of American folk painting andl
sculpture and the twenty-seven modern works of
art whicl were acquired by the Metropolitun
Museum from the Musenm of Modern Art wder
the terms of the 1917 agreement have now been
transferred, physically or in title, 1o the oliler
institution, with the exception of two puintings hy
Matisse, Gourds and [nterior with Fiolin Cuse,
which have been repurchased by the Museum of
Modern Art.

To guide and help implement the new policy.
the Chairman of the RBoard of Trustees, with their
approval, has appointed & new committee to be
known as the Policy Committee for the Museum's

. Collection of Mausterworks. The membhers, g

pointed in March 1953, arce listed opposite. The
committee, concerned with long range planning,
will in no way supersede the existing Committee
on the Mnseum Collections whicl s involved
primarily with current activities and acquisitions,

THE MRS, SIMON GUGGENHEINM FUXND
EXHIBITION

The Museur’s change of policy was anticipated by
the mast important event of the year 1932, the
exhibition of works bouglit aver the previous
fifteen years with funds provided by Mrs. Simon
Cugzenheim.

Mrs. Guggenheim had expressed the wish that
the Muszeum would nse her purchase funds to
agynire works of the highest excellence, Only sueh
works, she felt, woull have permanent value and

“were, therefore, irulispensable to the Muscwm, The

exhibition was a repori to the public of how the
Musenm had responded both to Ms. Cuggenheim’s
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FOREWORD : THE COLLECTIONS OF THE MUSEUM OF MODERN ART

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

That it was possible to select the illustrations for this book entirely from the Museum’s
own collection is a matter of considerable pride to us. A quarter century is a short period
in the history of most of the world’s major art muscums, Yet within that time the Museum
of Modern Art has assembled great collections, some of them unsurpassed, in 2 variety
of modern ficlds including painting, sculpture, prints, motion pictures, well-designed
furniture and utensils, posters and photography.

Originally it was the Museum’s stated policy to keep the collection fluid by passing on
to other institutions even its best works as they matured and became “classic.’ Recently the
Muscum has adopted a radically new policy which will be implemented by the creation of
a ll—ig:hiy_écléctive permanent collection of masterworks by both twenticth-century artists and
their great nineteenth-century forerunners, particularly in painting. The sclection and

“acquisition of these masterworks will be one of the major goals of the Museum, but the

-cxpcrimcntal collecting of new forms of art will continue in spite of the limited confines of

our ‘presently inadequate gallery and storage space.

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

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

Joun Hay Warrney
Chairman of the Board of Trustees, 1954

Nerson A. ROCKEFELLER
74 Chairman of the Board of Trusiees, 1958
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FOREWORD

Twenty-seven years ago in the autumn of 192g, even before it opened its doors to
the public; the Museum of Modern Art began to form its collection. Today, in
its several departments, the collection includes many thousands of works of art.
- Painting and sculpturc, with concomitant drawings and prints, were the only
media exhibited and collected by the Muscum during its first three years. By
1932 the Museum had acquired six paintings and eight sculptures, all gifts—the
depression was at its decpest and there were as yet no purchase funds.

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

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

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

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

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

__‘"i'classicél” {page 7), the proceeds to be used for the purchase of more
“modern” works.

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

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

the agreement with the Mectropolitan Muscum of Art and the creation of a
permancnt core: of masterworks within the Museum Collection. The Policy
Committee for the Museum’s Permanent Collection of Masterworks was
appointed (page 4) and drew up a resolution which was approved by the

Board of Trustees at its meeting of May 2, 1956. The Resolution, with part of
i L » With part of

its preamble, follows:
“In its early years the Museum of Modern Art, primarily devoted to loan
exhibitions, planned its Collections with the stated policy of eventually passing
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on the works of art to other institutions or otherwise disposing of them as they
matured or no longer seemed uscful.

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

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

1 The Trustees of the Museum of Modern Art hercwith confirm the .I
establishment of a Permanent Collection of Masterworks of Modern Art.

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

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

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

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

In June 1954 the Trustees of the Museum established the honorary group,
Patrons of the Museum Collections, in recognition of those who have been
particularly generous in their donations or bequests of works of art and purchase
funds. Patrons are elected by the Board of Trustees and their names listed in
publications and on the wooden plaque at the entrance to the galleries of the
painting collection. The list of Patrons appears on page 4, of the many other
generous donors to the painting and sculpture collection, on page 63.

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

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

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

A comprehensive list of the Museum of Modern Art publications referring to
painting and sculpturc in the collection is given on page 64. Of particular
relevance arc the catalog, Painting and Sculpture in the Museam of Modern Ari, 1948,
with 380 reproductions (now out of print but available in libraries); its six
illustrated supplements, issued as Muscum Bulletins, and covering acccssions
from 1948 through 1956; The Museum of Modern Art, New York, Painting and
Sculpture Collection, Les Editions Braun & Cic, Paris, 1950; and Masters of Modern
Art, 1954, the Museum's 25th Anniversary volume, with 856 illustrations, 77
of them in color, available in German, French, Spanish and Swedish as well
as American editions.

Arrrep H. Barr, Jr.
Director of the Museum Collections

Mo e o L ket el —————
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Agreemetit

between

THE METROPOLITAN MUSEUM OF ART

‘THE MUSEUM OF MODERN ART
and

WHITNEY MUSEUM OF AMERICAN ART

Dated as of Seprember 15, 1947
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AGREEMENT made as of Secptember 15, 1947, between Taz
Merrororitay Museum oF Art, a New York corporation, (hereinafter
referred to as ‘'Metropolitan Museum’'), Tue Mustun or MopErRN
Agt, a New York corporation, (hereinafter referred to as “‘Modern
Museum’’), and Waurrxey Mussum oF Americax Art, a New York
corporation, (hercinafier referved to as **Whitney Musenm''};

‘Waereas, Metropolitan Museuw is eoncerned primarily with the
visual arts of the past, both American and foreign, and Modern Museum
is concerned primarily with the enconragement and study of the visual
arts of the present and recent past, both American and foreign; and

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

‘WaEREaAs, it is desirable in the interests of rendering better service
to the public and eflecting economies to define the activities of the par-
ties in regard fo the collection and exhibition of painiings, drawings,
prints and sculpture; and

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

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

Now, Turnerong, the parties, in consideration of the mutual cove-
nanis herein contained, agree as follows: '

Fmer: For the purposcs of this agreement, the term *‘modern
art’’ shall be deemed to include any painting, drawing, print or sculp-
ture by a living ariist and any such work of art by & deceased artist
which is still significant in the confemporary movement in art, and the
term ‘‘classic art”’ shall be deemed to include a1} other paintings, draw-
ings, prints or sculpture which have become part of the cultural history
of mankind,
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Secoxp: Metropolitan Museum agrees:

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

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

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

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

_ (5) Not to exhibit foreign modern art without prior consul-
tation with Modern Muscum und to exhibit American moderi art
only through the fucilities of Whitney Musenm until the coalition
between Metropolitan Museum and Whitney Museum becomes
effective,

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

Trep: Modern Museum agrees:

(1) To deliver to Metropolitan Musenm the Daumier painting
deseribed in subdivision (s) (17) of Article Fifth of the will of
Lizzie I. Bliss promptly upon the exceution of this agrecment,
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(2) To sell to Metropolitan MMuseum the paintings, draw-
ings and sculpture listed in Schedule B in consideration of the
payments to be made to Modern Museum as provided in Article
Second, Paragraph (3) hereof. Delivery of said objeets of art to
Metropolitan Muscuni shall be made, and title theveto shall pass to
Metropolitan Museum, as provided in Article Second, Paragrapl
(8) hereof, Aodern Museum declares that any new work of art
aequired out of the proceeds of sale of any of the above objects of
art, shall bear the name of the donor or fund through which the
relevant object of art sold was originally acquired.

(3) To deposit with Aeiropolitan Museunn sueh paintings,
drawings, prints and sculpiure now owned or hereafter aeguired
by Modern Museum as it believes ean be more appropriately ex-
hibited by Metropolitan Museum.

{4} To lend frecly to Whitncy Muscum aud Metropolitun
Museum objects of modern art which they may deem useful in
gshowing the development of current trends and which Modern
Museum does not eousider inappropriate for lending,

{8} To consult with Meftropolitan Museum and Whitney
Museum in connection with developing representative colleetions
in the fields in which the parties are specially iuterested.

(6) Not to held annual exhibitions of American modern art
comparable to the anuuval exhibitions herctofore held by Whitney
Museum until the coalition between Metropolitan Museum and
Whitney Muscumn beeonies effective.

(7) To advise Metropolitan Muscum and Whitney Muscum
of its program of exhibitions and to cooperate with said museums
in coordinating their respeective programs of exhibitions.

Fourrn: Whitney Museum agrees:

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

(2) To consult with DMetropolitan Museum and Modern
Museum in counection with developing representative collections
in the fields in whick the parties are specially interested. The
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existing practice in regard to the purchase of works of living
American artists based on the proposed agrecment of coalition
between Metropolitan Museum and Whitney Museun is kerehy
confirmed,

{3) To confine its activities to the field of American art and
not to exhibit foreign modern art,

(4) To advise Metropolitan Museum amd Modern Muscun
of its program of exhibitions and to cooperate with said muscums
in coordinating their respective prograws of exhibitions.

Frrra: While the parties expect that this agreecment will provide
a permanent pattern for their mutual activities, they recognize that it
is unwise to bind institulions indefinitely to a particular course of con-
duct or to the expenditure of funds for specific purposes. For these
reasons, this agreement shall terminate on October 1, 1957. The par-
ties expect, as this agreement or any renewal thercof terminates, to
enter irto a new agreement similar to the predecesser agreement,

Upon the termination of this agrecment, the obligations of Modern
Muscum ander Article Third, Paragraph (2) hereof to deliver to Metro-
politan Museum the paintings, drawings, prints and sculpture listed in
Schedule B shall survive such termination and remain in effeet and all
paintings, drawings, prints or seulpture deposited by Metropolitan
Museum with Modern Musenm or by Modern Museum with Metropoli-
tan Museum shall be returned to the depositing museum,

Sixrir:  Pending delivery of cach object of art to be acquired by
Metropolitan Muscum hereunder, Modern Muscum shall retain the
same for the benefit of Metropolitan Musenm and shall insure il to the
extent of its market value for the benefit of Metropolitan Museum
by an all-risk fine aris policy or policies in the form currently in
use. In case Modern Muscum shall fail to deliver any such objeet
of art to Metropolitan Museum by the date hercin specifted, Modern
Museumn shall forthwith pay to Metropolitan Museum a sum equal
to the then market value of such objeet of art less any insurance
recovered by Metropolitan Museum. For the purposes of this article,
the market value of any such object of art shall be the amount hereto-
fore determined by mutual agreement nnless Metropolitan Museum
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at intervals of nol less than one year shall have requested that such
market value be redetermined, in which case the market value shall be
the amount so redetermined by mutual agreement or in accordance
with the provisions of Article NiNTH hereof.

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

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

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

Eieurn: Bxcept as specifically provided herein, each museum
shall be free to follow such policies as it may deem advisable in all
other activities and particularly in educational and other programns
designed to encourage commnereial and industrial art.

Ningu: In the event that any differcnee of opinion shall arise be-
tween the Metropolitan Muscum and the Modern AMuseum over the
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interpretation of any provision hercof or its performance, the matier
shall be referred to a conmittee composed of three Trustees from cach
of the two museums and the decision of a majority of such commitiee
shall be final and binding vpon the purties. If the committee shall be
equally divided, the matter shall then be referred to an individual
selected by a majority of such cowmittee and the Jdecision of such indi-
vidual shall be final and binding upon the partics. A similar procedure
shall be used in the event that any difference of opinion shali arise be-
tween the Modern Muscum and the Whituey Musecum and any decision
8o arrived at shall be flnal and biuding apon the partics.

In Wirness Wrrreor, the parties hereto bhave eaused these pres-
ents to be signed by their duly authorized oflicers and their corporate
seals to be hercunto affixed as of the day and year first above written.

Trae Merrororiraxy Museusm oF Ant

Attest: President
Secrefary
Tuae Mussum oF Mooraw Anr

Attest: . Chairman of the Board

Secretary

Wintwry Museuw or AMERICAN ART

Attest: President

Secretary

89

W e



Schedule A

Qbjecss of art to be deposited with the Modern

Musenm by the Metropolitan Murenm
{1}, of the foregoing agreement,

purinani to Ariicle SECOND, Paragraph

Tirle

Media

Arting

Chained Action

Maillol

_ bronze

o

Picasso

G THE GROWTH PROFILE OF

ODERN ARTS PERMANENT COLLECT|ON=~

Portrait of Gertrude Stein

AWC CHART INDICATIN

TH

E MUSEUM QF M

-
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THE YEARS DURING WHICH THE
MUSEUM COLLECTED WORKS OFART
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" Ariist
Cezanne
"
Despiau
1]

L]
£

Kc‘»‘lbe
" Maillol

i _f.cu-,e{\. ;:/; él[ L) -—-‘——--_-—-'"Mz‘lltisse
L] —_—
(1]

Picasso
1]

Redon
Rouault

Seurat
i
"

Signac

Hicks

Ut}known
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Schedule B

Objecss of ari to be sold by Modern Museum to the Merrapolitan pursuant to
" dAriicle THIRD, Paragraph (2), of the foregoing agreement.

Media %
oil Man in a Biue Cap
we Bathers Under a Bridge ;
plaster Little Peasant Gir} !
plaster Madame Othon Friesz i
bronze Maria Lani r
bronze "Seated Youth
brenze Seated Figure l
terra cotta Crouching Figure !
bronze Portrait of Dr. Valentiner |
bronze Poitrait of Renoir i
brenze Ile de France !
plaster Spring l
bronze Standing Figure
bronze Standing Woman
oil The Gourds
oil Interior with Violin Case
oil Bouquet on the Bamboo Table
oil La Coiffure:
oil Woman in White
tempera Etruscan Vase
il Portrait of Lebasque
gouache, ete.  Funeral
dr The Artist's Mother
dr Lady Fishing
dr Seurat—House at Dusk
we

Anericany FoLk An'r

oil

cil

oil

we

ail
wood
wood
copper
iron
oil

“fractur”

dr
dr

Village Festival

The Residence of David Twmmg
The Peaccable Kingdom

Baby in Red Chair

(Glass Bowl with Fruit

The Quilting Party

Eagle

£

Henry Ward Beecher
~ Weathervane-Fish

Weathervane-Horse
Child with Dog
Crucifixion
Deer
Horse .
Seated Woman

" ) c,,\,J_;r“
M’ﬂl_rh .C/{O&J—L-Hz-.

-{\7 -ﬁ-’\'q_-&f

—

|

| .
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April 11, 1969

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

Dear President Nixon:

With al) due respect to your right to make xour
appointments as you see fit, | as a ;z,¢:a25a5/7
feel obliged to request that you appoint an individual

as your Cultural Advisor who has the high esteem of the
creative world.

The reported candidates for this position, David
Black, John Rockefeller LI1, Jr. and August Hecksher are
disappointing because they are too far removed from the
crgative scene to be leaders in the cultural movement of
today.

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

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

G G
3¢ 2 [Sotr
i)&é/@ W go/ 2.
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Jaan Sachn
7P Cnralne Streot
Hew Yorlk, NY 10070+

27 maro 1869,

Lottre ouworte

au Minintre de 1'Edueantion Vationnloe
et de 1la Culivro.

158 Avenue de Cortonberg

Bruxellos, Belgiwm,

HMonzlauvr le Yinistro:s

Jo vouas £5licite viveront pour votre appul, et celul dea ceririns
artistes Bolgon, par votrs intervention, s uno expositlion intor-
~nationale des Reaux-Arta ot du Sport en mni nroehnin s tladrid,

. N rd
Coeel ne poul que damontrer une fols de plus, et Avec quello inco-
Toneo.e.., que 1'Art o la Culture sont bien nu mervice des Toreces
repressiver do la Soclotoe,

T1 n's pas suffi que 1lr Bslglque dovianne aux yeux des noirs, ot
du mondo entier, 1ln mourtrler de Lymunbe, 11 fsllait encore insulter
les travailleurs Bupagnols et la mimolre de 1936,

r .
Bien gque non invite, Jo ne poux que concevolr men rofus & une tolle
nanipulation hypoerite,

/
Jo vous prie d'agreor, Monslour le Minimtre,men aalvtations ironioun.

j}-‘-‘-.r'o'a‘:'{'*i*'dcrrf:.

VIVE LA REFUBLIQUR
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Translatlion:

Open latter to the Halgisn Secretary of Arta.

1 omn only congratulate you for support, And thoss of soms Belgimn
artists, through your intervention, to an international exhibition
of Arts and Sports in coming mal in Madrid.

This can only demonstrate one more time, and with . such insoclence...,
that Art and Culture are really at the service of the reprsssive
forces of Soolety.

It was not snough that Bslgium becomss for the Blaek people, mnd for
the whols world, the murcderer of Lumumba, wa had to also in=zult the
Spanish worksrs and tha mamory of 1936.

Although not invited, I ¢an only refuse my belng part to sueh an
hypooritical manipulstion.
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Letire ouverte ' Bruxelles, le 3 mars 69,
au Ministre de I'Educaiion Nalionalz
et de la Culture,

Monsiaur le Ministre,

Joi le regrel de ne pouvoir acceple” |invitation concernant une palrticipqtion & une expo-
sition interaationale des Beaux-Arts et d 1 Spart organisée en mai 8 Madrid, et & laguelle vous
donnez officiellement votre appui.

Mes idées m’ont toujours €loigné Jos préoccupations liées au théme de cetle exposition
nommise exectement dans ia lettre gui ni‘est parvenue par les soins de vos services : le Sport et
I'Cducation Physigle.

Et bien que ce théme serait "pr-s dans le sens le phus farge” il n'(_an oxiste pas moins, Jy
vois une sorte d'enganement culturel, souligné par I"état d'exception régnant en Espagne; enga-
gement auglel je ne puis souscrire,

C’est au nom de ma conception des choses de |'art et de la pocsie et de leur diffusion aue
["ai cru pouvoir vous adresser ma réponse sous Torme de lettre ouverte.

Mais c'est aver plaisir aue j'accepteral une participation & quelque prochaine manifeste-
tion intcrnaiionale.

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

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



Few York, April 15, 1969 ART WORKERS COALITION

e/o MUSEUM P.L.A.
729 Broadway , New York Cliy

-

Miniatra da 1'Education Natlenale
at de la Culture

I58 Avenue ds Cortenberg
Aruxelles, Belgium

Les artistes appartenant a" Art Workera Coalitien' apportent leur
suppert aux artistes Relges ayant refusas de partioiper & une
exposition Internationale aMadrid au mois de Mai 1969,

The artists mnd workers of the " Art Workers Coalition " glve thelr
full support to the Belgian artists who have refused to participate
in an Internationmal exhibltion to be held in un-democoratie clty of

¥adrid during the month of May 1969,
i ART WORKERS COALITION

Farman Thomas Sullivan
Paul Idebegott Rosemarie Czatoro
Frank lLinooln Vimer Vernite Nemec
Rchard Serra. Frederioa Lawrence
Carl Andre L. Brewsrs

D, Bolmen Alex Croen

HAans Haacke J. Russo

Jokn Perrault Alan Bermowlts
David Les : Martin Leads
Ceasgr Veles Eva Russo
Marjorie Hupert Marshe Emanvel
MHeards Vitlielle Raymond Sherman
Bob Huot Bruce Brown

Luey Lippard ; Jon Bauch

Stephen Fhillips Gary Smlth

IAl Plcecard Robart Romineck
Paula Davias Jack O Connell
P.J, Francisco Mark Berger
Rober: Barry Olga Eph ron
Martin Bresaler Stanley Gould

Stave Resenthal
Naecni Lavine

Peter Pinchbeck

Tom Lloyd

Joemna Pounstteelars
Gavin Mc Fayden

Jain Whiteoroas
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THE BROOKLYN MUSEUM

EASTERN PAREWAY, BROOKLYN, NEW YORK 11238

BOARD OF ESTIMATE HEARING - APRIL 15, 1969

April 8, 1969

To All Friends of the Brooklyn Museurmn:

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

of .50¢ per adult and ,25¢ per child will be charged for all visitors in~
cluding school classes,

I you belleve that our gervices are a vital part of the education program
of children and of the cultural life of this city, will you join with our
friends and trustees in protesting this action on the part of the City
officials, We cannot do this alone ~ only you, the citizena of Brooklyn,

can help. May I agk that you communicate your support for our budget
request directly to the following:

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

Thomas J, Cuaite, Chairman of Finance Committee

New York City Council
! Sincerely yoursI?GQL
: -!. c’""r
/l i C{AW.-Q_, '

City Hall

New York, New York 10007
Hanna T, Rose
Curator of Education

BROOKLYN INSTITUTE OF ARTS AND SCIENCES 93



TO EON. JOHN V. LINDSAY

MAYOR OF NEW YORK CITY

CITY HALL, NEW YORK 10007
ART WORKERS COALITION
NEW YORK CITY
APRIL 18, 1969

T0 MR, THEOMAS J. CUITE
CEAIRVAN OF FINANCE COMMITTEE
NEW YORK CITY COUNCIL

CITY HALL, KEW YORK IQO07

AS MEMBERS OF THE 'ARTWORKERS COALITION?', WE THE UNDERSIGNED WISE TO
EXPRESS IN NO UNCERTAIN TERMS OUR OPPOSITION TO THE BUDGET CUTBACKS (EITHER
24% OR 18%) DICTATED BY THE STATE ILEGISLATURE, TO THE MUSEUMS OF THIS CITY.

WE HAVE NOT HESITATED TO TAKE DIRECT ACTION IN SUPPORT OF OUR PRINCIFLES
IN TEE PAST, AND WE WILL KOT HESITATE IN TEIS CASE.

Tom Lloyd

Jamer Cuchiara
Naomi Levine
Victoria Peterson
Ben HKatz

Elizabeth Clarck
Peter Pinchbeck
Robert Barry
Joseph Di Donate
Gordon Hait

John Evans
Stephen Fhillips
Arthur Eughes
Irving Petlin
Faith Riggeld

Doris O'Eane
Stan Kaplan
Folliis Frampton
Farman

Jain Whitecross
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Stuart Russel
Hans Haacke
Ann Wilson
Gana Swenson
Anita Stockel

Joseph D. Russe
Robert Huot
Frederick Castle
William Johnson
Jean Toche

Davlid Jacov

M. Sullivan Smith
Stella Weitzkin
Bob Bernstein
Charles Fodor

Jogeph Eoauth

H. b » Pindﬁll

Je D1 Glorgie
Alex Grosse

Edwin Micczkowski

ARTWORKERS COALITION

NEW YORK CITY

/0 MUSEUM FOR LIVING
ARTISTS

229 BROADWAY

Pamela Rlcart
Frank FRewltt
Theresa Mannineo
Stanley Gould
Anna Carney
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Nelson Rockefeller once jokingly told Franz
Kiine that the only reason he and other collectors
bought artists work was to keep artists from becom-
ing revolutionaries. Artists are now starting to use
their art for political ends that will free Museums,
gailerys, and collectors, as artists are already free,

An cpen hearing set up by the Artworkers Coal-
iticn, held Thursday night, April 10th, at the School
of Visual Arts auditorium, covered an entire spectrum
ot radical political positions. A total’of 48 artists
spoke on the arena of political possibility, Many
speakars telt the Museum of Modern Art, its board
of trustees, gallery owners, and collectors, represent

and are indeed part of the entire rotten structure of this

country. That is, the trustee members of other large

powerful businesses as; Columbia University, the Whitney

Museum, CBS, NBC, Time-Life, Harvard University,
gallerys, Newsweek, and the New York Times. Further,
this same power block extends into, and controls
politics, the mass media, schools, and ARTISTS
toward its own ends. In relationship to the artist, this
means control over his very being and reason for
existence. Control that is maintained through gallery
system, extended and joined to the Museums. Con-
trol of the viewers of art in that the museums are not
free because of their own constriction toward viewers
in a do not stop, look, or touch, attitude in art. The
Museum of Modern Art is in essence showing dead
gold bricks.

In reaction against this Monolith Mausoleum, a
number of proprosals were put forth. The blacks de-
mand from the Museum a separatist wing for “Black
Art"’. A wing in fact (and ironically) dedicated to the
late Martin Luther King Jr. Their reasoning is the
Museum already has other wings blocked off for types
or styies of art which the blacks are not part of, Other
speakers demanded that ALL ARTISTS boycott or
strike against the gallery-museum system by refusing
1o show their work, or reproductions of it, in all gal-
ferys, museums, and publications, until the system
is changed and the artist has control beyond the con-
tines of his own studio. Others wishing to keep the
Museum space but not the administrative structure

Published by

MUSEUM

A Project of Living Artists
729 Broadway

as it now stands, seek museum reform with artist par-
ticipation and control, Another possibility of artist
control, outside the museum framework, would be t
set up a “protective’’ organization. An organization
that every artist would join. It would be pratective, i
that it would collect rents or royalties each tirne a
work is published, or shown. The money would go «
the artist. Another suggestion was that the artisis
draw up contracts when they make sales saying that
they own the "“artistic merit” in the work and retain
all rights as to its disposition.

The complete record of the proceedings of this
hearing will be published and brought to the att-
ention of all art workers and art institutions in MNew
York City and elsewhere. An unlimited amourit of
copies will be made available at cost to anyone req:
uesting them, The committee which has organized
this hearing will prepare a report drawing conclus:
ions from all of the testimony.

*rhymes with caulk Stephen Phillips

FREE ADMISSION :
AT MODERN MUSEUM .{

. NEW YORK (EVO)yr—
* ‘There -is .ngw free s
- at-the s Museum, This
.fl the aily usion to be
“drawn ifrom .last Sundej's

; ~ Fifty black

VRl

enter on
- gd either alone or in a group
1 'museum and ask for free
admission where the guards

96’
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Art Notes

T '
Jaccuse,
By GRACE GLUECK
: I T was a lively kunstklatsch,

all right, Jean Toche, a

“destruction artist,” got

up and denounced mu-
seums as “fascistic.” Tom
Lloyd, a black “light artist,”
read a four-page, single
_spaced letter to MOMA, urg-
ing more “cultural relevance”
for blacks and Puerto Ricans.
Naomi Levine, a filmmaker,
reported that “rottenness was
beginming to show in the cre-
ative arts.” And, “J'accuse,
baby!" cried erotic artist
Anita Steckel, lashing out at
critics for failing to cover
her recent exhibition.

The occasion (at the School
of Visual Atts auditorium),
was the first “public hearing”
held by the Art Workers'
; Coalition, a loose-knit group
"whose camp-Marxist name

flects a thumpingly anar-
* chist non-structure. Composed
of artists, writers, film-
makers, critics, museum peo-
ple and ephemeralists, its
only point of unity is, if any-
thing, its anti-Establishmen-
- tarianism.

The range In age and life
style is from Farman, a young
Persian-born artist who asked
temporary liberation from the
movement to tend, among

_other things, to his “sexual
ilife,” to Barnett Newman,
Dad of Cool, who sent in
a statement to be read, but
,nppeared in person (to greet
: well-wishers on the sidewalk)
only after the meeting had ad-
journed.

The object of the recent
“hearing,” says  the critic
Lucy Lippard, who serves the

"group as one of its many
outspoken spokesmen, was
“to get people thinking about
change instead of continuing
the personal griping and
sy ey

anal-

yze; the broad dissatisfaction

end see where constructive
energy. can be directed.”

’ *
We'll get on with that in a
minute, but first a bit of back-
ground. A. W, C. got started
last January when Takis, the
technologically-oriented  ar-
tist removed his work from
MOMA's “Machine” show on
the grounds that it had been
‘used -despite his written ob-
jection. The action touched
off a mirprising response. Dis-
gident attemtion; hitherto un-
focused, zéroed in on MOMA

%

THE NEW YORK TTMES,

Baby!" She Cried

as the Establishment beast. A
small group of artists, writers,
critics, got up a 13-point nro-
posal demanding, among
other things, the extension of
MOMA activities into gheito
communities, the formation of
an artists' committee to ar-
range shows at the museum,
free admission at all times,
and the opening of a gallery
for black artists’ work. But
the prime push was for an
open hearing on “The Mu-
seum’s Relationship to Artists
and to Society.”

Bates Lowry, MOMA's di-
rector, responded by noting
that some of the proposals
had already been met or were
under discussion by the mu-
seum. Insisting that the issues
would not be solved by “a
single large public meeting,”
he plumped instead for “a
series of regularly scheduled
committee hearings.” At it,
individuals and representa-
tives of various organizations
could have a chance to “en-
gage in a dialogue” with a
special committee.

The Coalition's answer was
the open “public hearing” last
week, to which MOMA sent
no official representative
(though it claims that some
staff members attended un-
officially). Witnessed atten-
tively by an audience of some
250 people, the hearing pro-
vided a platform for nearly
50 speakers (plus some who

, did not speak but submitted

statements for the record).
The Coalition, which held a
meeting last Monday evening
to “evaluate” the public hear-
ing, taped all the speakers’
remarks, and plans to publish
a transcript of them.

No' mistake about it
MOMA was the topic of the
evening. Black speakers, read-
ing similar statements, de-
nounced the museum for its
alleged exclusion of black
and Puerto Rican artists.
Film-makers, another vocal
group, called for greater budg-
et emphasis on (and sweep-
ing changesin) MOMA’s Film
Department. Other artists de-
manded  participation  in
MOMA'’s control, called for a
system of branch museums,
and suggested that its perma-
nent collection be limited to
works no more than 25 years
old. (Charging that MOMA
had become “an art-historical

————

mqusnleum," the artechnol-
ogist Hans Haacke reminded
the group that in 1947,

MOMA had agreed to sell all
“classical” works to the Met,
and concentrate on those that
were “still significant in the
modern movement,” Though
26 works were sold at the
time, he noted, MOMA's board
reversed this “enlightened”
policy in 1953, and derided
to establish a permanent col-
lection "of “masterworks . . .
a species that is impossible to
define.”)

During the marathon 4-hour
session, the target broadened
into the Art Establishment. A
ringing (but anonymous) de-
nunciation of the uptown
scene read by the sculptor
Carl Andre suggested that

- artists could solve their prob-

lems by getting rid of the art
world itself. (No commercial
connections, no “shows” and
“exhibitions,” ng cooperation
with museums, no more

“scene,” no more “hig money
artists.””) Another proposal,
by artist David Lee, charged

SUNDAY APRIU].

7 fcal artists are,

. group

an, %%

that art had been made inte
“currency” by a handful of
art collectors, whom museums
existed to serve. A partial
solution: “Art workers will
have to make an art appro-
priate to the living conditions
of a vastly greater number of
people than those who cur-
rently buy it"

Along with others who
spoke, film editor Bill Gordy
had a more immediate sug-
gestion. Like other creators,
he urged, artists shauld sell
their work on a 1ovalty basis,
insisting on contracts that
would guarantee a percentage
of the profits from later re-
sales.

All in all, an Artists’ Club
romp the evening wasu't. And
before it was over, anyone
could sse that MOMA was
simply a metaphor for all that
participants felt was wrong
with the art world structure.
There seemed also this possi-
bility: that some of the
changes advocated might
come gbhout wot threugh e
tists’ direct actton, but by
shifts in the nature of art
itself—increasingly less de-
voted to objects than to
“process,”” more concerned
with effects (however ephem-
eral) than with collectibility.

“There seems little hope for
broad reform of the Museum
of Modern Art.” Miss Lippard
said. "It has done a great deal

' m the past and now seems to

* have become so large and un-
wieldy that it has outgrown
its usefulness. What is really

| needed is not just an updated
Monolith of Modern Art, but

@ new and more flexible sys-
wm ”

What surprised obgervers
was not so much that apofits -
like other
minorities, feeling the winds

- of change. But for the first "

| seem to be working toget.her
| toward solutions for their

dissatisfactions. No
| knows if, as Miss ]lw
puts it, “the very

knit and constantly-changing
known as the Art
Workers’ Coalition is the
right instrument for advanc.
ing those changes” (or even
if it will last the saason). But
it's ebviously started s ]



By Alex Gross

The Modern Musenm stands dis-
credited. This is the only conclusien
to be drawn from last Thursday's
highly succesafn]l public hearimg. It
has been diseredited mpot only among
artists, for whom it long ago ceased
to be a spokesman, but aleo increms-
ingly among the general public and
even amonmg itz own staff. The Mo-
seum has fallen down on its public
relations and its artists relatioms—
sus could also say that it has fallen
down on general policy, but there is
ne general palicy subatantial enough
at the Museum for it to fall down
on. The prestige which this moseum
enjoyed at the beginning of the year
is on an acoclerwting downgrade—
rarely has an ingtitution fallen so far
in so short a time. Only a new di
tor and a complete overhanl of policy
can poasibly regain for the Muxenm
some fraction of its former ntatuy,
and it is to he feared that thewe Wil
2 seme in time. In the meant

i may be useful to draw attentham .
ts a specitic example of the glaring --

mismae of Museum time and space
and the general notions of art which
" have allowed it to occur.

Perhaps the best way of doing this
is in the form of u conirast between
an exhibit now at the Moderm Mu-
soum and an art event which openmed
it Hartford, Conmecticut lsat week,
The exhibit in queations is the De
Koouing show which anyene with a
buck fifty and the will to be indoc-
trinatad ean go and see thin month.
The art event is a kinetic light envi-
romment by Cossen, Stern, and Inobe
at the Austin Arts Center in Hart-
ford's enterprising Trinity College.

The De Eoening show in an exhibit
of paintings (s weli an -ether iwo-
dimensionn] artefactsy. The Modern
often bhas shows of paintings. Many
prople know what paintings are and
have them on their walls, Paintings
are a visoal art feem.

Comparsatively fow people know
what a kinetic environment is or have
sver been to ome. A kinetic environ-
waat is muoltidimensional, embracing
Siwve 2z well an space snd (some waull]
ay) other dimengion an well I8

sut merely a viewsl art form—N W

.'m visual, auditery, spatial, tagtlle,
and oftwn semgual art form. Olefac-
tory and best-cold elementa an be
added (apd semetimes are unintsn-

3. Theatrical slaments can .iee
» in ad Libkum. .

ol APRIL 23, 1965

¢ Mosenw of Modern Art hes
peadored many painting exhibita, Tt
has never sponsored a ningle environ
ment. Once fourieem curmtars (rom
the Modern Musenm visited 2 dintin-
guished environmental artist, admired
the environment he had set up in his
home, and argued for several hours
about which department of the Mu.
seum had jurisdiction over environ-
ments. They were never able to de-
cide, and so ne environment has ever
been shown wi the Modern Muweum,
The tendehcy in the arts today (and
in all of science) iz towards the break-
ing down and merging of fields and
eategorien—that the Museum should
be an excaptiam io this is nothing
less than scandaslous. :

The economic side of the guestion
i even more scandaloun. Et is thiw
sbpect that -is most often cited by
Maseums to reject environments amd
~uler pew idess. But the facts o
stherwise. The De Kooning show mew
on display cest the Moseum approx-
imutely forty thousamd dollars ($49,-
000) to pnt together. This figure is

exclugive of salaries pald to Museum
staff eonnected with the exhibit. It
is an average lgure for o shew at
the Modern—oome shows have cost
several times this amounit, The cost
.of the environment at Hartford was

. approximately 34,000, or ome temth of

what the Musewn spewt on De Koom-
ing, They wers able to spend thin
little even though the techniqnes for
creating environments . are in thely
infancy and many fhise-and woney-
saving methods are likely to be foond
in the near future. This Sgwre aleo
excindes salaries; for the simple rea-
son that few of these wers paid.

The srtists themiselves made mothing
from the smviromment. Lee Nickerson,
Billy Komuan, Tom Kally and others
who helped to form amd bajld this
environment were working for litile
more than a few wesks free room
and board at the college. Many Trin-
ity students also volumtered their time
and work to help complete the envi-
ronment in time for the opening—
like the citizems of a wmedieval town
whoe helped build their cathedrals
without pay, these sindents wors help-
ing to comptroet am art ferm which
they fid renl snd meaningfnl. Ne
volontesrs balpad put wyp the Do Keen-
ing show, themgh of cotrse newe were
needed.

The real goeution fu whather the
shows the Medors is patting en-san
b callal in smy see real & Bean-
ingful. The Nosewm haz simply epmgs

‘@ that point of fts isatitutieons) WG

where it is complotaly emt of conteet

with the idean of the young, the pas:

‘diamate, and the creative, It moet wow
" elther undergo drastic change from

within or witheut or cease to exist
as an active influence in the art world.

‘Much of what the Musenm originally

stood for is now aither old hat or
not terribly relevant. Challenging it
is a group of vital new artisis who

. almo challenge eveyything ever under-

stood as art or mussum or estheties
Techniques now sxist for the projee-
tion of constantly moving end ahift-
ing ecolor patierms by night or by
day. It Is these that will determine
what cever omr walls as much as the
histery of painting. Other tochnigues
sxist ot will soem exist which ean
totally alter the spacs around us amd
our ideas of mem, our own wminds,
sad the umiverss.

Noae of this is to say that sll the

the preblems of painting were ever
salved) or that convemtional art is
necesssrily » complets cadavre, What
in certain is that at a time whem new
spproaches its the traditions] narts
seomz sver fower and far betwaen, an

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

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

Blacks dsfins for themselves

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

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

The recent SDS statement on the Black
Panther party shows that history has
repeated itself. The intent of the SDS
matement waa to show support for the Black
Panther party, an aim with which no one hag
any disagreement. SDS's intent, however, is
sibveried when the contents of the
‘statement (see page B) are examined.

What should have been a statement of
support i, in effect, & statement in which
SDS thrusts itself into the internal affairs of
the Mlack movement. [t should have been a
statement telling the government that SDS
stands united with the Panthers sgainst the
governmemt™s cwrrent gttempts to destroy
them. Insfead, ‘it states categorically who
the black nnnuud is, what the correct ideo-
logy is, what the correct military sirategy is,
and what the correct program is,
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Viet Nam, O Viet Nam!

Her rice-flelds shine in the sun

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

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

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

Though now yon are divided

Your heart still beats as one
And one day soon the sun will rise
s CESTER On o unified Viel Nam.

To say the least, the SDS resolution is
anfortunate. That the Black Panther party
thould have the support and aid of SDS is
ndisputablie. And it is indisputable that SDS
1as an obligation and responsibility to have
‘¢lations and even make formal alliances
with any black organization willing fo enter

nto such arrangements. But it is not within .

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

SDS goes further and calls the Black
Panther party I10-point program *“an
essentially correct program for the black
community.” Whether or not that program
is “essentially correct™ is not at issue hore.
What is at issue is SDS's ability to know
what is correct or incorrect for the black
community. And being an organization of
whites, SDS is not in any position to define
ar analyze for blacks. If SDS is going to

attemp! {o do so, then it must discuss why
the Panther program is correct and why the
programs of the Republic of New Africa, the
Black Muslims, SNCC, the Nationa] Welfare
Righis Organization, the Southern Christian
Leadership Conference and other groups are
incorrect. SDS does not do so.

More than halfway through its stetement,
SDS begins to use the phrase, “*and other
black revolutionary groups,™ which does not
rectify the statement’s initial mistakes. The
inclusion of “and other black revolutionary
groups” scunds more like an zfterthought
than anything SD§ takes seriously.

SDS  goes even further, saying that
revolutionary nationalism s correct and
cultural nationalism is incorrect. On what
bazgis does SDS presume to know anything

abont nationalism? The comect md
incorrect aspects and uses of nationalism is
the most difficult of problems for

nationalists; and no one in SDS can ever be a
nationalist. If SDS were going to enter-inta
this ideological debate,-as it did, then it has
& responsibility to define and discuss cultural

nationalism and revolutionsry nationslism '

before resching its conclusions. SDS simply
states its conclusions, which are nothing
more than a pamroting of the Panther
position.

Categorically o state that cultural
nationalism is “reactionary” is to falsify
oresponsibly the history of the black
movement. 1t is cultural nationalism that has
laid the foundation for revolutionary
nationalism. It is cultural nationalism that
has, more than any other ideslogy, brought
a common consciousness to blacks.

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

Unnecessary factionalism

The job ia to criticize cultural nationalism
in such a way as to aid the growth to
revolutfonary nationalism. To condemn
cultural nationalism outright is to divide the
movement and create conditions for warming
factions. Perhaps this factionalism s
inevitable, as at least appears in California
between Ron Karenga's US organization
and the Panthers. That factionalism,
however, js not s0 in evidence in other parts
of the country and it can be avoided, Also, it
is necessary to distinguish between cultural
nationzlism and the esiablishment’s atlempts
to exploit cultural nationalism. '

QOne of the most difficult of ideological
battles is going to be moving cultural
nationaliasts to a position of revolutionary
nationalism. That battle cannot be won by
the outright condemnation of cultural
nationalism at this stage. For SDS to inject
itself into this ideological struggle is arrogast
beyond all imagining, for it is not a struggle
in which SDS has to involve jtsell. No white
organfaation has the right to condenm
cultural nationsHsm, because no  white
person can be a cultural mationalist. No
white organization has the right to suppast
revolutionary nationslism, because no white
can be a revolutionary nationalist. SDE,
however, hazs srrogated unto itself thess
rights. | :

When SDS characterizes mmui
pationalism a3 “porkchop nationalism,” it s
guilty of a macism which blacks have had to
sndire for much too jong. SDS should have

feomtinuad on page 22¥
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enough respect for blacks to use its own
language, and not to appropriate the
language of another people. One of the
hardest and most bitter struggles blacks have
waged has been against cultural imperiglism.
Now it seems that a fight must also be waged
against SDS, a group from which one would
have expected & little more understanding
and sensitivity.

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

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

White cheuvinism

Because SDS involves itself so directly in
the black movement, it exemplifics the very
white chauviniam which it, in itz statement,
claims to be fighting. How can SDS presume
to know anything about nationalism? How
can SDS presume to know what is the
“sasentially correct program for the black
community”? How can SDS presume to
know who is “the vanguard” in the black
community? How can $DS presume to know
what s the correct miitary strategy for the
black community? SDS presumes to know
sll of these things, as whites have alwayy
presumed to know all of these things for
black people. -

Last December SDS  ssid
“pationalism it ‘the main ideclogical weapos
of the roling. class’ withia: the black
liberation movement.. .. pow  SDS
repudistes s “imability to distinguish
betwesn  revolutionary i

Viet Nam, O Vie_at Nam!
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reactionary mationalism” and calls its
previous position ‘‘at best

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

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

Given the content of the statement, it is
not surprising that it is & compendium of
hackneyed language. 1t sounded as if it had
come siraight from the pages of the Black
Panther party newspaper, rather than from
the organization which gave us one of the
great documents of contemporary history,
the Port Huron Statemeat. The language of
this statement is ome continosl left cliche,
incomprehensible to anyones who i not part

_of theleft, All the stock phrases of Jeft rhetoric

are theve, scunding ms if they mean
something. In actuality, they mean litile,
because too many of us hide behind
rhetoric—as opposed to learning—-to be able
to exprass concepts in a language that helps
to clarify and enlighten.

Given the present state of the movemsnt,
clarity and enlightenment are of the highest
priority. SDS, in this instance, has provided
neither.

A litthe respect

should Mve accorded the biack

sDs
that movement smd the blsck commurity a UBought

modicam of rem by not making thid
siatement “whatever i private
opinions mwy be. By tie opun sttacks which
the Black Pamther party hud been making on

ady  boa

&

that there i3 an intense ideological struggle
taking place within the black movement.
That struggie can only be resolved by blacks.
SDS's intrusion into it i not  only
onwelcome, it is  disruptive and
damaging—both to SDS and to the black
movement. Blacks know, howsver, that
whites only act in terms of what is good for

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

What is at isses herc is the correct
relstiomship a white radical - omganization
should have to the black radical movement.
By presuming to know what prognm,
ideology, military strategy, and what
particular organization best - serve | the
interests of the black community, SDS ko
served to set s back, Those blscks wito are
suspicious of working with whites will have
their suspicions confirmsd by this statemest.
Those blacks who maintain that whites

cannot be revolntionary will have this

statement to offer s proof.

The ultimate irony comes i the fact tat
SDE could have sxemplified ita solidarily
with the Panthers without involving itwif in
the patticulars of the bluck movesmsat. This
statement is as arrogant a5d presumplucus
a8 the Progremive Laber purty ststwhwent of
Inst year criticizing the povernmem of North
Vietpam for entering into peace
negotiations. ’

The North Vietnamese can afford to
laugh at such presumption. The black radicsl
movement is not in an squivelent potition.

The SDS statemont demages any claima
SDS may have had of being radicai er
becoming mevolutionary, While radical
orpanizatioms of the pest failed in their
attempts to work wikh biscks becaves they
they had the right to involve

in questions of idwelogy aad
tactics which were the coseem of blacks
alons. Some of us thought SDE might be
different. It is only regrettable that we

and cultural matiemalism, ¥ should be apparent didn't find out socmer that it waen't.



The Rlack Artista Who ire Demonstrating At The Museum
Of Modern Art This Sunday Are Demonstrating Foe
Black Wing In The Museum, What Does This
Demonstration Mean,
It means that Hlack Art is an expression of our beliefs and values,
It means because Black Artists see the world differently and because
our valuss and realitles are altogether different we demand the right to
exist as a distinet category, and since one of the reasons Hlack Artists
create 1s to glve hlack people a sense of mman dignity, pride and identity
this is why we do indeed constitute a seperate group. It means that
Hlack Artists will be brought together, allowed a great deal of personal
freedom snd expression. They will inter-relate and cause construstive

changes to take place.

It means that Hlack Artists will develop a pure creatlve black ensrgy
that will blossom and grow _ . We will not adopt or use the freme
of refersnce white scclety has devised, It means we will be instilled
with a sense of ethnic pride and positive identification our ancient
creative past and our future.

It means that white people will be able to go into the black wing
to see, learn, respect and enmcourage the accomplisimenis of Black Artists.
I means that a black family of seven will go to the Museum of Modern Art
(without paying the $10.50 to get in) on a Junday afterncon, astroll past
the emptiness of the conmmer-spectator art into the magic of black creatlon.

It alsc means that the black that we elect in the MOMA on the Junlor
Council, The Internaticnal Council, The International Study Center Advisory
Board, The Curatorial Committees and the Board of Trustees, xill not De

negro persons with functionally white minds, but black repmonutim who
ofe, o
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are aware and proud of thelir blacknese.

It means no longer can the racist Maseum of Modern Art sponsor a
benefit shov in honor of Dr. Martin Luther King and then segregate the Black
Artists 1ln one roam,

Segregation - enforced
no choice

Seperation - voluntary

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

It means we no longer can try to change white attitudes, we have to do

our owm thing.

It means the Museum can no longer keep black people away f{rom knowledge.

Art Workers Coalition Committse For

Hlack Bloc
Tom Lloyd 657-6433
Falth Ringgold B862-5876
Iris Crump ALL 61996

THE DEMONSTRATION WILL BE HELD AT THE MUSEUM OF MODERN ART

2] Uest 531rd Street at 3:00
on Sunday, March 30th.

o 101
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SYHTHSTIC EERPCRT OF TH U FUBLIC EEARIHG HELD APRIL 10.1%65,

In the course of the following work, %he name of the group heretofore

named the Art Workers! Coalition has baeen changed to Artiets! Coamlitlon.

This is done because th= ~1d namo has an archaic tone not
approprlate to a modern organizatlon; Decmise artiste are

not workers; Decause all persons who regardi themselves asg
artists are artists, no mattar what tnelr activitics; bve-
canse io. organlzation does not reflect the intereste of all
persons who have some connectlon with art but rather identifiss
with thoa~ who call themselves artlsts; Ybecause the connota~
tlons of nineteenih coantury classical sociallsm which attach
to the former name do not deseribs the int-rests of *hoss who
are participating in the grouw.

The committes has crganized the remarks in an index by means of a«ven

titl2m or categories aa follows:

{02

1. The gtructure of the Artistas! Coal%tiom,

2« Fosglble alternatives to present art institutions.

3. Possitle reforms of present art institutions.

4. Legal and economic r=latiomshipe of artists to others.
5. dpecific propossals for organized action.

6, General and phllosophical obaservations and rematka,

7 Righliofblack & Puerto Rican artists.

It is interesting to note that a tsbulation of all the writtem
staten=nte submitted at the hearing yields a differant order to
the categorles In terms of the numbar of tires a glven category
1s appropriate «s o cescripblon of tho testimony:

1. General & phnilosophical,

<. Poaslble reforme.

3. Leagsl and econonmic.

4. Poesible alternatives.

5, dpecial intereats.

6. Specific action.

7. Coalition structure,



The teptimony offered publicly at the hearlng gives an overvhelming
impression of belng conceorned witn beliefs and values. Thus the
report of tne public hearing must concern 1tself with <ho ©oliefs

and values upon which the soclety in which we live 1s constituted.

haligion 1s the series vhich depceribes the beliefs ang
values of ‘the people in a glven time an: place. I effact
the controverales lmplied in the testimony are religious
argumenta, Politlcs 1: the seri~s which deseribes the
ralatlons Detween people in a glven time and nlace. 3ince
mich of the toatimony concerng such re<lationse, 1t 1s correct
to say that th- entire regort is a religious docunent with
political overteoncs.

The testimony deflnes & rellglon based on money and on the powers
conferred by the posgecsion and trangfer of money. The witneases all
azree on the natures of the soclety, and they all agree “hat 1+t musg® be
changed in varlious ways.

Money im an odbjective conptruction of time, Time is an
abstract conceptlion of life,

The testimony de not concemsad with the Question of what art is, nor
is 1%t concerned with what art may be considered to ©e zood or bad, ox-
cept ag guch definitions operate politically to the detrimemt of various

artiste or types or sources of art,

In pome cultures peopls say, We have no art, We do everything
as well as poasible. This impliee that the best example of

any type of activity may wall bs consldered as art., Thua, all
art ic good. Artiste are person: who do everyihing as well as
possidles Everyithlnzg that artists do is art. In a raligious
gltuation which demands that every good be directly related to
mongy, the art and the artist will inevitably concern themselves

with money,.
103
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The tegbimzny cdvidas uneve ly along lines which ean oo aporoximataly
dwsertbed in words. On %the one hand, nany artlsts believe that the aocinty
in goneral must guarsntee that artlsts gof their falr share of the nmondy.
All pucL viewpoints ineist tnat artists are not priaariiy inter-ste«d in

making money, but that they have a right %0 Just snough money to enzble

them %0 do tzeir work and to live as iney please.

On tho othor hand, many artists are lnterested in drawing attentlon Lo
the monetary construction of society for the purpose of showing that tris
construction is bad and ought therefore to o widernined anc witinetely
ab-1ighed. All such viewpoints insist that monegy is worthless as a scale

0® values, and thet ariists ghould dissociate themselves from all comnercial

poliitice.

Among the statements, tanr: ere nany which to various degrecs
Unite these two tendacies. The first Sendancy can be properly
described as a complaint and a demand. The second, ae & bellef
end a revolution, It is my opinion *hai the second tendancy
dominates the senae of the whole of the testimony. But it is
aleo uy opinion that these divislons represent personal opini-ns
in @ifferent stages of expariance oni development; that they
may be correctly deseribed as initial and final concluslons
based on various degrees of personal experlence,

Not all of the teetimony is airectly related to money in any way. A con-
sidorable, but not predominant amount of th- testimony, concentrates on the
transcendentsl aspects of art which unite all people of all timee in
activitien which arise out of deslres and dreams rather than out of
necesslils: e imperatives.
T¢ 1p mistaken to agsume that because artiste are necessarily
involved in economic Questions, they havae economic succese as

an importent gosl. Th- vhole proceeding declares unequivocally

104 that money is necessary but not important %o artista,



The hearing bears evidence that artists considsr themsgelvea %o be a

group of persons, and not a serles of isslabuc individualists, It is

tnousht gensrally emong the artists who spoke that the idea of tas individuallty
of artiste as a sacrgnent 1n the commnerclal religion of owr %ime is an
oppreseive measure designed to nlacate many of the most potentlally dis-

ruptive forces wnic: could lead society into other paths than are now

baoing used habitually dy those wno benefit from the maintenance of old

cugstomg.

The combinni mytholozles of newness and originality in art
have channelled tiae thoughts of artists toward the thoughts
of owners »f proporty snd away from the pursult of happlness.

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

to the people in general. MKany conceptiona of art which doss not operate

as a commodity are generically prefarac $0 those which can be bought and
gold. But furthcrore, regardiess of 1%s objectiv: state or mode, all art
which are availabl= and attractive to people zenerally arc preferrad to those
states apd modea that are available and attractlve only to educated and

relatively wealthy lndividuals.

Tnis fact indicates that artists today wish to assume leadership
in areas whici artiets in the past have abdicated from. All
beauty is propaganda in favour of what the creator delisves %o
be good, and, incidentally, against whal the creator belleves
to b~ bad. Muech of modern art is o conitrivance designed to
render guch ethicel distinctions meaninglesa with a purpcae %o
integrate art into commerciel soclety., We Dalieve in the af-
firm-tien of our collective and individqual goodness wilh a par-
pose to glve all people an lmage or model of free 1ife and good
work. This purpose iz undoubtedly d-trimental to commerce,

Commerce ie made possible and viable through mythologlea which
erphaslze end insist on a view of the world which 1s composed of
conparisons. Nothing can be consid-red as good. Things can only
be congldered in terms of other things. Thus all things lose
integrity snd value, All things assume the trunsient character
of money. The testimony tends to ogpose this view of the world,

tos



Anong the ancillary conpid-rations to commerce {tnoee considerations which
back wp and anforce commercial syntax) the predorminant complaint against
the institutlons of our time is that they are oriented %o raclsm,.
Raciam can be defined thus: many people of divergent and
disparate origing and values and hellef's are asacclated to~
gother in terms of the bellefs an: values of ons sectlion of
thene people whether or not there ara more pecple who share
the predominant valuss and bellefs *has ther- ara pecple who

shara other values and beliefs, rnaciam is a gtate of nmind
ané not a aerles of supposedly objeciive racts about najoritlasg

anc minoritiea.

Mack and Puerto Rlcan artists in Wew York Liwv- associated together for
the purpose of asserting that their values and beliefe are differemt from
those of Wagp, Jewish and Forseign artiets, Black and Pusrto Rican artists
demand thet direct and indirect public monetary support of art be used to
propagatc Black anc Puerto Rican art as wall as the kinds of art which

the predominant races produce. The addition of a,room or Mwiaaz" %o tae
Lodern Mu-eun for Elack and Puerto Rican art was advocated repsatedly.

Hlack and Puerto Rican artlsts inslst thai they are not Inter-
ested in parroting tha manners of persona of other racea juet

ag American artists of & genaeration or two ago insist-d that

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

of Buropean countrles. 1In the same way, we call attention to

tne fact +hat Wlacks and Puerto Ricans Zanerallv are not intar-
ested 1R ALl Kindg ¢ art whicn I8 tacugau to be inysrasting by
White o pAoNLe seneraLl¥s  Theae diTferences must be recoguized

tor wjat they are aad treated accordingly, It 1c not denied that
theso diatinctlons are in themselves aspects of raclsm. We do

not think that all Mlacks and Puerto Ricans prefer the ssme talngs.
But we think that the similarly degmmded situstion of Blacks and
Puerto Ricans in Wnite soclety warrants this alllance at thils tinme.

Another important complaint against established institutions comes from
unguccessful artisis. Those whose art has been repratedly reject-d by

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

who in consequence cannot make a living by their owm Ltivitien
]
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orposse to the naturs a7 «statllsh-d institutiona ant ovpre.sed by “he
cora-reial succese of artists waose worx ie ardisrarily Judged oy ‘he
institutions to b= Detier than thelr own, The woole oF tho testinony
repeat-di cendes tho value of the ancien clicht o7 “ne "suTaring
artisth % ie asseried
that =v.-ryone stould be able to liv: 3y his own cotivitics.

It ic quite likely that base no*lv.s such as jealousy may

play a par: i- toe complaints en. demanisz of urnsuccessful

artiste. But it would be entirely mistaken to dicaias

taelr points on such grounds. The point tha*t ey zalnly

mak- ig on- %tnab affects all of us profoundly: We believe

that all activities ars wortawhile an. S:a% “heé necessitioeg
97 1ife should be given to all activ- p-rsons.

bows cZonas of current institutiocus ar. wu¥adleu 0F TuOse wad selieve
that th-: institutions can u= reformed %o conform with the liv-: of
artigts today.

1. Lost of tho- %estinony oopogad the ingtiftution of m-tighat
agenta or gallerles, asserting that artists snoul.. d-al with the publi:
dlrectly and not *hrousa middlemen,

2. Kost of %he testimony asserted that it nuast be recosnized
that there is @ osszilel contradiction between “n. function of a nuseaum
wiich collects art and tie: funetion of z museum waich shows current art.

3. Luch of *the %-stimeony concernsd itseld with - .tails of he
structure znd orgamizatio. of the Luzsun of locern Art 1= Jow York., Tae
predooinant gpinion 1s that the puseun staff 1dentify with “ha interoata
of -ealthy collectors of art andi not with the interests of artiste sagd

tazy ic considered to De bads

It anould be borne 1- mind that *a~ Artista! Coalition arese
out of one artist's argument with the Lodern luseum over a

question wh=ther an artist s%ill >wnz a work aser he sallg
or zives It avaF. (o7



4. Several wlitnesses made the suggestion that thoelnibitions
of current art should be held by non-commercial organizations, such ag
the Artists! Coalitiom, in locations scattered all over the city, the
nation and the world rather than in locations concentrated 1n a few
capltal arcas of capltal cities.

4. Seversl artists made a point of the fact tha$ onas o vork
leaves an artist's handas, 1% is no longer in his contrel. Several
people sugcested that the law of France respeciing thw re-sale of art
be enacte. 1. the United Shdtes. Tris would result in no worlk being
rescld in the artistls lifetime without his peormission, amd a proporiicm
of accrmed profit on all gubsefuent sales would go to the artistse It
wag algo urged that no wark by en artist could bs show: or nhotographed
without his permiseion and that certain fees should be paid for all
ingtances of the exhibition of a work of art, Varlous practical schadules
of rates and uniform contracts were outlined 1n th. testlnony.

6, Much point was made of thc fact that several museuma charge
adolegion fees to the public. It was thought varioudly that such fees should
be abolished, or that they should be abellshed for certain zroups or at
certaln moments, or that iho fees collected should be put to the usea of
certaln groups, intercats or nodes of arts Sevaral propeosaie pertained
only %o mmsains charging admlesion fees, presunably on the assumptlon
that ‘hese institutions would have more income than otherds

It i expected that thils report wlll be accompanied by a 1list

of all the speciiic proposals 0f every tandancy which app-ar in the
testimony as & whale.

It should be notsl that mogt of the testimony was glven in the
terminology of the arts usually referred %o ag painting an? s-ulpturs
This terminology did not see to be intended to excluds other )
artiate or Bodes of arte but seems. to be the habit of the sp-akers.

08



7. Many speakers mentioned the fact that there are meny tax
deductions and tax exemptions sraated by the United States government
in connection with art activities and institutions. It is assumed that
mach less money would be available for art if this was not the case.
Some speakers nevertheless rocoumended the revocation of all such
priveleges in connection with art. Several said that this fact should

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

| effect their noney comes from the public, however indirectly.

It should be noted that some of the testimony indicated the
possibility that the Artisist Coalition should bacome or should
instigzate one or more organizations dnsigned Yo oporate as
lobbies or pressure groups affecting the press and the putlic
politics of the nation, as well as of %he city. However, I
dontt think thet this was a predominant conception of the
organizations If there was any impression %0 be gained from
the testimony with regard o the Artists! Coalition function,
it was that it should be a loosely organized body of artists
that would be responsiva to varisus public emergemcles.

In very many connections, the artisias exprossed their opposition to the

American government!s war in Viet-Nam,

There were many references to a general belief that tho conditions of
American society at the present time consiitute a revolution in bellefs
and values, as well as a revolution in %he refations betweem and among
people, The tendancy of the testimony was o advancs ths religious
revolution more than the political revolutiom. Revolution on all levela

of meaning was however felt to be the predominant reellity of 1ife now.
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Specisl attention was drawn to tha situation of artists working with
notion plcture film. In addition to various testimony indicating that
tne kodern kuseum uses films as its principal attraction for tne public
and. doss not pay a:tist*dequataly for tooir filma, 1t was remarked
that the Modern Museun collectlon and that of the Cinematheque Frangakse
in Paris are the only film museums in the world.
Undoubtedly there are many artlsts working in various nediums
whose views were not represented in the hearing, as 1t havpened.
For exsmple, nhobody mentioned the ext¥rdinary difficulty that

1s encountered if one wishes to have a good book published Yy
$he commercial press.

The hearing gave the impression that visual artists are slow to respend
to changes in soclety g:en:uara.‘!.Y because they are supported through the
excosses of commercial society, principally tax benefits granted to
wealthy individusls and institutions. Be that as it may, the tone of
nost of the statements was a pleasure to perceive and the meaning of
the remarks gensrally was that artists are determined to accord thelr
religious and political views with thelr owm personal lives, regardless

of the hazards entailed.

Thers remains to the twonty-sixth point in this series, a general obser-
vation on the public h-aring and on the Artists?! Coalition. This event
and thiz organization are the first evidemce that many artiste wish to
involve themsdlves in collective activities of any magnitude. There is

8 very general recognltion that art can no longer be conducted exclusively
on the private anc personal scale, This report, which is actually con=

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

a collective work of art. Moril 23, 1969. New York,
110
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2.

rtists should deal person to person with their cnstomers. Theyry should seil

i o

-+

either direcily -1 thelr studios or fron decerntrallized Idving .rt lenters
ran by artists, perhaps simi.sr in oiructure teo [USINIL Ierge cuon shoos and

iexible exhibiting situations sheoulid be corpanised by thwe LC. Stroein, poris
and cther jublic areas should be uged whenever »nossible nnd ccoperation ~rth
other radical creative sroups in theatre, ete. zhould be eonsidered. Tices
ghould be zeps at reasonable levels to encourage all inds of people to buy

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

Hew .Jori

3a

Artists should zive thousht to producing rork that is az-ropriate to the life

style of the public and not just to that of the ver;r rich.

A Tew sceiety

Artists should work to change our society, te bring about greater equalivy,
and an end %o poverty. ‘bove all they should work to turn the present massive

spending on defense and war to hunaritarian and creauive projects.
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IIT. JERORID TC MUSEURDS, GA.LERIGES, ETC.

slternative A = Reform

1, Direction of Ilseum - It is a public, mot & private instituticn;

recipient of public money, throught tax concessions, the hiseun
Artists and comwmnity leaders should

- A3 &
should be answerable to the public,
be represented on the boards of direction and the composition of The l=ater

should change Tegularly, and public meetings should be held. e should uresc

o federal and state subgidies of the museuns.

2. Policy of useum - Je want a llseun, not a :hBuscleun;

- \After 20 years, work shouid be sold or rented to the ‘eiropoiitan ‘lgeun

and $hire sroceeds used tec finance the~purchase and exhibition of new work

and rvrovision of new faciiities for frequent, rotating exbibiticons. ilterna-

tively, a Hew Iluseun shouil be set up by the present museur, pure.y for

exl"ibiti-ns, and exirenely flexible in concept, The rmscun film department
ghould be avtonomous mrd sheuld receive a Tair share of finds for iits develop—
w1t

3. deictionships with . rtists ~ 4 hsews uhould maite tivines posgihle Jor artista,
7ot impoasible

- ‘he [limewrn ghould respect the artists' wishes resarding the exhinbition

of hig worli. It shouid sponsor and commission new woriz, It should seoik oub

and erxhibvit the work of artists without zalleries, It should inelwde srticto
oY

in its daily lectures zeries. It shiould appcint o ombudsazn

tn deal "vith artists® reiations.

Ao deiavionshiip witl the rublie - .t Tor all the peoule;

L geparate wing in nenory of Ir. ‘Ariin uther (irng, Jr. shculd be seb up

to show Hhe weorx «f black and ruerso .idcsn ariists, or a2 satisfactery alter-

native shouid be arrived =t by negctiations bgireen blnel and Poerto dean

artists on vhe one hond and the musewn on the cthers Decertralization is
essential to bring art to the corvunity and should be achieved by settin~
up braunch muscuwns to funetion as art activiiy centers for a.l kinds of nedia,

includin:s: film. Z'ree :miscum entry siwould be availablie at least one da per

waek and evening opornint and £ilm scereenins should be increased.

el ] L Y

Alterrotive B -~ Boycott
I/nore the museums, They record the past; leave them 1o do that job. They —ill

ST DO §o 7o CeoSE TAEN Dpasa

never be able to do any ovher. Bave ocur energiecs for othexr work., The Huceums
NYecan nevar ~ive enouh help to enough artists to make our efforis worthwhile.
e sailories and if necessary picket them tlll encught other

o ——

Ltﬁlﬂﬁf?

\--| ] £
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IV, TuGAL AWD ECCN(IIC RUPORLD

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

1.

2

3-

gble value for his work.

Nentals, All exhiibiticns charginz entry fees should payr the exhihiting

artists renval fees Tor their work. This would ap:.ly to ail worl
whethner or not ormed by the artist. .\ model contract should be
drafted. Filmmalkers should liltewise be properly compensated not
only for individual screenings but also for points acqguired for

rugeun archives.

nesales,
4 percentage of the profit realised on resale of an artist's work should

revert to the artist. A mcedel sale contract chould be drafted,

wmership.

4.

The artist never gives up ownership in his work. “eproduction ond royalty
rights and the right to retrieve his worlk for the original price and change

or destroy it would alsc be provided for.

Social benefits.

Research should be undertaken regarding the Scandinaviar ethods of ~iving
support to artists, the possibility of creating a trust fund from contri-

butions bu successful artigts, or from taxes levied on sales of "dead" art;
sueh & fund would provide stipends,sickness benefits , help Tor depenZents,
etcs the possibility of obtaining g puaranteed arnual minirum wage or nefa—

tive incame tax for artists.

Foundation grants.

Work for nore and imrger grants. Orants for individusls in total at least

equal to those presently given to the cultural institusions.

altermative B, ~ Yo be free, the artist rmust not count the value of his woik.

TH.S Coalition should nat be concerned with atiempting to enforce proprietary

rights or with helping artists tc¢ become rich.
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VI. Tl ARTISTS RELATICN TO SOCIEDY

lst 8onflict: - The .rtist and :[is Customer

sost artists are individualist, anti-establishment ang poor. They are arainsg

war, ciass exploiiation and raeial diserimination,

lost art custumers are conformist, establishment and rich, “hey have a vested
interest in defense eXpenditure, class distinetion and racial inequalit:rs To
resolve the conflict they rmst reform the customer or isnore hin and find new
custonmerz riore in harmony with the artists' owm beliefs,

2nd Conflict = The .rtist and Fis “ellow artist

——

The successzful artist is lionized brr society, pressured to produce and paid

extravarantly yet wncortainly,

vhe mgsuccessiul 2rtist is despised by soelety for not working, embitterad

b 1 is inabiiity” te shew his product and forced to eam a livin~ in my v

e ecan,

In “rder tc succeed under these conditions, artists are oblired to fisht flercoly
with each other and cooperate with those who most eXploit shem., Tc¢ regolve the
conflict, ariists must iearr %o coopersie closely with each other. and fight
chelr exploiters Tor the rights that wili enable each of them to function as

individuais.

2rd Contlict - The Profuct and the People

In general, the art object is inadequate to the artist as a reans of barter Ierv
Tor the necessities of life, irrelevant to the people ir 2 werld of hun-er, war
anéd racial injustice and precicus only to the rich vho use it to inerease their

wealth and maintain their position.

{0 resclve the confiict, artists must develon art that is real for our tine,
that is neaningful to those not in on the makins of it, that reaches the people

and that dees not reinforce the horrible sanctity of private property.
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Artists And The Prol

By HILTON KRAMER

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

a negligible role — if, indeed, any
role at all. As individuals, of
course, a great many artists have
taken part in civil rights demon-
strations, anti-war activitles, and
other forms of protest politics, but
such political activity has ravely
been allowed to penetrate the
sanctum of the studio. In this
realm, at least, there has been no
attempt to revive the attitudes of
the nineteen - thirties, There has
heen nothing. like the current
movement of playwrights, poets,
and prose writers to place poli-
tical issues at the center of their
creative work, The general
assumption among painters, sculp-
tors, and artists working in re-
1ated visual media has been that,
so far as explicit political involve-
ment goes, the work of art must
remain inviolate,

Museums, too, have tended .—
correctly, I think — to be wary
of political involvement. Though
MANY mMustums now conduct &
variety of community programs —
designed, for the most part, to
bring art more directly inta the
lives of those who have heretofore
had little acquaintance with it —
they regard these programs es
anciflary to their principal func-
tion, which is to act as 2 dis-
interested custodian of the artistic
achievements of both the near and
the distant past.

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

CREE

-

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

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

Arts — a meeting called for the

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

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

»

In part, then, this was & plea
to liberate art from thé éntangle-
ments of bureaucracy, commerce,
and vested critical interesis — a
‘plea to rescus the artistic vocar
tion from the squalid politicy of
careerism, commercialism, and
cuttural mandarinism. Though 1
cannot recall that a single work-
able idea was advanced in that
long and repetitious meeting, I
nonetheless took away from it
the vivid impression of & moral is-
sue which wiser and more experi-
enced minds had long been con-
tent to leave totally unexamined.

Radical proposals are not, how-
ever, the sole property of anti-
establishment rebels — a fact
which the rebels themselves tend
to he curiously ignorant of. At
the moment, 1 should say that
the most radical program for the
future of art wag being carried
out- within the establishment it

conducted at the School of Visual ' self; 1 refer to the ambitious proj-

ect initiated by Maurice Tuchman,

. the senior curator of the Los

Angsles County Museum of Art,
which calls for the collaboration
of well-known artists and big-time
industry. This “Art and Technol-
ogy” project, which is already un-
der way on the West Coast prom-
jses, if successful, to alter the
terms of the artistic vocatioh to
a much greater eéxtent than any-
thing put forward by the Art
Workers Coalition — but in pre-
cisely the oppasite direction.

The artists workitg under Mr.
Tuchman's plan — and they (n-
clude many illustrious names —
are abje to avail themselves of &
vast amount of technical informa-
tion, expert advice, physical as.
sistance, and actuzl materials. No
doubt this will lead to certain
artistic conceptions that could
otherwise never be realized. But
it i3 always an lllusion to assume
that such advantages are to be
gained without cost, and what re-
mains to be calculated is precisely
the moral price of this enterprise,
which, in effect, marks the first
major coliaboration of advanced
art and the West Coast military-
industrial establishment. It is odd
to think of certain artists who
have entered into this collabora-
tion after having contributed to
various anti-war exhibitions.

FREE |
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Of ‘Relevance’

]
But what I think the most in-

‘ teresting, if not the most radical,

aspect of this project is the new
role which the museum has as-
sumed in conceiving it. For Mr
Tuchman has, on this occasion,
acted agz a kind of broker be-
tween the artist and the industrial
estahlishment, promoting 4 con-
ception of the work of art that
would, if catried to its logical
conclusion, take the whole con-
cept of art outside the museum.
Mr. Tuchman has — in principle,
if not in fact — moved to place
the artist in a position of utter
dependency upon the industrial
pracesd, and thus upon the net-
work of social values which sup-
ports that process.

Compared to such & de.
pendency, the artist's relation to
the museum is relativély innocent
and autonomous, desplte the fears
and accusations vojced by the Art
workers Coalition, Mr. Tuchman,
too, is concerned about “‘rele-
vance" —- the relevance of art to
a culture incrsasingly dominated
by compléx technology — and in-,
stead of conceiving of the mu-!
seum as 2 countervalling force in:
such a-culbure, he clearly beliaves.
the museum should lend its:
prestige to adjusting art -to the-
inevitahle.

Compared to the future which
this promises, the present sysiem,

-with all its moral failings, seems

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

W ant?
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Bates Lowry, director of
the Museum of Modern Art
for less than a year, has re-
signed “for personal consid-
erations,” David Rockefeller,
the museum’s board chair-
man, and William S. Paley,
president, announced yester-

day.

Although the announce-
ment expressed “deep regret”
over the resignation, and “ap-
preciation for the initiative”
with which Mr. Lowry had

uided the museum, it is un-

erstood that his residg;nation

The Rockefeller and Paley
statement was issued in “be-
half of the Board of Trus-
tees,” but many of the board
members were in London to
attend the museum’s yearly
International Council meet-
ing. It was not known
whether those trustees had
taken part in deliberations
over Mr. Ty's resignation.
They were notified of the
resignation by cablegram.

Mr. Rockefeller and Mr.
Paley emphasized in this
statement that the present di-
rection of the program and
policies of the museum would
continue.

Staff members, many of
whom ekpressed surprise at
the announcement, said they
were mystified by the A
The museum, they noted,
soon open two major shows:
20th century art from the
collection of Governor Rock-
efeller, a trustee and former
president of the museum, on
May 28, and “Pioneers of
American Painting,” an ex-
hibition of work by abstract
expressionist  painters in
June.

Also, the museum is about
to undertake a major fund
drive and is completing plans
for the expansion of its physi-
cal facilities.

Recently, the museum has
been the target of d@onstra—
tions and grotests artists
who have demanded ‘more of
a voice in museum policies.
Mr. has been actively
involved in dealing with the
demonstrators. However, al-
though the trustees were re-

rted to be satisfied with

is handling of the demon-
strations as they occurred, a
emall group is said to be un-
happy over his proposal to
establish a series of commit-
tes hearings at which the
museum and the artists would
engage in a “dialogue.”

Incorporated in the state-
ment issued by Mr. Paley and
Mr. Rockefeller was one by
Mr. Lowry. It read:

“The curatorial and pro-
gram staff of the Museum of
Modern’ Art is the most
dedicated group I have been

rivileged to work with.
R‘heir devotion to an’ ideal
and their determination to
achieve this has impressed
me on many occasions. I only
want to say at this time that
it is with deep regret that I
have come to believe that

I must give up my working
relationship with them.”

Yesterday, Mr. Lowry
could not be reached for
futher comment.

In their statement, distrib-
uted to the staff, Mr. Paley
and Mr. Rockefeller stressed
that the present direction of
the program and policies of
the museum would continue,

His role in the committee’s

quick and effective organiza-
tion of fund rai and in
mustering groups of experts
to aid Florence brought him
to national attention—and,
o cheg gl el 4
men! is appoi t to
the Modern Museum post.

During his short tenure,
Mr. Lowry presided over the
consolidation of three depart-
ments that were formerly
administered separately—the
international program, paint-
ing and sculpture and mu-
seum collections. He assumed
the role of director of the
department of painting and
sculpture in addition to his
post as director of the mu-
seum.

The effect of the consolida-
tion is to provide a central
channel for all of the mu-
seum's painting and sculp-
ture acquisitions and cxhibi-
tions, which are staged by
the museum in its West 53d
Street building and elsewhere.

Mr. Lowry also set in mo-
tion a plan whereby each
curatorial department devel-
oped a staff-trustee commit-
tee, and he established a reg-
ular weekly meeting of cura-
torial staff heads, the first in
the museum’s history.

In addition, Mr. Lowry
originated a plan, not yet im-
plemented, to display the mu-
seum's permanent collection
more flexibly.

Mr. also played 'an
active role in the museum'’s
auglsiﬂon last fall of the
$6.5-million Gertrude Stein

collection, which had been
pursued by museums and
dealers all over the world.
There was oconsiderable
speculation yesterday on the
reasons for Mr. Lawry’s de-

parture, .

One staff member noted
that Mr. Lowry had held two
posts, formerly held by two
men, which ~made things
“doubly difficult.” The job of
director, before Mr. Lowry's
tenure, was held by Mr.
d’Harnoncourt, a man noted
for the smoothness of his re-
lations with trustees and
staff members, while the ad-
ministration and sition
of the museum col 3
had been carried out by Al-
fred Barr Jr.

One New York museum of-
ficial, asked to speculate on
the reason for Mr. Lowry's
resignation, shrugged and
said: “It's an impossible job.
It's such a big organization,
with so much internal politics
that it defies administration.”
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Lowry Out as Director

Of the Modern Museum

Dan Budnik

Bates Lowry in office at Museum of Modern Art, where
his resignation as director was announced yesterday.
Behind him is a candelabrum by David Smith, sculptor.

Bates Lowry, resigned before

forming the "Committee o n

Art ists' Relations ", that he

had suggested = in opposition

to the  "Open Public Hearing!

proposed by the artists.,
The

Hearing was held on April

Io, 1969, aw
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Attach. 3

. The Museum of Modern Art

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

A Specia]l Committee om Artists' Relations is being formed by The Museum of Modern Art,
Bates Lowry, Director, amncunced today. The purpose of the Committee is to explore
problems concerning the relationships of artists apd museums,

The Special Committee will be made up vf people whose experience has informed
them as to the needs and practices of both the artists and the institutions that bring
their work to the public, 7The Committee will meet regularly to hear all those who
want to present thelr views, A record will be kept, and a report with recommendations
will be made public.

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

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

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

Mr. Lowry said that it was the hope and expectation of the Museum that the
Committee's inquiry and report will prove helpful to other institutions and artists

b7
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with similar problems. "The world of museums and artists, as all other areas of
life, has changed emommously in the last decade," he added. "The changes have, in
many instances come so fast that it has sometimes been difficult to act responsibily
as soon as they occurgd. Certainly there has been a2 spectacular growth both in
museum &ttendance and in the number of artists who are struggling for a hearing.
In establishing the proposed Special Committee on Artists' Relations the Museum is
aiming to remain true to its original purpose: to help people enjoy, use, &and under-
stand the arts of our time.

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

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

working procedures.”
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proposal for constitutional articles for the Artistal Coalition

1. The menberghip of the Artisgts! Coalition is all the people who
have attended one or more general meetings.

2. Funds may be ralsed from tims in time for certain purposes, but
no regular contributions or dues should ever be sollcited or
coll acted, Hach special fund will be held by a special treasurer,

3. General meetings cught to take place at leaat once a month, be
held in a public, accesakbl=e location, be open to everyone, be
advertised publicly in advance. All persons who wish to make
brief statemants on matters of interest to artlats should be per-
mitted to epeak, and these stalaments shouid ba published perio—
dically. Bvery few months, & statement eummarising all the act-
ivities of the Coalition for that period should be published and
brought to the attention ef everyone who is interested 1n %them.

4e At the beginning of each general meeting, a new chairman should be
chogen to run %hat meeting. During each meetlng, small commlitees
of two or three interssted persons nay be appointed t: carry out
gpecific projects. At the end of ~ach meeting, about 15 people
should voluntser for the main comnittee wnich will carry out the
activitiee of the Coalition betwe-n mewetings and undertake specisl
projects and so forth, At each general me~ting, the date, place
and hour of %the next general meeting should be announceds

5+ The maln committee should meet between general meetings of the
CGoalition in order %o do the work of the Coalition &t the time
of each meeting. Additional interested persons should not be
excluded from meetings of the main committes. The meetings should
be conducted informally without an official chairmen and without
any voting. Part of oach meeting of the main committee should Dbe
devoted to a dlscussion of general problems and questions raised by
the current ectlvitles of the Coalitlon,

6. Ko permanent staff, chalrman or sacretartat should ever be hired
or congtituted by the Scalition iteelf. Ald of various kinds may
bea sollelted or hired for various gpecific proj-cia, but the work
of the Qoalition should be caz:ried on voluntarily. The Coallilon
should not undertake to own or lease faciiities on a long term basis,
nor should it De incorporated under lew, nor should it be able 1n
any other way to oblige people to do things against their will. The
coalition might set uwp corporatlons or authorize persons to act for
it in certain cases, but theae arrangements should not affect the
organization of the Comlltion itsdlf, nor can the Coalition he held
reapongible for thelr extstence or maintenance, '

7« The ace of the Coalltlon and itz activitles at any tinme should be

el a9 a collective work of art whose character will only reflect

the interssts of those who are doing the work at any given tinme.
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ARTISTS AND INDUSTRY: THE LATEST GRAND ALLIANCE
by Bob Heilbroner, Liberation News Service

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

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

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

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

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

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

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

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

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

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

The first part of the strategy, at least, seems to be working. Artist Larry Bell, working
for the Rand Corporation, assures us that “It’s quite different than 1 expected. I'm not saying that
I still don’t think of the Rand Corporation in those terms (Vietnam and imperialism), but I've dis-
covered that the scope of their involvements is much broader.” (Now there’s some really alarming
news!)

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

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

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