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preface

This anthology docurnents the historical developmens of institutional critique as an artistic

concern beginning in the 1960s and coniinuing to the present. ‘The volume is orgarized into

wa "o

four roughly chronological thematic sections: “Framing,” “Institution of Art,” “InstitulionaZ-
izing,” and "Exi Strategies” The entries selected constitute a broad sampling spanning cver
four decades and representing a myriad of artistic posilions. Included in our selectior are
primary texts and illustrations of projects v some of the Dest-known artists associated with
institutional critigue and a rumber of lesser-xnown, previously unpublished or untrans-

lated materials and artworks. Cur main task os edilors has been to sift through a wealth

of materizl for the tiny selection of texts and illustrations that would hest offer 2 sense ¢f

inslitutional critique’s concerns and imperiance. Anc while the matenal gathered in the
present volume is rich, it is by no means comprehensive,

Needless to say, we are well aware that to put together an anthology of institu-
tlanal critique is te nstitutioralize institutional critique and therefore is fraught with self-
contracictions from the beginning. 1o a certain exlent, many of the criticisms articulated in

these writings and projects could be leveled as this very volume, and we bear full responsi-

bility for our selections and organization. But our primary ambition has been to give asrich
a sense as possible of the breacth and depth of institutional critique rather than imposing
a narrow putline. We nhave felt it parsicularly important to plan the volume as a guide, a
rescurce, a base for further work and reading, as well as a self-contained book.

We are grateful to the artists and publishers of the texts and iltustrations for
granting s permission :c repreduce their marerial. For clerical assistance, we zre indebtred
te Matt Fricano and Rebecca Arnfeld. For recommendations of specific texts and illustra-
tions and the overall scope of the project, we are obliged to: Nora M. Alter, Ui Meta Bauer,
Sabine Breitweiser, Ron Clark, Andrea Giunta, isabelle Graw, James Meyer, Andrzc] Przywara,
and Stepher. Wright. Finally, we would like to thark Roger Conaver a* the MIT Fress, whosc
consistent patience and guidance throughout every step of Lhis project made Lhe rea’ization

of this volume possinle.




institutional critique



institutions, critique, and institutional critique

alexander alberro

The field is a network of abjective relations (of domination or subordination, of complementarity
ot antagonism, etc.) between positions. . . . All positions depend, in their very existence, and
in the determinations they impose on their occupants, on the actual and potential situation in

the structure of the field.
—Pierre Bourdieu, The Rules of Art

In actuality, as we all know, things as they are and as they have been, inthe arts as in a hundred
other areas, are stultifying, oppressive, and discouraging te all those, women among them, who
did not have the good fortune to be born white, preferably middle class and, above all, male.
The fault lies not in our stars . . . but in our institutions and our education.

— Linda Nochlin, "Why Have There Been No Great Women Artists?”

Art. . . always was, and is, a force of protest of the humane against the pressure of demineering
institutions . . . no less than it reflects their substance.,
— Theodor W. Adorng, “Theses upon Art and Religion Today”

Our task is to link up the theoretical critique of modern society with the critique of it in acts.
By detourning the very propositions of the spectacle, we can ditectly reveal the implications
of present and future revolts. | propose that we pursue . . . the promotion of guerrilla tactics
in the mass media—an important form of contestation, not enly at the urban guerrilla stage,
but even before it.

—René Vienet, “The Situationists and the New Forms of Action against Politics and Art”

Like the institutions of the university and the library or public archive, the art insritution
was advanced by Enlightenment phiiosophy as dualistic. The aesthetic, discursively realized
in salons and museums through the pracess of critique, was coupled with a promize: the
production of public exchange, of a public sphere, of 2 public subject. It also functioned as a
form of self-imagining, as an integral element in the constitution of bourgecis identity.

The artistic practices that in the late 1960s and 19705 came to ba referred to as
instituticnal critique revisited thal radical promise of the Eurcpean Enlighlenment. and
they did so precisely by corfronting the institution of art with the claim that it was not
suticient.y committed to, let alone realizing or fulfiling, the pursuil of publicriess that had
brought itinta being in the first place. They juxtaposed in a number of ways the immaner,
normative (ideal) self-understanding of the art insdtution with the {material} actuality of
the social relations that currently formed it. That juxtaposition sought at once to fareground
the tension between the theoretical self-understanding of the institution of art and its ac-
tual practice of operation, and to sumnrmon the need for a resolution of that tension or con-
tradiction. Indeed, one of the central characteristics of institutional critique in its moment
of formation was hat both an analytical and a political position were built into the critical
interpretive strategy—that if one proslematized and critically assassed the soundness of
the ciaims advanced [often tacitly) by art institutions, then one would be in a better position
o instantiate a nonrepressive art context.

Thar gesture of negalion, of negaling the cstablished conventions of art, was mad-
ernist at its core. It posited that the assthetic oxists in the critical exchange, in the debate,
within the context af the art worid. [t was also dialectical: s aim was to intervene critically
in the standing order of things, with an expectation that these interventiaons would produce
actuai change in the relations of power and lead to genuine reconciliation. Besides nega-

tion, it also sought the possibility of a mement of synthesis. (nstitutional critique, at least
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in ils initial years of development, held out for the ideal instituzion of art; it held on to the
old promise, and did not rest on the moment of negation as if that was in itself the truth.
So when, for instance, artis:s such as Fduardo Favaric or Danie: Burcn in the late 1560s
ciosed the gailery for the duration of their sxhibiticr, or when Julic Le Farc and Fnzo Mard
withdrew from the Documenta 4 exhibition and called for noncemplicity with the cominan:
cultural institutions, they diaiecticaliy negated that which was the vehicle of their voice,
and vet held an to it at the same time." That kind of critical dialogue is the mocernist mo-
ment, the Enlightenrcent momern:, the momer:: of the attempted praduction of publicriess
within the established instititions of the nubiic sphere, and itis evident in many other carly
instances of insttutior.al critique. We get a glimpse of it in the 1968 tract “We Musl Always
Resist the Lures of Corcolicity,” wilh which Osvaldo Mateo Boglione and the other authaors
helped <o galvanize their peers in Rogario, Argentina, to organize intc am arlists’ coalifion
+hat would protest against the questienzble valies and practices of local museums.? It is
there in Roberl Smithson’s call in 1572 for an “invesligation cf the apparatus the artist is
tnreazded through,” and in Michael Asher’s integration of the bureatcratic and operationai
acdvities of the Claire Copley Gallery in Los Angeles in the fall of 1974 We also seeitina
iarge number of art projects (some of which are featured in this voume) that provocatively
linked previously uncornectec spheres of public experience together in unexpected knots,
in unexpected combinations of trajectories, lraversing their separatencss, bresking thalr
isclations, and peinting o the (act that there s a radical gisjuncture between the ideal
presentation—and even the sclf-urderstznding of the museum as an aulenomous space
of neutral cultural experience—and the actuality of what Pierre Bourdieu in The Ruies af At
refers to as the "objective relations” that structure it.# These works thus callec not only fora
¢ritical reassessmenl. of the purpertedly autoromous and neutral art museum, but alse far
public cultural institutions Lhat operate fres of poiltical and ideological interests, inaman-
rer that furclions precisely according ta the souctural logic that is ai the cove of historical

institudonal critique.”
FRAMING

Tne paralle! increasingly made in the late 1460s hetween The managers of the inslitutior o2
2t ans those who have assumed respong’bi’ity for continuing the established cuitural order

prompted artists to scrutinize and gradually challenge the roles of museum directors, cura-

tors. frustees, and the like. One of the most powerful early criziques from 1his pcrspective
was carried sut by the Beigian artist Marcel 3roodthaers. whe in 1968 created his first fie-
tional musesm, the Departresnt of Lagles, Museum of Modern Art. Tha artist recounts in “A
Conversation: with Freddy de Vrce, 1963 {19651 thai the idea came to nirr as a dizect resuls
of tae highly charged political events of 1968. The upheava® of this periad had promoled a
group of artists, pallery owners, and colleclors to join together to analyze the relations be-
tween art and soclety. Broodthaers recalis that while setting up shipoing crates [or tho group
to sit or during a scheduled meeting in his studia, he was siruck by the similarity of this
process to that of installing arvworks for an exhioition, and concludec thar "the musss

was borm. not via a concept, but by way of croumstance; the concept came .ater” This dis-
covery led him to Invert the structure of the readymade: "Marcel Duckarmyp once said, "'his
iz a work of art’; all T was saying was, “This is a muzeum.” By creating a Jerishal mussum
‘hat rencered all that circulated within *t part of the a institution, Broodthaers implicitly
critiqued the logic af myseums, asking not anly now museuns come inlo being bul also

s Tt e e ) . . _—
who determines thelr modus operandi and how their collsctions are arrassed. Somewhar o

nis surprise, the model of the museum foton was scon transpored and reinsta’led several
tmes aver, leading Braodthacrs to comment, in words thal reca’l thoss of Julic Ze Parc in
"Demystifying Art” [1968), that "t prosent avery art production will be soscrbed quickly into
ths commercial cycle thai transforma not only “he t2aning of art but also the very natuire
of this art.” J

As aninstiution, the muscum is multifacetzd and can be criliqued from a number
of different stardpeints. Broodthaers focuses on the muscum's frame—a frame that overde-
termines what it encompasses, a [rame that is inherenily [deaiogical ard made ol a myriad
of cultural, social, and pelitical elements. At the samne fime tha® Eroodhaers developed
this immanent critigue of muscums, which 1:s2d that instizution’s internal contradictions
to criticize it in ifs own terms, a surmber of arlists in Busnos Aires, Rosario, Pars, Warsaw,
and elsewhere launched whal could be termed a orescrptive critique of the musem as
‘mstizution. These modes of criticism stood cutside the objecis they criticized, assorting
norms agaZnst facts- -effering judgments from a particuar point of view ior crizeriologi-
cai positior). The criticism took varisus [orms, including boye tting exhibitions, organiz-
ing public mestings and sit-ine, disseminating namphliots, producing false identification
cards Lo enzakle free entry into museums, and performing actions and ather demonstralions

that sough: to racically transform the dominanrt art ‘ns-itutions. For examyle, in New York
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important pratests were cocrdinated in Lne late 1560s by the Art Workers’ Coaliten (AWC]
and the Guerrlla Art Action Group (GAAG] against the Muscumn of Modern Art (MaMA) in
particnlar. According to the AWC, if the museum truly is a democratic public instituticn,
ther the composition of the board of trustees should reflect the general population and not
an clite mincrity. Az Jean Toche of GAAG nates in his statement to the AWC Open Hearing
in 1969, reform is nat enough; there has to be “effective participation in the runming af these
mstitutions in the same manner as, today, students are fighting for the control of the schools
and universities.” While in the United $lates, where rauseums tend ta rely heavily on private
funds. artists targeted individual sharehalders and corperate patrans, for European artists.
wotking within a context of predominantly state-funded museums, the critique of institu-
tions quickly become a critique of national policy anc of the ideological meanings with
which the instituticns imbued art.

Daniel Buren’s “the Function of the Museumn” (1570) analyzes the process by
which Lhe museum natuaralizes what is in fact historical, ang endows the chjects it exhioits
with econornic and mystical value, The sovereign status of museums, Buren writes, is sup-
ported by the way art is inslalled and exhibited. Art is hung on walls, carefully framed so
that only the image is displayed. “ITe non-visibility cr (deliberate} non-indication/revela-
tion of the varicus supports of any work,” including its stretcher, frame, verso, pedigree,
and price, is deliberate: it is “a careful camouflage undertaker: by the orevalent bourgeois
ideclogy” o conceal the social and palitical consequences resulting from the museurr’s
machinations. Mierle Laderman Ukeles's "Manifesio for Maintenance Art 1963!" alsc focuses
on the hidden crders of the museum, but more specifically from the perspective of labor.
Ukeles emphasizes the indispensable labar of installing and maintaining the site of an art
exhibition, such as painting anq washing walls, sweeping and polishing floars, cleaning
windows and vitrines—lahor Lhal is often gendered and/or raced, and always carefuily kept
out of sight.

Since the late 1960s 1ans Haacke has algo produced works and written texts that
prove the breadth of the field of art and call inte question the many unspcken and yet
fundamental tenets of the art world. in “Provisional Rernarks” (1971), he nates that he "was
no doubt pushed in Lhis direction by the general political awakening that fotlowed years of
ahsolute apathy after World War 11" Describing his projects of the late 1960s and early 1970s
as “real-time social system[s] operatng in an art cortext,” Haacke claims that they func-

tion as snates to capture the concealed machinations and assumpticns of museums—as

“double-agents” that enter inla the institution of art to show that much of what it presents
as natura: is actuaily historical and socially constructec.® His immanent critique of the
operating logic of museums and galleries soon expanded to reflect on the part that the art
public played in maintaining the sturus quo, and on the instrumentaiization of the institu-
tion of art by political and economic intereszs. As Haacke writes in “The Agent” (19743, "the
corporate state, like governments, has a nalurs] allergy to questions such as 'what? and 'for
whom?'” its influence is capable of coalescing a whole range of constituencies, including
museum direcers, curators, critics, artists, and deasars, who together form a block to sup-
port ory art that is neutral, unproblemaric, and unthreatening wo their econemir interests.
Hzacke also abserves that the Impact that cormnmercial galleries have on the art world and
artists extends far beyond the sale of art and success in the market: "Commercial art gal-
leries are powerful agents in that smail segment. of the consciousness industry which we
know ag the world of so-cailed nigh ant," influencing which artists receive important grants
and influential academic posilions. Fortunately, Haacke writes, "the peculiar dialectics of
comsciousness” in "liberal socleties” provides a apace {what Wieslaw Borowski, Hanna Prasz-
kowska, and Mariusz Tchorek theorize as o "PLACE") for critical work. This site is enabled by
the logic of financial speculation and the relative lack of uniformnity of intercsts of the major

players of the culture industry. Whereas artists such as 1e Parc, Buren, and Broadthaers cau-

tior: tha! the institution of art is able Lo quickly appropriate and instrumentalize anything
rew, Haacke scizes this reality as an eppertunity and concludes that the internal contradic-
tiens and inconsistencies of the field should be mobilized against it—that wherever possible
“the very mechanisms” of the instituzion of art, what Bourdieu calls its "objective relations.”
“shoula be used witnout hesitation for a critique o2 the dominant system of belicfs”

Thus by rhe late 1960s and the 1970s 2t nad become especialiy crucial for arlists
who tock up ine challenges of institutional critigue to expose the institulion of art as z
deeply problematical field, making apparent the intersectinng where politicai, coonomie,
and ideolegical interests directly intervened ard inlerfered it the production of public ¢ul-
ture. At the sarne time, however, thal reality was countered by a call for o careful reas-
segamnent of what i3 lost when the museum—which, as [ noled earlier, was founded z5 a
demecratic site for the articulation of inowiadge, histarical memory, and seli-reflexivity,
and as an inlegral element i the education and social producdon of civil society—is in-
Cltrated by poitical and corporate concerns. Tor, as rigorous as many o7 these early cri-

tiques of the instiiulion of art clearly were In juxtaposing the myths that the institution
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perpetiates with the metwork of zacial and econemnic relationships that actually structure
it, they uliimately chumpioned and advecated for the insttution: the critiques culminated
in a demand to straighten wp the overation of this central site of the public sphere and Lo

realign it aciual function with what il is in theory,
INSTITUTION OF ART

The torm “insliluticnal critigue,” usec to describe the politicized art practice of the late
19602 and car.y 1970«, first appeared In print in Mel Ramaden’s “On Practice” (1875). Here
Ramsden, wridng as a member of the collective Art & Zanguage, criticizes the cverall gen-
eral instrumnentalization of art, and in particular the hegemonic domminance of the New York
art world, He observes 1nat "he administraters, dealers, critics, puncizs” of nis tirre had
secone “masters.” and the New York artists "imperiaiist puppe:s.” The capitalist structure of
e art narket has been comolete y niernatizec by all those whe participate in it thercoy
making resistance close Lo impossible. Under these conditions, the chasm or disconnect
belween aesthetic practice ang everycéay nelitics is unbreschable.

Ramsden acknowledges that in the late 1960s there were genuing challenges to

he szatus qua (he meriliozs the AWC and conceptuat art], bathe sces these as havirg fallen

. change becausc they were el*her ameliorazive, calling for

short of exacting auy signioc:
specific changes in the nstitation of ar: bul afirming izs basic structure, or cpoortunis-
tic, allowing themselves Lo becarne ce-optec oy the zysterr to attain commercial success.
Nevertheless, he maintains the possinility that radical change might result from a num-
ber of initiatives that, working in concerl with each otficr, witl alter the careerist mindse:
that has become so aternalized. In pardcular, he stresges the Importance of developing a
“community’—a base frum which traizs that the market preys upaen, such as individual
suhiectnood, can be cestroyed, and s art can be procuced that evades the imits of instl-
tutional determinaticn.

In “Lockers, Buyers, Dealers. and Makers: Trough:s on Audlence” {1579), Martha
Rosier shifts the terms of Ramsasn's crilique, which is speciiically forused on the operative
dominance of 1ne New York art werld, to question what factors have procuced the elitism
trat characterizes tne inztituiion of art reorc generally. Rosler underscores the imporiance
of social class in the foid of art, acknowledging its elgnificant impact on the relaticnship

crween artix and audience as well gs on “the relation between those who meresy visit

cultural arufacts and those whe are in a posilion to buy them.” The purchasing power of
the upper class and the fundamental rols it plays in aesthctic productior cannot be under.
eslirmated. It afferts not only the immediate liveioed of individual artisls but also the very
definition: of art by influencing museum exhibilions and collections, Rosier notes that “nig
collectors. . . . aside from keeping the casnh tlowing, have a2 great deal of leverage with mu
seurn and gallery directors and curators and often are frustees or board members of muse-
ums and graning agencies” This leads ker to push Haacke's conclusions about gallery-goers
in “The Constituency” {1976) ane step further oy insisting that the relatvely affluent visitors
ta gatleries and museums, itcluding those who secorne directly involvaed in the art market,
reproduce through the art world the very same values and ideologica. formations existont
in society at large.

For Hosler, then, the rele that class plays in the feld of ar: s much more com-
plicated than mercly detenmizing purchasing power; s #lso, far more insidiously, what
deterrnines whatis calture and art in the first place. An urnderstanding and appreciation of

aris inlricately linked to a Zberal education. where the cultivation of seslhelic tuste ocours,

High art, theugh, has to be carefully monitorad, and its social value "depends avsolutely on
the existence of a distinclion hetween a high culture and a low culture” Rosler traces the
feundsiions of what presently constitiizes high art back to Irmranuel Kant's notion that the
aesthetic has nc purpese other tharn the cullivation of raste, and the Enlightenment philoso-
rher’s bedef that all direct social and noZticat concems should be excludad from aesthetic
coremplation. The impact of this aesthetic ideology is manifest in several areas of artistic
producticz: first and feremast in the impartance of the formal aspects of the artwork; sce-

ond in the construction of the romantic Aguare of the artist {as “uiterly zlone,” "unassimi-
lable witnin beurgeois social order” "uncomfortzble in hig own exisience™; and aiso in the
clstanced, even alicnated relationship between the artist and the audience, a relatienship
that Rosler characterizes as being inherently "passive” This passivity and discomnect are
reinforced by an exhibition. siructure that ensures that the “gallery Is a spaze apart from
3Ty Concern otaer than Art, Just as arl's only righ:ful milleu is Arz” Lixe Ramsden, Rosler
calls for an expansion of he frame of the instituticn of art, and for a reinregration of artinte
everyday life: "We must inventively expand our contrel over produclion ard showing, and
we must simultanccusly widen our opportunities 1o worx with and for pecple outside the
audiences for kign arl, ... to rupture the false boundaries betwsen ways of thinking about

arl and ways of actively changg the world”
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The two essays by Adrian Piper included in this volume, both frorm 1983, pick
up the conversation begun by Haacke, Ramsden, and Rosler on the importance of educa-
lion wilnin the fieid of art. "Power Relations within Exisling Art Institutions” takes as its
springboard the concept of what Fiper calls “uesthetic gecuituration™—i.e., “the process by
waich individuals are recruited into the ranks of art practitioners as artists {and also, sec-
andarily, as critics, dealers, etc.) within cxisting art institutions and thereby abdicate their
soclal, intellectual. cconomic, and creative autonomy” Like Rosler, Piper sees the economic
background or class of the sunject s fundarrental to this process. The decision to take on
the identity of an artist is preconditioned by a degree of economic comfort and privilege,
creatively inclined individuals whe grew up in conditions of economic hardship are less
likely to decide to hecome arlists. As o result, institutions such as art schocols are dispro-
portionately composea of students from wea’thy backgrounds and thereby reproduce “the
artistic values ana Interests of those socially and economicaily adgvantaged individuals”
These values include "a concern with beauty, form, abstraction, and innovation in medis,”
and tne interests render “political and socia: subject mateer .. . either largely suborcinate
or completely absent” The tesuit is the repraduction of the status cuo, with artists continu-
ing to preduce formacist apolitical works that muscums will exhibit, dealers wiil zupporl,
and colleclors wil) purchase. As Piper puts It, “The socloeconomical:y determined aesthetic
interesis” of these fortunate individ.zals deline not only what counts as quality, but “what
counts as art, period”

Fiper 13 also skeptical of the art critc’s role. She Lraces the division of labor be-
tween the artist and the critic within art education and concludes that the authorial voice
of the critic is yer arother aspect of "aesthetic acculturation.” What particularly troubles
her s that the critic comes to contre! the meaning of artworxs, and in turn the artist's
career, Underpinning this assessment s the helief that under the prevailing condit’ons of
the institution of art, those whoss writings on art arc most puslic work in tanderm with col-
lectors and the markes, All of these constitiencies demard that lhe artist remain within a
well-established formula and develop a sigralure style, At best, departures from the norm
are reprimanded by negative reviews, but they are raore likely to meet with compiete dis-
regard arnd disavowal. Piper calls on artists to respond to these sdverse conditions by pro-
ducing work that can be cffactiveiy nserted inio helds cutside of the institution of art and
therefore can survive withoutl Lne support of the art rarket. But to oreduce such wark,

artists must firgt rigorously guestion the constellation of elerten:s that go into their own

i

sell-construciicn as artistic producers. Pivers concluding remarks are similar to those of
Ramsden and Rosler, as well as o the thoughts of 1inda Nochiin cxpressed in my sec-

5 face i

ord cpigraph. All stress thal an education emphasizing the predicaments arl:

impaortant to any atlempt to transform the conditions of arlislic production, exhibition,
and distribusion,

Tac instituticnal crifique strategy of shifting the viewer's perspective, or making
viewers see what they had previously taken for granted in a new and difTerent light, also
informs the work of the arzist Rasheed Arasen. As Araeen explains in “Why Third Text?”
{1987}, which scrved as the founding siatement for the British-»ased visual culture journa
Third Text, the periodicals mission is tc expand and redefine the inslitution of ars To ac-
complish Lhis, Araeen asserts, the puslication will seek Lo find a third way, an alternative
to precominant “models of binary orpesition,” with an awarcness that “corsiderations of
art cannot oe separated [rom guesticns of pelitics” Finary oppositions, which slructure
everyday life and the ordering of the world, are Inherently limited, for they arrange and
classiiy "cultural practices . . . in terms of Same or Other” Arasen thus forges a Hnk between
art and politics, and proposes the development of critical investigations canaklie of chal-
lengirg some af :he basic belefs abcut culture. Ore of the mosl consequential of these is
the human:st not:on that the value of art is measures oy the degree to which it succeeds

in conveying human self-expression. This is sheer myth, according o Araeen, for iz 1s "only

through s exchange vaiue” that art “assert[s] izself as a valuabie product” Art's ideclogi-

cal tunctien, what Ilaacke in "Musenms, Managers of Conscicusness” (2984) rofers o as
art’s manner of “chanmeling cansciousness,” is therefore posited by Araeen as intrinsically
bouné up with its exchange value. The Important role piayed by the markel in legitimating
a1t ’s o7 course an acded hancicap for those ou'side of the conventional frame of art, and
these adverse circumstances are usualiy fatal for artists whosc gender, race, z2nd ethnicity
zlso prace “her at a disadvantage. In short, Aracen refterates Piper’s ration thal an artist's

identity is always "overdeterminec by considerations of nationality, race, gencer, and class.”
and "maintained and reproduced wilnin the instituzicnal context of liberal scholarship and
the market place” But he adds geographicat lecation to Piner's equatian. As visual anthro-
pologist Trinh T. Minh-ha once rernarked, the cenrter depends on the periphery 1 order to
malrtain 1ts centralify.” in striving {o ellminate binary models, Aracen and Third Text seek
nat as much to expand the center to the peripncry as to diszolve those established bound

aries and theoretizal Zmpasses.
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INSTITUTIONALIZING

Tre Institution of art, as Theodor Adorno writes, Iz intricately linked to the governing ideol-
agy at large” It is its aliy, counterpart, and undesside, and as such it inevitably rehearses
and reiterates the very mechanisms of socia: control and oopression Lhat idec.ogy performs.
The ar! institution, as much as the works that are made for it, will always be the site of
the types of injustice thar characterize existirg conditions in society. So there iy 4 peculiar
moeral contradictior in aesthetic production in that on the one hand it oflen radically denfes
the reigning doxa, and yet at the same lime it articulates, not necessarily in an afirmative
manner bat as & form of critigue, the extant contrzdiciions at the most extreme level, Linda
MNocnlin's grounchreaking essay *“Why Have There Been No Great Women Arfists?” {1971)
addressed this paradox from the perspective of gender inequalily or discrimination in the
zatly 19/0s.° Rather than artempling to rescive the conlradiction by constructing # rewme-
dial history of art that inciudes women artists previously excluded from that history, she
called for a fransformation of the Institutional structures that have historically fanctioned
to exclude women in tne first place.

Many of the arl practices that have foliowed o historical inslizutional critigue
functien in a similer manner, putting pressure on the disjuncture between the self-
presentadon of the art insttution (ws demoecradc and free of discrimination, parlisanship,
and, plainly put. ideolegy] and he highly gendered, raced, and classed ideclogy *hat actuaily
permeates it One ¢! the key guesidons that contrented artists in the 198Js who developad
work informed by feminism was how o produce represenlation without reproducing exist-
ing patriarcnal or ctherwise oppressive convertions. How could artists develop a countar
ar alternative public sphere with images, if images when renderad rehezarse and reiterate
preciscly those [urms of domination against whick the new visuality was to be nosited? For
instance, artwarks such as Barhara Kruger's Your Goze Hits the Side of My Fuce (1981 very
specilically refer to something that artists and ar: historians forened by feminism and
institutienal criligue (and I am linking the twe here because | think the dynamic is essen-
tially the same) then theorized, namely the concent o the gaze, waich posits thart all acts
of locking are inextricably bound up with patriarcaal forms of cantral, demination, and
hehavior So the very question of how representation could be constructed to transcend the

parameters of oppressive culture within the visual field was as much at the center of the

cperation as the question of how the governing forms of visuality, sceing, and speech could
be cismantied from wilnin.

The urgent gquest in the 13803 tc position artistic production witnin the public

sphere witnout resorting to—or relapaing inlo---he use of monumental structures led to
the preduction of 2 great deal of art that was art’culated within easily accessible forms of

commurication {such as lsngaage! and revresentaticn {e.g., smart graphic design), and pub-

licly distnbuted as ficrs, Dillboards, newspaper adverliserments, and videcotanes, But while
their motivations for developing these strateges were obvicusiy aucanle. in the process of
adjusting their work fo easily disseminated distribution forms and to the exisling conditions
of reading and seeing compertence, these artists iradverlently began to produce art that
crossed the border inte the realm of pure publicity,

The operatlive method in the work of artists such as Louise Lawler, which crilically
gxamines the production, reception, and contextualizatlion of art, is to dismantie the con-
venidcnal myths that the artist is an aulonormous progenitor of meaning and that artistic
value is solely located In art’s intrinsic quatitics. Lawler's photographic and design praciice
determinediy shows that a coraplex enserble of nromational, socisl, and economic activi-
71es sustains the position of the arisl laday and endows works of art with value. Her pic-
tures and chjects address an array of practices of making, displaying, selling, and viewing
art, and ask thoze whe encounter them o conslder their place in art's discursive field, But
Lawler's work makes these claims wilh a senue that if the instituticnal »oundarics that
cetermine and separate the roles of art are adequately disrupted, and the denendence of

watxs ab ars on the conventions governing their context i made plainly evident, then the

public function of art that was the inltal promise af the inszitution might o regained, Tor
while her work s meticulaus in showing that art Is always alrezdy contingent and cultur
ally constitutec, it also suggests that the aesthetic's aistoricz] roles and promises remain
residua. and capable of negetiating with the meanings attrihuted to art today. This dialectic,
as I nated earlier, cefnes Lhe central impulse of historical institutional critique, anc is evi-
denl ir: much of the work produced by artists featured I this volume's firsl Iniree parls. For
mstance, whie the tactical media nrolects of the Guerrilla Girls have for severzl cecades

ow persistenily Zoregrounded the flagrant discrirmination anc orejudices that comtradict
Lhe art apparatus’s avowed equitablencss and lack of sias toward anything Hul disinlereslad

quality, they do so with 2 sense of possibilily. the under.ying belie? of these interventions
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is *hat the injustices that presently characterize the ‘nstitution of art can he altered and
correcred if the institution's internal contradictions—the discrepancy between its ideal self-
uncerstanding and presenation and the currenl reality—are exposed for ail to see. In other
words, the wark doss not maintain that there is anything fundamentally wrong with the
institution izself, nul rather that the problems are located in the conventions thal currently
manage and configure it.

The third section of this book opens with the work of a generation of artists emerg-
ing ir. the late 1980s and carly 1990¢ who questioned all aspects of the process of artistic
‘ngrituticnalizatien. These artists—Chrisliar: Philipp Miiller, Fareed Armnaly, Renée Green,
Mark Dien, Maria Eichhorn, and Nils Norman -were too young to engage fully in the art
world activizies of the late 19695 and 1970s. They represent a plurality of positions that hoid
in common their exploration of the ways in which artistic {and ather} nractices become
sufficiently regular and continuous to be considered as instituzions. Many of these artists
attemp: Lo link the identity politics of the new social maovements of the peried to new forms
of artstic subiectivity. This often entails creating connections between art practice and the
various dernocratic struggles against different forms of subordination. A case in point is the
work of Fred Wilson, which developed earlier instituticnal critique practices that radical-
ized or reradicalized questions of class and gender inte criliczl historical analyses linxing
instituriors of nower siuch as the museum with questions of racial palitics. Works such
as Wilson's Guarded View {18913, which features four brown-skirned male mannequins, all
neadless and each clothed in a New York City museum unilerm, foreground the class anc
race discremancies thal are stisl prevalent in the institution of arl, and draw connections
betwesr: the two. Bt the coriinced focus on the museum by Wilson and his peers suggests
trat institution’s staying power and relevance for this new gereration of artists, as well as
its ability both to withgiand ard to incorporates even the mest trenchant of critiques.

Ardrea Fraser’s "Fram the Crizique of Irstitutions to an Instilution of Critique”
{2005} acknowledges the important ways in which institulional critique has been success-
ful in skaking and sroding he foundations of the muscum amd bringing absut significant
transformations in the ingiilutdon of art, The frame that allows something to be called art
is now hbroader than ever. But Fraser concludes that this very success has also led o the
approoration of inslizutioral criticue: it their efforts tc redefne art anc reinfegzate il into
sveryday li%e, artists have not escapec. the instizulior of 211, she writes, but have brought

more af the world into it. The underiving relations of power remain the same. This lzads

ner to conclude that cven artists whose work is informed hy institutional oritique shoulc
acknowledge tnat they are "trapped” in lhe held of art, that they themselves constitute the
institution and should 1ake resporsibiiity for its disposition and mede of operation: “It’s not
a question of being against the institution. . .. It's 2 question of what kind of institution we
are, what kind of values we institutionalize, whal {arms of practice we reward, and what
kinds of rewards we aspire Lo. Because the institution of art is intermalized, embodied, and
pertarmed by individuals, thesc arc the questions that institutiona’ critique demands we

ask, above all, of ourselves”

EXIT STRATEGIES

Tne final section of this collection brings together art projects and writings that stem from
internaticnal collectives whose radical agencas and cultural politics resonate with earlier
forms of Insttutiona. critigue but reject sigrificant parts of iis legacy. In particular, many of
these artists have little patience for the types of criticue featured in the third section that
can analyze and problematize the institution of art but cannot imagine an alternative to,
or an cutslde of, its framework. Net content with merely dismantling or disarticulating the
operation of art institution sites fram within, that is to say. the irnmancent critique part of
the ingtitutional critique equation, artist groups such as ®™Mark. RepoHistory, the Yes Mer,
subRosa, Rags Mcdia Collective, and the Electronic Disturhance Theaster develon tactical
media strategies to inlervene effectively in an array of fields that are far rernoved from the
institulion of art. As the Vienna-based WocnenKlausur writes in “From the Object o the
Concrete ntervention” {2005), "Art should no longer be venerated in specially designated
spaces. ... Art should deal with reality, grapple with political circumstances, and work out
proposals for improving human coexistence.”

The scepe and tactics of these coliective movermnents are hroad, ranging [rom ide-
ology critique to biclegical engineering, fram pamphleteering at public demonstrations to
eleclronic disanedience, For these arsists, institutional critique is primarily defined neither
by its relationship to traditicnal exhibition spaces such as museums and galleries, nor hy
the way it addresses issues of primary concern to the art world, Rather, institutional critigue
enlails finding ways to get cut of the frame altogether, cvading the official art world and the
attendant professions and institutions that legitimate it, and developing practices capable

of cperating outside of the conhnes of the museurn and art market. Art is in these cases
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connected to a much larger political and ideclogical project—it iz more of a means than an
end. The staled airm is nothing short of confronting and contesting “the riag intensity of
autheritarian culture”™

11 this and other ways, the projects of these new colleclives rescnate with thase
develaped by the Situationist Internaticnal in the 19508, 1560s, anc early 1970s. These col-
lectives’ counterspectacie sirategies are much maore indebled to the Situationist under-
standing of the crucial role that media play in contemporary #ocieties than to the aesthetic
games o Marcel Duchamp, which had an Zmporlant impact on histerical institutioral cri-
tic.ie artists such as Broodthaers and Haacke. As the Critica’ Art Ensemnble {CAE] explains
in "Tactical Media” (1996, the rapid return ta order following the pelitical anc cultural up-
heaval of 1568 made evident the power of the spectacle, with its strong corporate held
on mecia and distribution networks, to resituate itselll Thus tne logic of resistance tactics
nad to change acoordinaly, continually evolving to remain disruptive. What were recuirec
were tactics that were “immediate” could "address a particular real-space sitnaticn,” were
“grounded in a sense of ‘comnunity’” and tnat, due to their "ad hec nature,” were self-
terminating and wouid not “[soliciZy| into a structure of aushorry” The aims of CAE's tactics
ol subversion are cridical and diagnostic, seeking, 2s they put it, "to revea: the explioiive
ideologival immeratives that the spectacle masks,” “to reveal ail that speclacie erases.” and
“to collapse speclacle into its own meaningless rhetoric” Fully aware of <he fact that toe
“corporate state clearly understands that coniained ocalized acivity, even in aggregate
form, does not affect general policy construction and deployment,” they propose, cchoing

the Situatioris:. thinking articulated hy René Viénet in my faurth epigraph, thal artists ce-

1

velop an agile form of critique (“guerrilla taclics”) that is perpetuaily on the move,
The Paris-based Rureau d'Ltudes also work just cutside of the purview of the in
stitution of art. The'r toxt, "Resymbolizing Machines: Arl after Oyvind Fahlsirdm”™ (2004),
explorcs the manner in waich the wark of the Swedish artist increasingly stepoed 0.t of
the institition of ars and gained its own autenomy. Fahlstrdm “created paintings, maps, and
gamnes filled with precise nformalion, analyzing the sacial, ecoromic, and political situa-
zicns of the preser:.” The Burcau 6 'Etudes commend Fahlstrom's exit strategy, dut nole the
slrong resistance that such Tactics continue to (zce: “This exodus of ariists outside the arl
systern ‘s suppressed today by art critics assurning the role of legislators {and recrulters).
With their stunted pailosenhy of forms, these critics reduce arlis:s to the status of suppli-

ers whose producss mes: the demands of the market and cultural institutions” The Burean

¢'Etudes £nd Taklstrém's interest in distribution and broadcasting machines parlicularly

zppealing. Like many coliectives, they understand the ‘mporlance of indepandent media

systermns, publishers, movice houses, and the like for the creation of 2 counter pablic sphere

of Iniormation. Yot they realize that it is not encugh merely to create the mackines tha: can
produce zlternative systerns of information, for capitalism can syntheslze, appropriate, and
selectively destroy all new information. Thus they consider 1he creation of "Gata maps” thart
connec: the struciures of capitalism with media concentration, the prison industry, and
now military technologias, for example, as the most cffective way to crallenge the capitalist
behemoln. Thess “maps” take the form of websites that are continuous'y maintained anc,

upcated, thus provicing anyone with access lo the Internet the possibility of mansivering

tactizally”’ The use of the inlernet as a tool ard site for interventionist cxilique opens a

whole new range of possibilities with a virtually unlimited public. Art is ng onger restricied
to mazenal sites of cxaibitien or to a secondaty life in printed catalogues; rather, it now
circulates rapidly and maore hroadly than ever in a world that is becoming "mare wired”
EVElY minute.

Like many of the arist collectives that nave coa esced in the past twe cocades, the
Instiute for Appliec Autonorry {1AA) also harnesses the possibitities opened up by the Inter-
mettoeflect social swareness anc produce change. In “Engaging Ambivilence: Interventions
i Engineenng Culture” (2005}, the group writes of their hope that by "addressing oeiitical

Llssucs” thelr projects may “challenge engineening culture” Taelr "zactical aestnesics” decon-
sTruct tre connections setween military research and nongaverneren:al agencies that nave
become naturalized in crder o break apart the logic of these relationships. The IAAS Tatly-
Ing cry Is zlso Situationisi: "Re interpretation as Intervertion” They détcurne the visuzl and

rhetarica devices of sanctioned rescarch organizations in elahorats perlormances aimed at

Altrzting enginecring cuture” Relying on the performance strategy of sirmusation honed

by artists as civerse as Muller, Fraser, Laibach, and the Yes ¥er, the [AA pose as engineers
ard present Lneir work under the guise of scientific neutrality and expeartize. They thus

operats "as "Tojan herses, cartying our crilique through the gates of detachment that guard

engincers against takin A1y for the products of their labor”

) TRS0TIE

Winal the

& tactizzl media strategics make clear iz that by the 19905 there were
Lo distnct trajectorics of insdtutional crilique, each with its own critical approach. As
Gregg Bordowitz observes in "lactics nsice and Cut” (20043, the strength and effectiveness

ol the inslilitional critique of artists such as fraser and others, who refuse "o slop helieving
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that the systern can be different, helter, truly commitied te creativity,” rely heavily on how
their gesturcs are captured by the field of art. Indeeq, such critigues are legible only within
that field, and it is there trat they are most corrosive and dangerous. Folitics has migrated
into the instilution of art and nowhere mare so than where the instilution scems tg e -
litically dead. By cortrast, Barcowitr writes, tactical media collectives such as CAL proceed

in allogether different ways. Their work a’lerrpts to chalenge tne near totality of corporate

and politicul instrumentalization of socia: ife, and their frame of reference “cfen includes
places far outside the art worlc.” Ihey mobilize the progressive dimensions of new tech-
nologies and develep projects “critical of the modes of production now shaping our lives”
What noth of these trajeclories skare s the conviction that r 1he context of a neolinera:
econemy the operative logic of ingtitutions ot public subject formation s significantiy lif-
ferent frem what it wag i the carlier moments of institutional crtigue Today, art institu-
tions, and merc broadly speaking the institutions of the public sphere, do net even pretend
10 be autonomeus from the forces of economic power—a rotion that museums claimed to
Lpkolé as recently as a couple of decades age. With the ideals of the institution: of art. and ot
oher Enfighzenment institutions of public subject formation, in ruins, artists whe cantinue
to work in the legacy of institutional critique are left o cnocse between cantermplating the
morbung cuitural apparatus and engagng with sccial conflicts far beyond it. The mest

interesting art being produced today fuses these irreconcilab:e positions.
NOTES

[wiou'd like totank Nora M. Ater for her eaitonal advice.
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siluation, ano we ars well swara of Lh s, We have thus decidsd lo w tharaw our works ‘roon Decarrenta for good, thus
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Shatégion de parficipation: GRAV, Groupe de rechorche d'arr visuel, 1860- 1968 (Grenob e: Magasin—-Centre Natical
2'An Sontemporain oo Gronobe, 19981, 244,
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epresentatian, Gendear and Cuifural Poltics (New Yerk: Routiedge, 1991, 16-17.
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what was institutional critique?
blake stimson

Je suis marxiste, tendance Groucho.
—May 1968 graffito

Marriage is a wonderful institution, but who wants to live in an institution?

~Groucho Marx

[nstitiztional crinque, as it wil be undersiozd here, was a child of 1988, but a child with a
deep-rooted soul ofter &l adds wilh the spirit of its time, If there was cne trait that charac-
‘erized that spirit above all others, it was its suspicion of institutions as such, casting itsell
various y against i Crow. the military-industrial complex, patriarciy, the Man, and a host
of other such perceived and actual hegernans, Because of this suspicicr, little in the way of
opposing, caunterhegemonic natitutional forrs emerged except in the mes: amorphous
sense of “the Moverent,” in the more desperale (and generally lzter) fringe farms of the

terrorist cell and armed milltia, or in the ncreasingly self-marginalizing manner of the

entity-based adveocacy group. As Lhe reintively sober and localized indignation of groups
like Students for a Demeeoratic Society or the Sputherm Christiar Leadership Conference in
the early and mid. 19605 dissipated into the free-flcating and increasingly global ecstasy and
rage of 1968, no party or clearly defined movemenl leadership came to take their place, nor

was there generzlly 2 desire [or one. It is commonplace o assume Mstitutions to be “the

rules of the game in a society or, more formally, .. . the hurranly devised constraints that
shape hurman interaction,” as cre writer has pul it bt the institutions bermn of 1968, if they
can cven be given that lanel, rarely admitted to such authority This s the aingle mos: fus-
damental difference betweer the new left and the old: by the end of 1ne 19605, mstituticn-
ality, ar identification with a set cf rules thal governed social interaction, was izscl? oroadiy
unaersteod to be an ideclogical form of social participation foft over from the past and not

an integral part of the new cultural ideals or a fundarrental crganizing principle for social
change. The geopelitics of this period institut’onal thinking was further complicated by the
celd war, as we wiil see below, and as such 7t does mot tur ocut to ne gulte s0 nomogenecus
&8 this, but overall we van speak of a general tendance Groucho governing lhe conditions of
formetion for the art practice that would later come to be called institutional critigue.

We will turn te the cold war complications in the second part of this essay, but
for now we can lake the following after-the-fact exchange between leading French solxantz.
huitord Dariel Cehn-3endit and nis Polish equivalent Adam Michnik as a general il-
lustraticn of hew this pericd sensibility spanned the cold war divide ezsily and without

cormpilcation:

Daniel Cohn-Bendit: Yesterday, while we wers taiking, vou said that vou find it strange that all
tnese peopls from 1968, who kave different or ever antagonistic palitical positions, feel symputhy
for euch other and dispiay solidarity toward each other. Tom Hoyden--who is now part of the
Democratic establishment in the Tinited Slutes and wsed 10 be a militant in the reformist wing of
the American studenl movement—as well as Rudi Dutscrke and myself, Fetr IThl in Crechiosiova-
kig, Bukovsky in the USSR . . how do vou explain it?

Adam Michnik: Yes, iv this context 1 think that "anti-qutharitarian” is the key word. We rebeiled
against differenl aurharities, but the sevise of rebellion was the common denaminator
Cohn-Bendit: 't was an anti-authoritarian resclution.

Michnik: Chuiousiy.

Cohn-Bendit: And mat’s our generation's Comwnch experience.
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Michnik: Thar gerergtion breught someathing quite specific to the Polish opposition.
Cohn-Bendit: To ail contesting oppositions, even {f the (deas were al opposite ends of the spectrum.
Well, maybe not opposite, but different,

Michnik: Yes, Dany, thal’s fiow it (s, And it (s no coincidence that [ supperted the May 1968 move-

ment {1 France. Which waswn't the case far my futher, He used to say, “This Cohn-Bendit is a fascist
haslard” And T would say, “Na, it's me”—Krivine and his band ave o bunch of Stalirist maorgns.

No, it's me.—This Tarig All, this Fakistanl in England, is o Soviet agent.—Na, it's me. —This Tom
Hayder i3 a KGB agent. —Na, it's me. I can really say that on that occasion my father and [ argued

ahout prircipies.?

‘Anti-autheritarian” describes Michnik and Cohn-Bendit's transideological bond well, of
course, butl ever better for our purposes wouid be “anti-ing‘itutional” There was Nixon,
a’ course, and Brezhnev, and de Gaulle and other individual autherities to oppase, but the
focus of the peried critique was on systemic social forms—insttutions, in a word—rather
than cn specific personaities or entities, and it transcended great pelitical divides, that
between anticapitalism and antisocialism being oniy the most cbvious. Instilutions were
understoed to be the means by which autharity exercised irself and were thus by defini-
tion—regardiess of the politics of the institution in question—the embodiment of conserva
tion and constriction, of untruth and unfreedom, of illeg’timate autharity

Most of the critical-thecretical accounts of instituticnality tha: we might normally
tur: to for understanaing of the artistic practice of institutional critique emerged out of this
same period and simply reaflirm: its tendance Groucho ralher than opening out ta the sort of
higtorical understanding of the peculiarities of the specific form of artistic criticality that
voncems us here. The examples are legion, so I will only quickly review several of the more
irfluertal cases in point, all drawn from that tendency in French theory thar, by the mid-
19708, would successfully daminate academic anli-instituiconalism on the whole, Think, for
example. of the deep thinking anti-Stalinist suthor of the 1975 opus The imaginary Institution
of Society, Corneljus Castoriadis, who argued that “once an institution is established it seems
to pecame autonomous” and, thus, “cutstrips its function, its 'ends,’ and ils reasons for ex-

isting” As a result, what could have been seen as "an cnsemble of institutions in the zervice

 society heanmes a society in the service of institutions” Or <hink of Louis Althusser, in
kis famaus 1970 account of 13As or ideclogicsl staze apparatuses, which he described as

“distinct and specialived institutions” {meaning distinc: from directly repressive institurions

lZxe the srmy or police) which "function massively anc predorrinantly by ideology,” ideology
that was "realized I nsututions, in their rituals and their praclices.” 18As were "the form in
which the ideclogy of the ruling class musl necessurily be realized,” he said, and that form
was thelr ingtilutionality® So too, fnally and most influentially, think of Michel Foucaulr,
who, In charactenistic Nietzschearn: dressing, saw the answer to his well-known criligue of
the power/knowledge Insdtutional nexus in a 19/ “drearn of the intzilectuzl destrover of
evidence and universalities, the one who, in the inertias and constraints of the present, lo-
cates ana marks the weak polnts, the openings, the lines of power, who incessantly displaces
himsclf, doesn' know exacily where he is heading nor what he'il think tomaorrow because
12 is too attenlive Lo Ine present.™ l.et "us have fresh air! fresh air! and keep clear of the
madhouses ang hospitas of culture!” is how Nietzeche himeself had put the same dream

nearly a centary before, oringing it horee in 2 manner that alveady anticipated the wndance

Groucha “hat cancerns us here: "A married philesopher belongs in comedy,” ot in the sericus
husiness of cuitural cntigue, Ze wrote, “that is my proposition.™

The gist of 21l of these critigies and Lhe period's antl institutiona.sm as g whole
was pretty simpier inslituticnality was another name for received thought corgealed into
a social form that vells or otherwise innibits the peogsibility of self-creation. Tae solution,
most agreec in one way or another with Nielzsche, was Lo slep outside that institutionality
altogether, oulside the "madhouses and hospitals of culture,” inte somc form of indeterm:-
nacy or performativity or sclf-assertion that did net fall into the institurional trap or what
Castoriadis called “the surchomization of institutions in relation o society™ Undersiood in

such larms, who, indeed, would want to live In an Institution?

That sald. there was cne insdtution that spoke o the sirge of antd institulionalism af the
late 1960s while conlinuing to provide those "humanly devised constraints that shape hu-
man interacticn” as if hey themsclves embocicd progressive social change—thart is, what
Feter Blrger would come to label in 1574 Lhe "institulion of 4rl” In one sense modern ar?
has alwzays neen a differemt sort of institution, of course, and the rules of its game Lave
been dehned in part oy a form: of nonpardcipation or a manner of instituticnalized nonin-
stizutionality. On the wheie, the art of the 19603 delined Hiself a1 a dislance from the Lwin
instituticnal farms of politics and the marketplace—in the camp consurerism and camnp

agitprep of pop. for example, or the guirky industrial “specificity” and academic phenom-

enality of minimalism, or in the epistemologically and politically ingdifferent sermiosis of
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cenceptaal ars, or finaliy the scli-refiexive, sheot-yourself-in-the-foot criticallly of inslitu
tlonal critique. But that resistance to belng folded inte rnarket or political obligations does
net meaxn thartit did net take on an ingtilusional role as art, thereby providing a very specific
set of constraints that ¢id indeed shape human interaction. This, of course, was Birger's
concern, and he deniced 1960s art Zor merely playing at stepping cutside its own inatitation-
a.%y; calling It "nec-avantparce” he cast il wilh institutionalized art as a whole, varicus.y
as “the objecliicalion of the self-understanding of the bourgeois class” or “aesthericiam."
In other words, art instituticnalized was art for its own sake and, as such, was a mirror imi-
age of the bourgecisie’s owr sense of itself rising up and lording it over the culture at large
as a universzl and lranslucenl ruling subject for its own sake, no lozngsr in need of divine
sancticn or authorization by military might. Its prirciple was housed in the "1am” part of
the term “acstaeticism.” in the becoming institulional or becoming sell-autherized of that
which had once deflined fself- back during its own revelutionary epoch in the sigateerth
cerdury- precsely by ifs distance from institutionzl being, by its distance {ram any sort
of ideniity, by its transcendence of instituticnalily as such in the heady ether of individual
bodly experience hecome universal meaning and purposc.

‘The transformation from the protopeiitical, extrainst’tutiona:, universal purpose
of the revolutlsnary bourgeaisie to the postpeiitical, institutionalized loss of that purpose
for the later bourgeois ruling class  that s, from the sclf-cxpression of the capitalist class
. the eighteenth century to its tactical self-aznegztion in the twentisln  mare or less
surmnmanzes the histery of modern art, nul this Tatler day condition became narticularly
acuic by the erd of the 1960s. As Biirger would pat it in a later publication, “The emgular
zerm ‘institulion of ert’ highlights the hegemony of che conception of art,” a hegemony that
came to be aemenstrated. he insisted. by one particularly significant factor: "the struggle

"

agalnst committed art.” The original beurgecis institution of art, with all the baggage of its
transformation from a genuine universalism to a counterfeir or false one, would carry an
through ail the experiments with new and differenl media that characterized <he art of the
1260s. The great rony and great surprise, for our purposes, Is that, contrary to Blrger and
the pericd anti-inslitulionalism that his study grew cat of, that institution would come to e

mosl powerfully defended, articulated, and recewed by the art cevelopment that presumed

to toe greatest degrse of institulional self-rellexivicy—hat is, what we have come to call

“"institutional criligue.”

If we had to put a lazel on the anomaly at issue here, we might say that the genre of institu-
tlonal critique as it took form at the end of the 19603 was moTte condlicied than maost ahout
t1e period's cmerging tendonce Groucho anc that 2 remained tlec to—or found parpose in
returning to—the clder, residual fendance Karl. The principle of instituticnality itse:f was
always at the heart of the bourgecis concept of maodern art, zking is lead, fArsl, {rom the
great histonc figurcs of the bourgeolsic—the various allegonies of liberty and equality, the

cilizen, the parliament, the musewmn, and the public enhere—and, later, from the great ais-

toric figures of socia the labarer, the factory, the sovies, the party, the internadcnazl, the
masses. That dream of beceming soclal, becoring institutional, of becoming governmental
in izs larger {pre-Foucauldian, pre-tendance Groucna! sense, ultimately. was also always the
dream of becoming humarn, of self-realization: "When the Jaborer co-operates systemati-
caliv with others”™—that 1s, when he becomes part of an assembly line, a soviet, a party, a
clasg, an instizution—as the originzl tendance Kari famously had it, "he strips off the fetters
of his indwviduality, and develops the capabiiities of his species "

This great human petential, realized oy the nighly developed social forms and pro-
caeses of capitalism., always had ar evii underside as well in Marx's view, anc that travesty
could not be separated from the historical development of their promise: "if then, on the ane
hand, the capitalist mode of production is a historically necessary condition for the trams-
formation of the :abor process into a soclal process, o, or the cther hand, this sodal form
of the lakor process is o method ermnploved Dy capiral for the maore profiable exploitation of
lanor, by increasing its oroductive nower”” Taat exploitation was achieved by technolegical
ard managerizl reeans. of course, out also through the preduction of alicnation or idealogy
or commodity fetishism o1 the institution of art thal is, hy creating the illusion that the
complex social systems and processes that capitalism had enablied were, i fact, the social-
ity of things rather than pecple and therefore beyonc the centrel of those thoy represernzed.
Tven as it came ta embody that alienation in the principle of arl for its own sake, modern art
also promisce an alternative to that alicnation, an altemative way to experience socialily
a5 3 person rather than a thing, and in so doirg a manner of recesming the compromised
promise of capitalst modernity. 1t was never a DLely satisfaclory or successful redemption,

and—I<e labor—was alwavs already complicit or coextensive with is own exploitation; hul
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it did—like lacr—provice & reminder of tae Endgntenment dream of what humarity could
be. In this way aesthetics and politics, the bourgeois concept of medern art and socialism,
have always been inseparable, and it is that insepzrability. that human self-realization Iz
becoming social, thas would become the root justifcation for the artislic praclice of Inst-
tutional criticue.

‘The comedy of institutional belonging, zs Nistzsche called it—cf being a marnca
philocsopher, tor exarrple, o & movament artist, or &n ivory wower art historian, or 2 con-
cerned cizizen—and its cunning postinoedem anticote of always sidestepping institutional
lzalior in order to Zna fresh air. of incessantly displacing cnesclf from socizl forms as they
begin to congsal and cohere inte “the madhouses and hospitals of culzure” wil be familiar

¢ many readers of this volume. [ do not mean to downplay the tremendaous Imporiance hat.

such ideals have had in defining 5 cxideal fanction: for art anc criticality more broadly since
1968, [ndesd, | Like Irnmanuel Wallerstein o he largeiy right in nis assessment of recent his-
zcry: “The conclusion that the world's populations drew from the performance of 1he clas-
gical antisystemic movements I bower was neganve,” he writes, referring most centraliy to

the broad historical sweep of commuriam and affiliated anticapizalist movements:

warld and no lokger gaue trem theiy legitimation; and naving lost confidence in the mcouements,
ey alsn withdrew their faith in the state gy o mechanism of trangformation. This did rol mean
[nar large sections of the population would ne iocnger Jote for such parties n eections; cut it hag

Baccme a defensive vote, for lesser evils, not an affirmation of ideslogy or expectaricns.

That said, howcver, the artistic practice of imstitutional critigue as It 1z understoza here 15

something largely different in its critical emphasis from tne new left polizics that emerged

in Lne wake af these failur:

ind therefore is unavailable 1o the theorelival musings of
the Zkes of Castoriadis, Althusser, and Foucault, and falis outsice of the purview given to
us by Wallerstein's history of legitintacy. Put simpiy. the anomalous investment i institu-
denal criligue nad little of the defensive reaction that Wallerslein speaks of and little of
he institutional-cutsiderisra of its contemporaries. Against many of the postmodernizms
that would ermmerge sunsequently, instizutioral crit’que retained its comm:tment to the old

pramisz of institutionalizy.

In this way instilulional critique as ar artistic genre stood opposed 1o ant-
institurionality as such, not just that af the perioc tendance Grouchs bt also o that which
had carre to be the trademark of the bourgecisie spon afller it came to power. “The attitude
of the bourgenis Lo 1he institutions of his regime is Zxe that of the jew 1o the law” is the

s used with crharacteristic ant-Semitsm; "ne evades them

analogy Marx and comrade Eng
wheraver 17 15 possible to ¢o so in each individual case, but he wants everyone clse o ob-
serve them.”* Whal is relevant for our purposes iz the contradiclion—"I the entire bour-

geolsio, ina mass and at one lims, were Lo evade bourgeos institutions, it would cease Lo be

bourgecis conduct whick, of course, never nocurs o tha hourpeois and by no means depends

on: their willing o cunning”—a contradiction that makes sel? manifest in varicus forms:

The dissalute bourgeols evades marriage and secrelly commits aduliery; the merchant evades the
imstitution of property by depriving others of property by specuintivn, bankruptcy, etc; the young

bourgeais makes himself indepenident of kis own family, if ke can by in fact aboiishing the family as

far ag he {s concerned. But marriage, proverty, the famiy remain untouched in theory, because they

are the practical hasis on whick the bourgeoisis has erected its domination, and because in their
bourgeals form they are (e canditions which make the bourgeois a bourgeois, just os 'he conslantly

zuaided law makes the rellglous Jew a reifigicus Jeu

This attitude of the bourgecis to tne conditions

of fils exislence ncguires one of its universal forms in bourgecis moralily

To which, of course, Marx and Engels responded with the derrand to think ail social in-

stitutians s such—that is, as types rather than individual instances: marriage, property,

family, worker, party, Class, ele. Typology was itself social thinking, inslilullonal thinking,

class thinking. and it was oniy as such thal lie truth of class could be made availanle Lo
consciousness, even if it occasionally cevolved frorm meaningful abstraction inte the philo-

sophical, politival, and anlnropologica: falsity of stereotyping and racism. All forms of trink-

ing have their limits, including thas “stripped of the fetters of individuality.”

In order to uily appreciste Lhe difference betwees such typological thinking and the meth-

adological individualism of the bourgesis’e and its theorists that came to undercul the

meaning of art, we will need to trace a history back to Its modernist feundations

anc uncerstand betzer whal It s that Barger called the “institution of anl.” At the outsez, we
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sheould put Zorward a disclaimer Lnal will already be well understocd by most readers: the
category that concerns us is not simply reducible to the secizl and economic ingtitutians
Lnal house and support visual art—museurmns, galleries, individus) and corporate ars collec-
tions, universitics, acaderric presses, art magazines, ang the like, We might appropriately
begin this genealogical endeavor to get at Birger's broader understarding, then, nol via
seciclogicas inguiry but instead by philosophy. In narticu:ar, we can slart with the bourgeoi-
sie’s now much-sullicd claim o universalism Lthat would continue o serve as the founda-
don for modern art and its arger political aims up through the middle of the twentieln
century, even as ils legitimacy deteriorated with the process of inslizulionalization. Here,
far example, is how onc scheiar has painted that original impetus, albeit with the broadest
of brushes: "As the European bourgeoisie externally encompassed the wheie world 2nd in
50 coing postolated ane mankind, it set ous Inwardly, In the name of lhe same argumenta-
tiar, ta shatter the Absclutist oréer™ The inwardliness that Reinkart Koselleck wrote of
here, in his 1958 Critique and Crisis, is not inwardliness toward the nzeriority of the nation
but instead toward the interiority of the sclf. As ke descrioes this turr in its founding form,
"z deep nreact was laid in the subject’s position” such that matters of <he heart wore Xept
skarply clstinct from marters of polilics: "A prudent mazn withdraws into the secret cham-
bers of his heart, where he rerrains his owrn judge. but external actions are 1o be submitted
o the ruler's judgment and jurisdicton ™ Put in summuary form, o manner of separated. au-
tenomous inwardliness emerged as the vehicle for the formation of a counzerhegemony—
initially iz the mame of universal reascn and the “rights of man"—and as such served as
2 Zform of prolopeiitics. This woulc end in travesty, at lesst according <o Koselleck, writing
imrnediazely after World War 11, but that is not our concern here.”” Rather, our focus is on
art’s cistinctive Zform of inslitutional thinking and the role taat came to play in the genre
known as inslitutional critique.

In <his regard, it is impartant Lo rernetnoer that the mocers concept of the au-
manly denived institution and Lhe rmodern notion of critique came of age in concert. Fach in
its own way and in its own time emerged as a fgure for polilical participation in responsc to
early modern absoiutsm: first, the soveralgnty of the state shifted from the bacy of the king
to the body of the Leviathan; and secona, the measure of varticination in hat sovereignty
shifted rom coniracted obedience born of life-threatening necessity to the courage to use
one’s reason without clrection from ancther and, therefore, o rethink and renegotiate thal

comiract. "Our age is the geruine sge of criticism, to which everything must suhmit,” bogsted

Kant famausly, nut so o0 and nol unrelatedly, of course, would his age become the "genuine
age” of institutions: institutions such as assemblies and legislatures and congresses ana
parllaments, of course, but also the nstitution of art especially as it carne wobe lodged in the
museurn. Togather lhese were the institutions of criticism, of "iree and public exarmination,”
“hat were the concition and purpose for whal Xant called (anticipating the central prozlem
of his third critique) the nowly “ripened power of judgiment. ™!

Parllaments and museurrs are different sors of institutions, of courss. Cne pre-
sumes 1o represent the nuhiic will, the other presumes to give cccasion for private sentl-
ments and pleasures. Modern art of the sort that anticipated Lhe salons des refusés, the urge
to éputer ies bourgeols, and the like, If it amounts to anything of value at all, has always beer:
abeott recenciling these opposites: bringing public and private, parliament ard musewr,
the anstracz-collective and the concrete-particular, the exterior and the interior, consensus
and criligue, the political and “he aesthetic, into concert with each other. [ nas rarely if
ever succeeded at this intention, or rather its successes have only been fleeting at tae very
bast. But success in the nermal sense is net really the poinl. The goa: has never been to
make ndividual desire and the collective will of the democratic process fully isomorphic:
fow imnagine art to 5e a matter of susiained serious concern for parliaments or for the de-
tails of parliamentary matters to be sorted ous in museums. Rather, at its best, modern art
stages the dialogue between the two—between art and politics, between individuality and

collectivity—oy serving as occasion [or a concrete-particular response e the abstract, sta

tiszical expericnee of collective decision making. Sometimes it does so explicitly, buz mostly
not 1 is always an experience of withcrawing into the secret chambers af ane’s heart, for
sure, but it is 50 inseparably within the context of the world outside,

This dia:oguc ootwoen cutside and inside, politics and aesthetics, has always been
achieved hy the specific moder means we have already alluded to hul now need ta state
explicitly. 2ut most sTmply, Thal means was rezlized through a process of self-negation ar

self-abstraction—this is the heart and soul of moderr art, of its alm ta dpater les bourgecis anc

emnbrace it position as refusé. What is sometimes not adequately appraciated is the arigin of

*his ractic—and thus of rnadernism as a whoie—in capitalism itself. in experiencing anesel{

as a commodity, as a quantum of laser defined rot by hurran self-realizatior: but Instead
by its relalicnal position in "a given state of soclety, under certain social average condi-
tions of oroduction, with a given social average inzensity, and average skiil of the labor em-

ployed™® Uncerstood formally, such self-abstracticn is the same as that of Kant's vaunted
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srnuia for the bodily experlence Lhat binds the different faculdes of reason in cormor
cause, “purposiveness without purpasc™ or the great philosophical self-abstraction of He-
gel's Geist, "I'ne true is the whole™; or the historic, revolutionary seif-aostraction of Mandan

C.AS% CONSCiousnens:

Thus things kave niow come 1¢ such a pass that the mdividuals must sppropriate the exisiing total-
ity of productive forces, not orly tc achieve self-activity, bul, aiso, merely 1o safeguard their very
existence. This appropriation is first determined by the object to be apprapriated, the praduciive
Jortes, which have been developed to g torality and whick only exist within g universal ntercourse.
Trom this uspect alone, therefore, this approprigtion must hove o uriversal characier rorresponding

ta the productive forces and the intercourse.”

That “uriversal character,” in other words, s the self-abstractior, of Institutiorality tscl?, of
organizec collective expression, of "humanly devised constraints that shape humar interac-
tion.” The history of the bourgesisie is 2 history of the tension telween the becoming social
anc the unbecoming social of that intsraction, of becoming conscicus and unbecoming
conscious. The substance or purpose or meaning of Lhe insttution of art has always heen
this battle lire, and institutional critiguc as a genre—like modernism as a whole—routinely
attempted to reverse that process of unbecoming, to call arl back to the sacia ity of 1ts ex-
oression, to wrenca it away from the overwhelming, dehimanizing process of becoming a
“secial nicroglyphic” or *fantastic form of a relazion of things™

Although it arose in the iate 1560s, institutional erilicue was a distinclive practice
in that context because it was modernist in this sense: il neld on to the alm of critical nega
tior: that is not negation for negalion’s sake cr negation as a means of stepping oulside of
institutionaiity altogetner, bt instead expected a process of reconciliation that would be
achieved in the resulting debate. Ik so doing it held firm o the principle of selt-abstraction
taat is the ifebleod of instittrionality. The measure of institutional criticue’s madernism,
ana thereby the measure of its ancmalousness or incompatibility with the posimodernism
of Castoriadis, Althusser, Foucault, and Lheir contemporaries, was thus the degree to which
it soLght to redeem the institudon of ars, the depree to which it demanded that *he institu-
tion live up to its founding idezls, the degree to which it insisted that the abs*racl-coilectve
will of the museum and other insttutions be rendered responsible to concrete-particular

Lurran desires It is in this scnse more *han ary olner *hat we can speak of institutioral cri-

tique in the past tense—as a modemist impulsc in an era when that impulse was no longer
beiieved inor undersicod—but that is a matter of history new. The mere pressing question

is whas meaning or purpose institutional eriligue, ar its memery. holds for ts teday.

Institviisnal critic e preserved the instizution of artin the context of 2968's broad disavowal
of inslituionality by holding it accountabie to its founding ideals—this, more ar less, can
serve as a summary of my argumenl so far. The status of institudenality taday 1s & different
matter, Lowever, and, broadly speaking, we can understund i Lo be stractired by a govern-
ng anlinomy or conzradiction defined by two countervailing trends. It is this antinomy
that can be said to be our poslmoedersity and to have pushed the mearing and purpose of
ingdtutional critique out of the category of contermnporary art and into the past waere 1T sits
fer us only in posse.

Cn the cne hand, we car sse from cur perspective today a goneral recession or
dispersion of ingtituticns as we have known thetn, that is, of the old nierarchical socal orga-
nizalions that alded and avetted social life, the instizutions that were of paricular concern
for Althusser, Castoriadis, and Foucault. Think, for example, of the church or the party or
the sundry civii-social institutions considered by Rabert Putnarm in his bock Bewling Alore;”
or think of the old television or racio network, or the Hollyweod studia, or the mass-market
punlisher; or, closer still 1o home for some of us, think of the august institutions of higher
leaming or ine art sppreciation or irvestigative Journatism, or even the weighty Institutions
of governance and law at any level, from the local o the glonai. With Lreir incperious Latin
pediment inscriptions, dignifed chambers of deliberation, dutifully guarded wall decora-
ticns. anc with their allusions to the fantastic realms of the public, the nation, or the world,
these great modern bodies now not only seem ideologizal in the ways that Althusser ana
Toucan.t and cthers decried forty vears ago, but increasingly reck of decay and o sedimentled
past. Even their marble-and-mertar materizlily seems surprisingly archalc, surprisingly un-
able to keep up with the accelerated shape-shifting of cur present-day, techneicgically en-
ableq capitalisi globalization.

Depencing on how strongly we feel ourselves in the thral: of the pestmodemn pres-
ent, thege musty old halls of truth, beauty, and justice might az well take on the other-

worldly characler of Institutions of an even more distan: time, Listen, for example, to their
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resonarnces with Frnst Kantorowicz's desoription of what ne rook to be a distinctly medieval

forre of insttutionality:

The Christiar .. had become the citizen af a cily in arother world. Ethically, death for the carno!
fatherland meant little if compared with that for the spiritagl palria, lerusalem n Heaven, of,
wirth the true models of civic self-sacrifice, the martyrs, confessors, and holy virgins. The saints
had given their lves for the invisible community in keaven and the celestial city, the true patris of
their desires; and a final return to that futherland in Heaven should be the normal desire of every

Cnristian sow, while wandering i exile on earin.™

The university, or the museumn, or the party, or Ine [ourh estate, or the democratic process
writ large—rthese were our "spirizual patria,” cur Terusalem in Beaven,” cur counterinstizu-
tions, and they lang provided a cosmopclitan otherworidliness and globalist ethical orients-
tion that grounded a crizical relation Lo abuses of sacial. pelitical, and econcmic power in
the narne of private enterprise or the naticn-state, These were, in olher words, the lavers
of publicily that forestalled the forces of nrivatization by provoking anc sanctioning public
debate, Now their very institutionaiily, thelr cenlralized organizationa: structure, with 1ts
grand civic spaces and rigorous gatekeeping that endowed, authorized, and empowered tha

processes of crizique and cebate, seems to be at risk of collapsing—tor good and for had--

under pressutre from the new lechnolegivally enabled forms of peer-to-pecer social organi-
zation. This is, as Stevhen Colbert called it, our “wikiality,” and we might well see the rise
of pear-to-peer networks and the rise of viral marketing and Karl Rove's nuzk polling---ar,

acy of the 19a0s countlerculzure and the recmergence of Repubiican

more broadly, the
laissez-faire, antigovernment activism that began in earnes! in tne 1980s—to e of a plece
in its name "' In a fully realized postinstitutiona’, pect-to-neer world, consensus replaces
truth, beauly, and Juslice, and the old Institutions that supported these ideals—museums,
universities, courts of _aw, and the like -lose their suthorlly 1o the anti-institutiona: episte-
mology of the smear and the fad.

On the crther hanc, however, we can also eoeak of another decp structural change
occurring during the same period with a symbiatic il opposite effect—that is, the dramat:-
cally increased pervasivencss and powcer of the corporation, with its limited lahility and
lirnited accounlabiliny If the decline in our relaticrship to nstitutiorality can be traced back

most immediately 1o 1968 and to the resurgerce of “nig government” critfiques that cropped

up in response to Johrson's Greal Society programs, as well as to the turn toward a newly
extrapoliticel, extrainstitutiona; countercuituralism such as articulated by the Whole Earth
Catalog,”™ the renewed surge of corporate inslitutionality might be dated o 1973 and tied
2o three significant events that combined to encourage a more proactive, more politically
expangive corporatism: the OPEC cil embargo, the Chilean coup, and the founding of the
Heritage Fouincation.® On the mas: general levei, this antinomy of decreased identification
with the old inslitutions of church and state, of higher iearning and art appreciation, on
the one hand, and a newly expanded geopolitical mission for corperaticns, on the other,
found its resclution in a historic shift of the meaning of institutonality away from the
prirziples of public accountability and public entranchisement and toward private gain and
Lmitec accountability

While this combination of & diminution of public institutionality and an inten-
sification of orivate instituticnality in the wake of the 1960g iz part of a larger process of
nostmodernization ticd to the lenger history of the cold war, it still amounted to a sea
change or i3 own. Among other morc significanlt effects, it summoned a loss of purpose
for institutional criligue at the moment of s incepticn.” That purnese, again, was to hold
pabiic or quasi-public institutions  institutions like museurns, universitics, anc govern-
ments—accountable to the'r public mission, or at least to a public mission for art. We can
sec this role at wore in the early years and up to the present—rmest directly in the wors of
Fans Haacke, for examgp:e, or 2 the vorious demands mada by groups (ike the Art Workers'
Coalitien, the Guerrilla Art Action Group, ot the Tucumin Arde group in Argenting, ar later
by Adrian Piper, or lhe Cuemilla Girls, or Andrea fraser, or Fred Wilson. The role taken oy art-
ists engaged in instizutional critique was deeply indebted o thal old modernist ideal of the
“spiritual patria” or “Jerusalem it Heaven™—our cld, dear concept of good, hea thy, and just
institutionality; cur long-heldideal of a good, healthy, and just society. Perhaps the greatest
of all these works—a worx that might be taken as the capstore of the movemnent, cven—is
Haacke's magisterial Der Bewdlkerung, installed in the Reichstag in the year 2000, Nol oniy
does this piece call on the German pariiament to account for the publicness ol its mission,
bur it also enscts that publicniess ilself, and in so doing realizes what it calls for rather
than simpiy criticizing an existing instituden for its fallure to live up to its own founding

principles. We raighl also take Allan Kaprow's plaintive cry in 1967 “Where arl thou, sweet

reuse?”, 1o speak to this desire far good, healthy, or fust inatitutionslity, even though it was

)

intended as mackery {"To my way of thinking.” Xaprow saic, "the muscurm is a “uddy-duddy
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remmnant from another era® best turned into 8 swimming pog or nightelub or emptied and
left as an envirormental sculpture.)® Even his archaic English gives us a useful sense of the
rich historica: status of this ideal—the old promise of the museurr as a founding instizu-
tion of the public sphere, as a kind of *Thou" in the sense of Martin Buber's great 1924 1 and
Thow "When Thou is spoken, the speaker has no thing; he has indeed nething. Bul ne takes
his stand ir relation " That "stand in rclation,” or “universal inlercourse,” is what always
dislinguished public sovercignzy from individual autonomy and was the coriginal meaning
o modermn art’s promised sweetness and light, as well as the 1ifeblood of the tendance Kuri
discussed zbave.

‘this split betwecn these Two tendances or crilica’ approaches to institutionality can
also be locatec geovolitically. Whereas ore found its purpose in neolivera:ism's North Amer-
ican base anc South American outpost and can be said o have heen norr in protest against
the changes in the way we think about and experience instizutisns—protesting the loss
of that old promisc of sweetmness and light to privatization—the second tendency, already
mndicated by Kaprow's mockery, found its purpose elsewhere. Philosophizally in line with
the broader lendunce Craucho, that clsewhere was nowhere: it had no specific conceptual or
political kousing anc instead sought Lo place itself outsice of irstitutionality as such. Asger
Jorn had surnmed up Lhis principle already in 1960, before Castoriadis, Althusser, Foucault
and others waould make it into peried doctrine: “The form ofa container is a form contrary to
the formm of its contents; its function is o prevent the contents from entering into process"s
Ceographically. the hearl of anti-institutionalism was located in nesiheralism’s main ac-
versary—-the late sociglist worla of Lastern Eurepe, the Sovier Union, and China, and. to a

lesser degree, In the democratic socialism af Western Surcpe. There, the old Enlightenmeant

: Hans Haacke, Der Bevdlkerung, 2000. Photograph by Stefan Miller 2008, courtesy of
0.1 Hans Haacke. @ Hans Haacke/Artists Rights Society (ARS), Haacke set up a 21-by-7-
meter garden in the center of the courtyard in the Berlin Reichstag {government building}
with the phrase "DER BEVOLKERUNG™ (to the population) inscribed on the ground in
necn letters. By invitation from Haacke, parliament representatives have filled the garden
with soil from their constituencies (currentty the count is up to 275 MPs). Over the years
a dense vegetation has grown on its own in the soil provided. “Der Bevdlkerung™ refers to
the words “Dem Deutschen Volke” {to the German people) inscribed in 1916 an the west
partal of the parliament building.
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ideals lived on 1o & degree that they did nat in the neosiberal nexus of the Americas; and as
the anti-Stalinism ol the postwar period matured, the fajlure of state socialism welled ap
even more as the institutional issue of the day. At the end of the 1950s, Alberl Camus cor-
mented, in werds that just as well could nave bean those of Tastern Europe's 68e1s or cf the
dissidents who would emerge i the Soviet Union and China in years to come: "Every writer
tries to give a form to the passions of his time, Yesterday it was love. Today the great Dassions
of unity and liberty d'stup: the werid. Yesterday love Jed o individuai ceath. Today collective
passiors make us run the risk of universal destruction. Today, just as yesterday, art wanis to
aave from death a living image of our passions anc our sufferings”™

%o it was that Lne residual threat of collectivization remained more pressing in
the old stomping grounds of Hizler and Mussoini through the 1960s and 1970s than it
id in the Americas where corporatization reignad, and was even more inlense across Lhe
spheres af infruence still deminated by Brezhnev and Mao. This threat afiected artists as
much as or more than anyone else, but resulted in a wide-reaching existentialism; as the
futtire artist-president Vaclav Havel put it a decade after the Prague Spring and a cecade
prior to the Velvet Revolution, there was a desire to “shed the b «den of traditional political
categories anid habits and upen oneselt up fully to the world of human existence,” 1o turn
"away from abstract political visions of the fulure toward concrete human beings.” That
Tlavels anti-institutionaiism would turn so readily into the neol’heral “gangster capitalism’
(as he called it) of his successor Vaclav Xlaus, anc thus join the great wave of postsccialiist
globalization, may not seem so surprising to those of us In the west, bus i certain’y seemenq
to surprise Have! and other &8ers iike him in the eastern bloc who had rallied to his exis
ientialist positien: he came o call his oro-Klans adversaries in the press the “snide brigade”
when he became 2ir principal target "and the expression ‘ronpclitical pelitics” became a
popular sneer”™

Ag with any it of history, we wiil really only uncderstand wnat nstitutional cr-
tique was by seeing the ways In which it was bound up deeply with the larger contradiciicns
ofits Urne, and we can only fully understand its historical meaning now by appreciating the
legacy of those contracictions in: the world we find ourselves in today. “Neonpolitica: politics”
%4 certainly one such cortraciction, as the snide brigade astutely cbserved—or they might
we'l have complained about the noninstitutional institution of Havel’s government or ks
tendance Croucho. Some suct characterizalion might equally well describe almost all of the

art that fails under Birger's 1iihric of the neo avantgarde- we might simply call iz ar that

pretends it is not art, or arl. tha: dsavows its own nstitutional status. The Gltimate realiza-
tion of the old Enlighteniment dream of “purposiveness withou: purpese”—ol ar living by its
own rules and in 30 doing settng the terms for society al large, of artistic autonomy as the
foundaticnal instance in which man “slrips off the fetters of his individuaiity, and develops
the capabiiities of his species”—had also been the greatest wavesty of these same principles,
Wwhat Biirger missed by focusing narrowly on the nineteenlh century bourgeois nstitution
of art was the way in which its crigin in universalism was both realized and corrupted in the
Saviet policy of socialis: realisrm and, in turn, the way this later form served as the molor
driving all that he decried with the term "nec-avantgarde” Aller ull, the att movements of
thelater 1950s and 1%60s that deserve this label failed by Blirger's measure becatse of their
refusal of politics, their "strugele against committed art” and that struggle was born first

and foremost from the larger cuwlture of the anti-Stat

nistlefi As Kaprow cescribed it in one
standard plece of period wisdom abaul arts “deeper predicament,” art could no longer “pro-
vide the utopian selulions to the woerld's ills that it hac cnce pramised." This predicament
was an understandanle reaction to the failure of state socialism, and ils resilting endance
Grouchs scrved as the great lever of postmodernism’s “incredulity towards meta-narratives”
mote genera ly, its incredulity toward universals, its increqulity, ultimately, toward what we
have been caliing the Institution of art.* Today we can look hack at this predicament and see
that it was an indicator of the great gecpoiitical cnunges that would come in 1985,

By contrast, when viewed as a countcrourrent to 1968's fendance Grouche, inatitu-
tonal critigue <an be scen not simply as different or aut of synch bul instenc as exceptional
and cxcmplary in serving as a reminder of what the bourgeois project and its proletarian
offshaot once promised, in a world that tries o rid us of that memory# That lepacy lives
on, of course, and net only in the ongoing practices of intrepid statwarls ke Haacke, Fraser,
and the Guerrilla Girls. Perhaps its most vilal offspring, now, can 2e found among those who
wark in the genre loosely kniown a3 “tactical media™—ardsts and groups Uke the Yes Men,
Critical Art Ensemble, [nstiturte for Applied Autonomy, Natalie dockehin and Jacgueline Ste-
vens, Trover Paglrn, Steve Lambert, and olhers. ‘I'ne investeient in insttutionality oy these
arists is different, of course—as a rule they occupy private instirutions and rediract thern
to public encs rather than sccupying public instizutions and holding shem accountable
to their feunding purpose—hbus the principle of institutionality as the form of public ac-
courtahiiily poseq against the powerful privatizing force of neoliberzl anti-institutionalisme

5 the same.
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LTHSTRUCTIOM:

Steve Lambert, Emma Goldman Institute for Anarchist Studies, 2005. Sign 7 feet high by 10 feet
wide, placed on the University of California—Davis campus. 2005 Creative Commons Licensed.
Throughout the UC Davis campus there are state-mandated signs announcing construction of new
huildings. Oddly, some of the signs are for buildings for which funding has changed priorities, or

which are so early in the planning stages that no one knows whether or when they will be constructed.

Lambert created his own sign for a building that was not part of any official plan.

We might end, then, with another equally revealing (anc equally well xnown) May
1968 graffito in arder to further situate the historically specific accomplishment of institu-
tipnal crizique in the context of the cebates of its time. This one, memorialized by Lucien
Goldmann, was scrawled on a blackhozard in the Seroonne: “Structures,” it sald, "do not
take to the streets” The Marxist-curn-existentialist Goidmann used this gratito to provoke
a cehale in discussion following Foucatit's 1969 “What Is an Author?” lecture; slamming
the structuralism still at that time asscciated with Foucault, Goldmann conciuded with

borrbast, "It is never structures that make history, it is men” Foucault marked his cwn
then-emerging snif* into poststructuralism ard politics by disowning Lhe lerm "structure”
altogether, but fellow audience member Jacques Lacan defended structuralism's honaor
apainst Goldmann’s critique. 'T do not oelieve that it is at all legitimate to have written that
structures do not take to the strects” he countered, "because, if there is one thing dem-
onstrated by the events of May, il is precizely that structures did take to the streets” Tl
these words were written at the Sorbonne where evenls originated “proves nething,” he
said, "olher than, simply. that very often, cven most often, what is internal to what is called
action is that it does not know iteelf” We can take this rick period exchange to (luslrale
three complementary philosophies of history underiying what we have ceen calling the
period's tendance Groucho: Goldmann's insistence that individuals make hislory, in ane cor-
ner; Lacan's structural delerminism, in another; and in a third, Foucault's stepping oulside
of history-making cntirely in the great trickster fgure "who incessanzly displaces himself,
doesn’t know exactly where he is heading nor what he'll think tomaorrow because he is too
attentive o the present.™*

What none of these positions allowed for as they took stands in relatien to each
other was a meaningful critical role for institutions, and parzicutarly nol for the Institution
of art as the locus clussicus of the public sphere. As one study 2as stated about the allarlife
of these positions, “the new spiric of capitalisrr shares an often virulent anz-statism with
liberalisr,” one that “has its crigins in the critique of the state (and ils ideclogicat appara-
tuses and discourses| developed by the ultra-left in the 1%60s and 1970s* Preserving the
institutionzlity of critique given v the tendunce Karl against the tendance Grouchio's anti-
ingtitulionalism is the great moedernist promnise that the art practice of institutional critique
held out in the rising tide of the varlous postrmodernisms from ultraleft to ultraright since

the 1960s. [t is the memoery of that historically specific charter that might serve us now.
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an introduction to the general theory of place
(1966)

wieslaw borowski, hanna ptaszkowska, and
mariusz tchorek

Art has many times in the course of its Bstory proclaimed itself to be lberal arl. But by so
coing. art expressed ot what It actuzlly was, but rather what it desired (o becomre. In facr,
art always rermains in the orocess of seli-liberatdon. As has besn stated more thaz once in

similar circuzmstances, art is being licerated Zrom s own inherited characte:

giics; 1t strips
them off and leaves them 2ehing.

Lel us not forget all those halreds that used to haunt arl wnenever it icok a glance
at ins owrn face, Tac time nas arrived, nowover, when we can no :onger refrain from reveni-
Ing end naming that rorn waich art is now liberating #tsclf. The time has arrived to roveal
the present object of hatred. Let us emohasizs ar the outser, however, that this s a purely
internal afair. The hatred of art toward itseif is very invalved, and only those who are within
are entitled thus —o hate.

At Zzast one side of the object of hatred s readily apparent, But ©* is 50 close at
Fand tha lo notice i, a radical shift of point of view muast be made, Let us for the moment
nalonger look at works, but ‘&7 us stop instead heflore the territory cocuniad y them, et us

not enter the exhivitiorn, but remeain 2t ils Inreshe.d. What shall we (ind out?

I. The essence of cxhibiticn is transparence. Zxnibition is cencelved as nenexistentl.
It rrast nol act upon the work,

But here are the [aers: Exhibition acquires fesh of its owr, it becomes an indepen-
dent reality It is the exhibition rather tran the worke of art that becomes 2 fact. An individual
work hecomes subject to the independent rezlity af he exhibizion. The work becomes an
clement of the exhibizion. The work conceived as unique is now one amoeng many. Has the
wark of art been made for any coexislence whatever? Ias it over been thouaght of as show-

sr

ing up in a fleck of other

11, A 2xniblion is a post-facturn coperation. Tne fact of artistic realization has
been fulfiled within the walls of lhe workshop. The finished, final work begins o completely
new existence with the cxhibition. The exhibiticn communicates what Is already past, What
1t makes aval.able are but traces of decisive zctions. An exhibition is but a communication
of what has past, somewhnere and at an Indefinite time. Its reality has o relationship at zll
with the reaiity of the creative act.

lil. The beholder. He appears at the exbibition Lo endorse Inal formalities con-
nected with the wer<'s receptinn. Eis presence has 2 merely legal significance. Ang for all
that, oo mach freedon has been allowed hime, while he generally cocsn't know now 10 Lge
it. This freedom releases no activity an his part as, “or example, the simplest restriction
might have done, As a result, all those present at the exhibition chonse one way of sehaving:
Lhey cantercplate. Tac contemplative attitude warrants distance toward a work of arl, il cer-
tifies the legilimacy of the beholder’s presence at the extibition, it ailows him to compare,
to check, to parchase, elo.

W The auther, The artist hag nolthing more to do at the exaibition bul hold the
flowsers. He is now & mere mekolder, borad or stimuliled by no lenger geruine cxperiences,

or clse ne is an ambassador of kig own future designs; bis position is that of & servant _eft

granding, without any reason, after he has performed his dutics.

The artist’s perscnality is revealed at tne exhibition mutilated, artificia-ly par
tioned, and doused by a rhytam thatis incompatible with his maturity. The artist zangs like
a cat of beef, while we try in vain to reconstruct the Zving aximal from the cul. The author,

perswaded by the learned that sincerity is his essenlial virtue, feels an awswarc unensiness

sclf-consciously observing nis frarkness amidst the festive splendor of a pubiic show Why
net make this uneasiness, the mosl cenuine feazure of the ovenz, the events very onject?

The PLACL tren. Well, the PLACE, The PLACE, [or certain.
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The PLACE is an area that arises by virtue of the sctting outside of all and any
principles cbtaining in the universe.

The FLACE is not a category of space; it is not an arena, a scene, a screen, a pedes-
tal. and above all it is not an exhibition.

The PLACE is isclated and at the same time extericrized. Its existence i3 not merely
a subjective reatzer and it cannot be called into being by purely private endeavors. [tmust be
conspicuous and significantly objective while, 2t the same time, it cannot subsist if it fails to
protect itself from the impact of the world and from becoming identified with the world.

The PLACF is a sudden gap in the utilitarian approach to the world. All and any
stancards valid beyond the PLACE no longer hold within it. Therein space is devoid of its
urilitarian significance; all its measures, reasons, Euclidean and non-ruclidean interpreta-
tioms are left behind. Events, if they accur at ali, are ceprived of any outer meaning waatcver.
There is no hesitation witnin the PLACE, since there is ro difference between the wrong and
the right, the good and the good fornothing; everylhing is merely and simply there. The
2L ACT {s neither strange nor common, refined nor vulgar, wise nor stupid. [ is neither a
dream nor a waking stie.

‘The PLACE ‘s not transparent. The PLACE is actual presence. There are no criteria
for a better or more vaiuable filing of the PLACE. [t may pe empty, but its emptiness must
be consvicuously present.

The PLACE 1s one and unigue. It cannot be divided and 1t doss not procreate.

The FLACE is what we are in. Only when we step outside, can we conceive it as
ane among many places comparasle to it. The PLACE can bezome an object of halred only
from abroad.

any place in the world may he possessed and thus constituted as the PLACE. From
a worldly point of wiew, il is by no means a peculiar arca. The PLACE carnot be recognized by
its appearance. It doss not modify the world’s laws because it has nothing at all o do with
ther. The PLACE may ixdeed look exactly Like any other fragment of reality. There are some
areas in the world, however, that are thought of as particularly fit for becoming PLACES.

The PLACE is neitner a construction nor a destruction. [t comes intc being as a re-
sult of an indemnified decision. 1M PLACE has ne sufficient reason in the world, It is in the
artist that the PLACE's reason subsists. 1@ is ke who calls forth the PLACE. It is created by ne

wio steps within it. Tt is anly in the PLACE, and not outside it, that "art is created by all”

The PLACE cannal be mechanically fitted up, but it must be incessantly perpetu-
ated. The signrest moment of inattertion may be enough for it to sink into what is around
it. Therc are numerous anonymous forces that professionally desiroy the PLACE or produce
its false substitutes, These forces take advantage of the PLACE still left and ~hey manipulate
by means of elements taken 1p Zrom within i1—with elements restored to real srardards
471G Measures.

The LACK cannot be bough: or collected. It cannot be arrested. It cannet be an
oject of virtue.

Protect’on of the PLACE Is not one more among many endeavors with definile
authorship, noris it a product of the present. It appears sgain and again in the course of the
history of art, but it enly reaches prominence at moments of radical shifts.

such was the moment of transubstantizlion of the picture into the PLACE. In the
temple a picture had nat or could not have been the PLACE . Its presence was legitimate only
inastnuch as 't served the lemple and contr’butad to the effort of the incessant perpetuaticn
of this exceplional area that, ever since the expelling of the Suyers and seilers, had been by
ilaeif the one and only PLACL.

The picture had gained independence, however, and for 2 while it remained soli-
rary. The frame remained the same as the only witness of the event. The rame, o kind of
naive cam proteciing the picture from the world’s impac:.

Thus began the tendency of the picture to produce an inner bond of its own that
would save il as the PLACE witheut any additional ramparts.

This is how composition arcse.

Bt composition, at last a perfect realization of the enclosire, has rerrained shut
off on its own side, while leaving us on the side of the world. The most we can do is Lo con-
reive of composition as the PLACE; we always remain on the cutside. Since it is finished ard
clossd, since itis indestructinle Though defenseless, since nothing more can ever hapren to
it. commnosition has neern sentenced to manipulalion from withoul. Since it has been hung
ap n architectural space, it has hecome an inspiration for utiitanan space. It used o be
acopred and readjustec. 7t used to be thought of 25 a necessary element of Lthe humar en-
virorment.: il nas sunk into the world. Inits initial and relatively pure form, it hus appearcd
in the cxkebition. But there iz has lost its solitary character as the only perfect solution and

begun to assemble in Jocks.
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At an exnibition we thus walk from PLACF to FLACE while performing “illegili-
mate” procecures, like those of evaluating, comparing, coming and carrying in and out,
buying, elc. We try in vain to be somewhere——-we are nowhero.

PLACES nere represent to each other the strange outer world with ail iis aggressive
farce. What is going on is the self-destruction of PLACES. On the ruin feeds the new monster,
-he exhibitior. Intended to be transparent, called forth as z rnatural reservalion of PLACES,
the exhibition has turned ot te be anillegal, self susiained product, a false PLACE, o PLACE-
deceptcn and a PLACE-heresy and a PLACL-treascn,

The PLACE is a sudden gap in the utiliardan approach to the warld. The PLACE
arises when ail the laws abtaining in the world are suspended. The PLACE is one and indi-

visible. PLACE.

This text was written in August 1966 by tre critics who founded the Foksal Ga lery in Poland. Il served as the galiery's

opening rranifesto. This trarslation was first published in October 38 (Autumn 1986): B3-E6.




statement (1967)
daniel buren, olivier mosset, michel parmentiet,
and niele toroni

Beczuse palndng is a game,

Because painling is the applicatior (conscicusly or atherwise) of the rules of
COmposItion,

Because painting is the freezing of moverrant,

Because painting is the representarion {ov interpretaticn ar appropriation or dis-
pritaticn or presenlation! of ohjects,

Bec:use paindng is a springboard for the imagination,

Because painting is spiritual illustration,

Because painting is justifcation,

Because painting serves an end,

Berause to paint is lo give acsthetic value o flowers, women, eroticsm, tae daily
environrrent, art. Gadzism, psychoaralysis, and the war in Vietnam,

We are rnot puinters.

This text was issued as a pamphict al e Salon de & Jzune Pe elare, Masés d At Modorme, Paris, or January 3, 196/

W

Daniel Buren, Untitied, 1968. Photo-souvenir of the work made at the Galerie Apcllinaire, Milan,
October 1968, Courtesy of the artist.



where art thou, sweet muse? (i'm hung up at
the whitney) (1967)
allan kaprow

Discussion abeut museums can onily be academic if limited to the usual questions of func
tion and goad looks. The primary question Is whether or rot museums haug any relevance at ail
for contemparary art,

I once wrote (Art News, September 19643 Lhat “the public museums ceveloped prin-
vipally as substitutes for the patronage of the Palace and Church. Physically, the museum
is a cirect parallel in mood, appearance and functior: to the cloistered, unatiainably grand
surrcunding art once had. In Eutope, it was the unused monastery and former chateau that
were taken over for the purpose, while in America the style was imitated. Therefore, we have
the ‘znstocTatic’ manners of curators, the hushed atrmosphere, the reverence with which
on¢ is suppesed to glide from work to work”

The modem muscurn, though up-to-date in architectural style and occuplec with
rapidly changing shows, movies, concerts, symposia, art classes, and puhlishing programs—
as if it were just another college -2till nas not been able o shake off this aurs of quasi-
religion and high rank. It stiil enshrines its conients, st demancs a worshinful attitude

that reflects benignly on the spectator's growing cultivation and status. By seeming to wish

enly to offset and enframe pictures and sculpture [rom the rest of nature for the sake of
focus, the museuwrr environment actially transforms everything into a true nature morte
because of the xind of history evoked.

Init’ally, it was an appropriate refleciion of an aesthetics of detachment borm of the
social and professional isclation of artists in the last cenlury and a zalf The artist, artwork,
znd house of ar: grew o share a positive commitnent to the netion of separating high cul-
ture from low Hife. The museumn-as-temple spoxe of special sufferings and rare gralifications
to a small band of lsraelites lost in the wilderness, As such, it served a profound need and
one can only be gratefut for il

But today, the middle-ciass background of the arist, his nonprofessionalized ur!-
versity schooling, his job-oriented attitude {usuaily toward teaching) his incination toward
raising a family in a neighborhood, together tend to oreciude an authentic sense of alien-
allon while at the same time opening palhs of social rmobility and social uselulness.

Similarly, private patronage—relatively limiled in cash and still dressed Tor the
nostalgic role it might have piayed in the past—:s steadily losing ground to impersonal
sorporate stmlation and sponsereiip. Federal and municipal subsidies to the arts 'n much
creater atnounts, acded to funds from large, private foundations established through the
machinery of tax reliel, are enent on the direct acvisement of Lhe naticn's high cducation
industry—which says culture is a goad buy,

As a result, the patron-to-artist relationship tas been eli*ninated as a rnajar cul-
tural force; and the correeponding concept of the artwork 33 a hand-made anc individual-
ized chject secms as quaint as the cobhler's boot. Instead, the vanguard tends to view art as

a social process; 23 an ‘ronic idea per se expressed in vacuities and absurdities; as a multl-

media organism extending into the space of daily existence; as a slice of lifc needing no
rransformation since the mind transforms anyway; as & techno.ogical game or a psychologl-
cal prone into the effects of technology on hurmans; it even views ar: as a shifling icentity
incanable of embodiment bevond alusive words and thus implies total inactivizy. Cieatly,
such art can neither fit physically into an art ternple nor feel comforlable with the latter's
macd of zanctity.

To my way of thinking, then, the museum is a fuddy-duddy remnant from another
erz. It resembics the symphony: no matrer how mary clectronic sounds, power “ools, and
other unusuzl noisernakers are used to give il a sense of medernity, tnere remains the grand

conductor leading nig grand group of performers on a grand stage of a grand hail, with a
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grand audience out in {ront to grandly applaud or boo. Only the details are altered in a fro-
zen framewocrk. The museum may hire a modern architect, may install jazzy lighting effects
and piped-in lectures, may offer entertainment and haby-sitting facilities, but it will always
be a “place of the muses” because its dircciors take for granted the necessary connection
betwecn 1t and art.

COne may ecneralize that the enuironment context of the artwork toduy i of greater im-
f=3 i) o

partance Lhar (s specific forms; and that it is this swrrounding, furthermore, which will determine the
nature gnd shupe of the contairer of these forms. It leads to the speculalion that as a muscum
is obsalete, 50 are the kinds of art - piclures and statues—Zfor which it was conceived. I sug-
gested in the article referred to above that in all probability, “tne spirit and body of sur jar;
Is on our TV sireens and in our vitamin pills. ... The modern museums should be tumea
into swimming pools anc night cluhs," or in the best-locking examples, emptiad and left as

envircnmental sculptiare.

This text first appearcd in Arfs Magazine 41, na. 4 (Feoruany 1967 40-41. Courlesy of Alan Kaprow Estase, Hauser

& Wirth Ziricn London,




what is a museum? a dialogue (1967)
allan kaprow and robert smithson

Allan Kaprow: There was onice on art Which was concelved for the museums, and the fnct that
the museums look fike mausoled may aclually reveal ta us the attitude we'ue had 1o art in the
past. It was a form of paying respect to the dead Now, [ don’t know how much more work there
is available from the past that has lo be displayed or respected. But if we're going to ik about
the works being produced (n the last few years, ard whick ure 12 be produced in the near future,
then the concept of the museum is compiletely irreleuant. T should like to pursug the guestion of the
environment of the work of art; what kind of work is heing dore now; where 1t is best displayed,
apart from the museum, ov its miniature rounterpart, the guilary.

Robert Smithson: Well, it seems to me that thera is an attitude that tends toward Mcluhanism,
and this artitude would tend to ses The musewm as o null structure, But | think the nuility implied
i Ihe museum is actuaily one of its major assers, and that rhis shouid be reaiized and accentu-
ated. The museum terds to exclude any kind of life-farcing position. But it seems that now there's
a tendency ta try 10 lyen things up in the museurs, and tnart the whole idea of the museurn seems

s he tending more toward a kind of spzciaiized enteriainment Tr's taking on more and more the

aspects of a discotheaue gnd less and less the aspects of art, So, I tnink 1hal the best thing you tan
say about museums is thal they really are nuilifying in regard to action, and I thirk Lhat this is one
G their major virtues. [t seems Lhat yeur position is one that 13 concerned with what’s happening.
I'm interested {or the most part in what's not happening, that dres between events whick could e
calied the gap. This gap exis?s in the Plank and vold regicas or setiings thai we never logk at. A
musewrn devoted to different kinds of empriness could be developed. Tre emptiness could be defined

by the actup! installation of art. Instuliations snould empry rogms, not Al tThem.
¥ s ¥ ]

Kaprow: huseuw 1d 0 make increasing concessions to the idea of vt and life as being related.

What's wrong with their version of this is that they provide canned life, an aesthericized illustra-
Tich of life. “Life” in the museum is (ike making love in a cemelery 1 om attracted to the idea of
ciearing out the musaums and letting better designed ones ke the Guggenhaim exist as sculprures,
s works, as such, almost civged to people. It would be g positive commitment to thelr function as
mausaled, Ye!, such an act wouid put $0 many ariists cut of business. . .. 1 wonder if thiers isn't an
alternative on the fringes of life and art, in thar marging! or perumbral zone which you've spoken
so eloguently of at the edges of cities, along vast Kighways with their owtcroppings af supermar-
kets ard shopping centers, endless lumperyards, discount houses, whether thar isn't the world
that's for you af lesst. ] mean, can you imagine yourselfl working in that kind of environment?
Smithson: I'm so remoie from that werld that it seems uncanny to me when 1 go oul there; sonet
beinig directly inucived in the life there. it fascinates me, because I'm sure of a distanice from iL,
and I'm all for fubricating as much distance o5 possible. It seems that i like to think and look ot
thase suburbs and those fringes, hut at the same fime, I'm not intevested in living there. It's miore
of ar aspect of time. It is the future— the Martian landscape. By a distanice, [ mean o consciousniess
devaid of self-prajection.

1 think that some of The symptoms as to what'’s galng on in the ared of museum building
are refiected somewhat in Philip Jofinson's underground musewrn, which in a sense buries abstract
kinds of art in another kind of abstraction, so that it veally becomes o regation of a negation. ! am
ail for a perpetuation of this kind of distancing and remoual, and T think Jofinson's project for Eilis
Isignd is in‘eresting in that ie's going to gur this nineteenth-ceritury bullding and turn (it inta a
ruin, and he says thut he's going to stabilize the ruing, and he's also building this circular building
whick is really nothing but o stabilized void. And it seems that you find this tendency everywhere,
but everyhody is £t a Bit reluctant to give up their Me-forcing ol1itudes. They would ke o bal-

arice them both, But, | think, what's interesting is the lack of balance. "When you have a Happening,
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vou can't huve an absence of happening. There has to be this dualism which I'm afraid upsets o
lot of ideas of humanism and wnity I think that the two views, unity and dualism, will never be
recanciled and that both of them are valid, but at the same time, [ prefer the latter in multiplicity.
Kaprow: There is another alternative. Yau mentioned building your cwn monument, up in Alaskn,
perhaps, or Canuda. The more remote it uould be the mare inaccessibie, perhaps the more satisfac-
tory. Is that true?
Smithson: Well, | think witimately it would be disappoirting for evervbody including myself Yar
the very disappointment seems to have possibilities.
Kaprow: What disturbs me is the lock of extremity in either of cur positions. Por instance, 1 must
aften make social compramises in my Happenings, while, similarly, you and others who might
object to musewms rievertneless go on showing 1n them.
Smithson: Extremity con exis! in @ uain context too, and I find wnat's sain mere acceptable than
what's pure. It seems to me that ony tendency toward purity alsc supposes that there's somerhing
to be achigued, and it means that art has some sort of point. I think [ agree with Flaubert's idu
that art {s the pursuit of the useiess, and the more vain things are the beller I like it, because I'm
not burdened by purity.

I actually vaiue indifference. I think it's something nat nas aesthetic pessinilities.
But most artists ure anything but indifferent; they're trying to get with everything, susitch on,
LT OfL
Kaprow: Do you like waxworks?
Smithson: No, | don’t like waxworks. They are actually ton Hveiy. A waxwork thing relates back
to life, so that actually there's too muer [ife there, and it alsc suggests dearth, you know ! think the
riew tombs will have to avoid any reference to lifz or death.
Kaprow: like Farest Lawn?
Smithson: Yes, it's an American tradilion.
Kaprow: Realistically speaking, you'll never get unybody Lo put up the dough for a mausaleum- d
mausieum Lo empliness, to nathing—though it might be the most poelic statement of your posi-
tich, You'li never get anyone to puy for the Guggerhelm fo stay empty all year, though 1o me that
would be @ marvelous ldea.
Smithson; | think that’s true. [ think basically it's an empty proposal. But . .. eventuaily thare'l
be a renaissance in funeral art.

Actually, our alder museums are full of fragments, hits and pleces of European art. They

were ripped out of tote! artiglic structures, given a whale new classification srd then categorized,

The categorizing of art into painting, arcnitecture, and sculpiure seems 1w be one of the most
unforiunate things that tock pluce. Now ali these categories are splintering intc more and mors
categories, and s like an inlerminable avalanche of categories. You have about forty different
kinds of formalism and about a hundred different kinds of expressionism. The museums are being
driven into a kind of paraivzed position, and [ don’t think they want to aceept i, g0 they've made
a ryth out of acilon; they've made a myth out of excitement; and there’s even o lot of talk about
interesting spaces. They re creating exciting spaces and things like that. T never saw an exciting
space. [ don't know what a space is. Yet, 1 like the uselessness of the muzeum.

Kaprow: Bui on the ore side you see it moving away from uselessness toward usefulness.
Smithson: Utility and art don't mix.

Kaprow: Toward education, for example. On the otner side, puradoxically, I s2e it mouing away
from reul fuliness lo a burlesawe of fullness. As its sexse of 1ife is aiways aestnetic (casmetic), L5
sense of fuillness is aristocravics it trigs to assemble all "good” objects and ideas under one roaf lest
they dissipate and degenerate cut in the street. It impiies an gnvichment of the mind. Now, high
class ford the nigh-clags come-ory is implicit in the very concept of o museum, whether museum
administrators wisn it or not, and this is simply unrelated to current 1ssues. [ wrete once that this
is o country af more or less sophisticated mangrels, My fullness and your rullity have no status
attached to inem.

Smithson: | think you foucked on gn intevesting area. It seems that all art is v some way a ques
tnning of what value is, and it seems that there's a great nzed for people to attribute value, to find
2 significant ualue. Bul this leeds o many categories of value or nic value. I think this shows ail
sorts of disorders and fractures and irvationalities. But [ don’t reaily care about setting them right
ar making things in some ideal fashion. I think it's all there  independent of any kind of aood or
bad. The categories af “good art” and "bad art” belowg to 2 commodity value systenm.

Kaprow: As [ said before, you face ¢ social pressure which is hard to reconcile with your ldeus. Al
oresent, galleries and museums are still the primary agency or "marked” for what artists do. As the
universities und Jederal education programs finance culture by bullding even more museums, you
see the developing picturs of contemporary xatroriage. Therefore, your involuement with “exhibition
peapie,” however well-meant they are, is bound to defgat whatever position you take regarding the
nonvalue of your gctivity. if vou say it's neither good nor bad, the dealers and curators who appro-
priate it, whe support you personaily, will say or imiply the opposite by what they do with it
Smithson: Contewmporary patronage is getting more public and lesg privale. Good and bad are

moral vaiues. What we nesd are gesthietic values.
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Kaprow: fiouw can your position then be anything hul ironic, forcing upon you at least a skepti-
cism? How can you become anyrhing except a kind of siy prilusopher—a man with a smile of
amusement on your face, whose every act is italicized?

Smithson: Well, ] think kumor & an interesting avea. The varieties of humor are pretty foreign o
the Awmericar: temperament. [t seewls that the American temperament doesn’t asseciate art with
wumor. Humor is nat considered sericus. Many structural waorks really are almost nilarious. You

know, the dumber, more stupld ones are really verging on a kind of concrete humer, and actually 1

find the whole idea of the mauscieum very fumoreis.

Kaprow: Cur comparison af the Guggenheim, as an intestinal metaphor, to what you'ue cailed
a “waste systern” seerny qulte Lo the point. But this of course (s neothing more than anather jus.
tification for the musewm man, for the museum pubiicis!, for the museum criric. Instead of high
seriousness it's kigh humor.

Smithson: High seriousness and high humor are the same thing.

Kaprow: Neverineless, the minute you sturt operating within a cultural context, whether it's e
context of o group of artists and critics or whether it's the physican context of the museum or gai-
lery, vou aulomaltically associale this uncertain ldertity with scmething certain, Someone dssigns
to it a new categorical rawle, usuglly a variant of sume old one, and thus he continues his lineage
ot family system which makes it all credible. The standard fate of novelty is to be justified by his-
tory. Your posilian is thus ironic.

Smithson: [ would say that it lus o contradictory vigw of things. It's basically a pointless position,
But I think to try to make some kind of point right away stops any kind of possibilily. | think the
more peinls the betler, you know, just an endless amount f points of 7iew

Kaprow: Well, this article itself is ironic in thel il funclions within a cuiturar context, within the
context of a fine-arts publication, for instance, and makes its points only wilhin thar conlext. My
opinian has been, lately, that there are only two outs: one implying a maximum cf neriin, whicri
[ call “idea™ art, art whicn is usually only discussed now and then and never executed; and the
other existing in a maximuwm of continuous activity, activity which is of uncerloin aesthetic value
ard which locates tself apart from cultural institutions. The minute we operaie 'n between these

extremes we get hung up (In o musgum).

This dialogue was firs: pub isiec in Arts Yearbook 9 (1967): 94- 101, Couresy o° Alan <acrow Eslate, Haossr & Wirth
Lorizh Londaon, a1d Ezzte of Robert Smthson 7 Licetzed by VAGA, Mew Yark, NY. Text € Esiate of Robart Smilbson /

Licersos by VAGA, Mow York, MNY.




new commitment (1968)
groupe de recherche d’art visuel

In 1860, the Groupe de Recherche d°Art visuel was a group cf painters who wanted to
rethink the concept of the artwork, the relationship between work anc artist {art thal is
cortrolled znd no longer inspired), the reiationships betweer: arlist and society, and the
re.ationships between artwork and public (ideas of respect for culture, message)- The trarns-
formation of these arlist-work, work-spectator, art-pubiic relationships involves a trans-
formation of the social structures that puilt them, and a systematic debunking of cortain
rytas that helped to establish them.

This mears challenging the exclusive role of picture galleries and museums as
special places for the sale and sublimation of works, and the role of art critics and aestheti-
cians as the only people gualified to understand and cornment upon the artistic message,
ir order, in returm, to offer a lay pubiic the chance to receive the proposed work directly, and
react spontaneously to it

A reconsideration of plastic, formal expression was thus necessary, aiming at the
creation of a now category of objects which ne longer have any direct relationshin with Lhe

traditional artwork, be it painting or scuipture.

This program is being undertaken slowly. for the inevitable or unavelded contra-
dictions and compromises implicit in it are slowing down its execution.

The waork of the Group on jointly formulated ang anaiyzed bases permils a greater
clstancing in relation ta the personal werk, and & morc objective analysis of the resuits.
It strengthens our conviction that the artist’s role is overestimated and his work is too
often subject to arbitrariness and speculation, and that the distribution of his research
is sti]l reliant on galleries and muscums, the only places where 1t 1s possible for him to
show his work.

With eack show or event, we stress trat no artworks are involved, and that we are
not ardsts; that the Group doces not aim tc be a super-artist—taese termns being used in their
tracitdcnal sense—and that, 5y way of objective research, we shal: endeavor te establish
new relationships with the spectator.

By building a maze n the Muséc d'Art Moderne, oy introducing games into the
elermnents that we design to be handled. by carryving cut surveys among the public, by pub-
lishing manifestos, we are striving to explain and circulate this position.

Here we arc in 1563, reviewing our situation. Meanwhile, if we content ourselves,
in & consumer society, with protesting within already existing structures, our attempt wiil
be appropristed and destroyed, and we rmust step outside the lraditional circuits if we are
to be heard.

We are planning to buy a coach and drive arcund France, presenting our works and
ouT writings in the street, [t will take a few more years to carry oul this idea.

This research work is expensive. We are paying for it all ourselves, and we receive
ne support from founcations and ministries to pursue it.

On the other hand, galleries show an interest in certain results, contract proposals
arc signed with the incvitable obligation to play the game and reinforce on the one hand
what we are dencuncing on the other.

Will this denunciation: of what provides us with a livelihocd be enough to give us
a clear conscienece?

Mo, it will not, but wouldn't a purist refusal. resultirg in being forced to cease cur
activities gither partly or altogether, and the subsequent impossibility of spreading our con-
vicdons and oiur rescarch, be oven maorce sericus?

This is where noble motives ceme in, the cther tess glonious ones having to do with

the selt-esteern and ambition of each one of us. [n 2pite of ilsell, but because of each one of
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its members, the Group ‘s in a contradiclory positon: it refuses, as a group, what each merr.-
ber accepts as an individual, and appears sometimes like & group of artists whose works
are sold at aigh prices, and wha straightforwardly accept their role as {slmost) fashionable
painiers, and at others like a group of rigorous and intransigent theorists (more or less), de-
pending on whether you're talking about the GRAV or the people wha make up the group.

However, despite its contradictions and hecauss of its compromises, the Group is
carrying on its activities.

In 1966-1567 we made playroams, itnerarics, street experimenis. Our mazes he-
came clearer, they were no longer ingenious rautes in search of a work hidden within them,
trut. & whele entity, whers it was not possibie to Gissociate wark and onlooker. In 1968—at
the end al 1967 —the question was iinally posed: Can the Croup accept this more and maore
blatan® contradicticn hetween its a’ms and the hehavior of each one of its members?

Are the conditions Lnat presided over the Group's founding still the same? Do the
goals it has pursuzd anc the research it has conducted over eigat years correspond to these
basic chjectives? Were we to found a group taday, would it be the GRAV?

It seermns eviders Lo us that the work-public concept is clearly beginning to change.
but the lraditional structures are stronger than ever, and the favered, over-cstimated arliss
aganst whom we are un in anms are ourselves!

S0 we are o longer the Group, but there is naw the Group and each one of us.

The Group, as a strictly defined entity, admizs only experimental, ancnymaus, and
ncncommercial works.

Each one of its merrhers is free to accept all the compromises that came his way,
provided that they enly involve him.

where _isg the way out?

To do away wilh the Group?

This would be o reduce eight years of hard work ‘o naught. Certain icens will be
taken up and developed by sthers; we shall bow to those who saw in the Group nething
morc than a personal springboard for each one of us.

txpand it?

This wouid introduce new elements izo the Group, aiong with new and stimulat-
ing ideas, but it would i no way reduce the existing contradictions,

Maxe T smailer?

Effectiveness and Lhe lime cevoted to works may be a criterion of vitzlity, but the
changes must be moere far-reaching, For 1968, the Group is planning to sigr: only cxperimen-
tal group works, ixe the program: "A la recherche ¢'un nouveas spectatear” [In search of a
new audience], or the environments in Buffale and St. Paul-de-Vence, Tt is pranning public
ciscussizns abeit its situation and aboul the changes that have emerged since the Croup
was founded. in the relationships botween art and public, [ every instance, the Groan wil
endeavor te contribute to the modificaden of work-spectator relationships, which are siill
based on criteria to do with culiure, geniug, and money.

The Group is ready to collaberate in any program develaped in this direction. It s
also prepared o accent the outside collaboration of researchers in groups which are keen

o be nveived in these experiments.

I is toxt was frst publ shed and distributed by the artisss as a pamiphlet in April 1968, “he present translation is by
Simon Pleasasce and Charles Penwarcen. |t is taken from tne exhibitior. catalogue Siraldgios do parlicipation: GRAV,
Groupe do rechorche dact visuel, 1960 1068 (Grenone: Magas r---Cerre Nationa d'Art Contesrpora noco Grenobée,
1998), 234-236. & 2008 Arisis Rights Sucioty [ARS), hew York / ADAGF, Paris.
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demystifying art (1968)
julio le parc

What can ar artist of my generation do in the current situation? An artist with an ambigu-
s situation: like mine, an artist compromised within Une cultural syslern, and aware of this
corpromise? An artist like me who sees how easily The bourgecisic assimilates every new
thing that art produces? An artist Like me who, despite having iried to transform :he conai-
tion of the artist and the work, and their relationship to the viewer, remains clear-sighted
with respect to the limiled valuc of his #fforts and the conlradictions of this process within
the art world? What can ane do?

[ have known for some time that cur two-sided situation may correspond to a
-wo-sided attitude. Thal, although receiving support within the cuitural system (recogni-
tion, an andience, cconomic means, ot cetera), ohe car atternpt to break through the rigid
strictures of the cultural systern, by creating candilions fer the liquidatior: of this systern.
This can be done i lwo ways:

The first consists of highlighting the contradictions in the art world, the role of

art in soclety, and our cwn centracictions. This is dane via texts, manifestos, declarallions,

peblic debate, exchanges of Ideas with other ardsts, and so on. Above all, the goal is to en-
lighzen future generaticns, ic show lhem Lhe hidden aspect of art. The second way involves
atrempting to transform, as much as possible, art’s essential elements, Le., the artisl, his or
her work of art, and the relationship between the work and the public. Since 1960, working
In theose two directions. [ have developad an entire sel of activities withit the Groupe de
Recherche 4'Art Visuel.

Current’y, since the tidal wave of cvenss in May and June [1968] in Paris, the con-
ditions are complezely different, even if the situation within the art worlc remains nearly
identical Zo what it was previously. A conditioning that has been suffcred for a long dme
rannot be undermined in *wo months of protests. Habits persist. Painters continue 1o pro
duce their werks, galleries and museums continue to show them, critics to critique them,
dealers and collectors to assign a monetary vaiue to them, and the "general public” with
gond reasan, remains as indifferent as before. Incifferen: and distant from “class” art, from
art that s consumed—Iif that—only by the bourgeoisle, from arl that reasserts within itself
all of the privileges of power, frarm arl. that rnaintains pecple in a dependent. passive state.
Despile everything, the experience of May and June created deeper doubts, and fertilized
positive availablitics that may bring about new anproaches. As always, it could be a race
between the effort to get heyond Ihe current artistic situation and, on the other hand, soci-
ely's capacily to assimilate, integrate, and take advantage of this effort.

We must continue to carry out {as in May) a genuine devaluation of myths, myths
that tnose in power use to mainlain their hegemony, We ind these myths within art: the
myth of the unigue object, the myth of the one who creates unique objects, the myta of
success, or worse—tae myth of the pessibilizy of success.

Like "dernocratic” or dictatorial political power, art shares the samc situation in
which a minority makes the decisions on which the majority depends. It intervenes in the
creation of mental structures by derermining what is good and what is not, Thus, it helps to
keep pecple in their current situzalion of passivity anc Gependency, creating cistances, cat-
egaries, norms, and values, Every artist and those who encircle the art world are implicated.
Mast are In the service of the bourgeaisie and the system.

Without the passibility of challenging the conditiening that the art werld imposes on
a3, without the possipiity of questoning a’ of the established values around art, without the

possibility of camying out a struggle, even of imited scope, against the extensions of the social
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systern within art, without the possibility of creating 2 living relationship with social proo-
lerns, the attizude of the artist can anly oe one of ungualified and unthinking support for the
systern, either that or it s reduced to ar indrndualist activity that is allegedly neutral.

Currently, more than before, the artistic problem canrot be seen as an interral
siruggle of trends, but rather as 4 tacit struggle, very rearly declared, between those whe,
whesher conscinusly ¢r 7o, old to the system anc seex Lo preserve and prolong it, and
tlhose who, alsa congciously or not, through their activities and their nositicns seek to ex-
plode the system oy seeking openirgs and changes. This struggle “ecomes more effecive
anc more rac ezl when we question ourselves. Wien we Guestion aur atitude, our produc-
ticn, our place in society, and thus avoid a split personality that allows for @ progressive
oo'itical position while maintaining individual privileges.

It is exactly this acit refusal to bring the protest all the way into the artist’s sTu-
dic—in :he case of painters and sculprors who protest against the socia: system—that
gives the illugior: of contributing something, while avoiding seeing that we are par’. of that
same system.

What s most efficient for prefoundly transforming the system {while rewy-
ing on mass movements at the same tme] is seeking ta make profound changes within
cach domain.

We can na lorger nope that change will come about through external forces, Even
in the art world. true chavnge can oniy come from the rark ana file, because it is the (sociclly
conditicnied) rank and file that, through its behavicr, arcepts the systemm, and it is the rank
anc 4le thaz, by a change in ils behavior, can explode the system. Thus, within the art world,
it appears Lo me neffective to attack the culzural system by putting &1l the blame on scme-
thing abstract, iocated who krows where, making it responsible for the state of art today—
sometimes it is Malraux, soretines art dea:ers, sometimes art critics, SOIMetnes museurr
directors, it almosl never the artists themaeives. For example, T0 protest against the Salon
de Paris, orie says that the walls of the Musée d’Art Moderne are disgusting, that trere is
not erough space, that not enough was donc to bring people in, et ceiera. But il ig very rare
to hear the artists say thas sa'ons and exhibitions have no social weighl because the basic
product {the work of a7} is itse.f without weight; that it iz a marginal procduct, with nearly

always a collusive neutrality, or clse it wants to he both committed and “ardstic” It is rare

to hear them say thal what these salons and exhibiliors deserve is tne indifference of the

public that is itg mmeans of defense, ar that zll {1 effort that goes into a wider distribution of

these cultural preducts (art in factories, =t cetera) only serves o maintain peopic’s meontal
conditioning by forcing them to accept cne more time the decisions made by a minority. For
us, artists compremised within the systern and aware of hese problems, there s g task to
be accomnplished: by acting above ali as mavericks, to make young people interesicd in art
aware aof Lhe traps faid in the art worid, The most urgent task is to question the privilege of
mmdividual creation.

This fundamenzal revolution is Lhe Lask of future generations, whe will have 2 vi-
slon different from ours, and wno will be less mentally conditioned ard less campromised
by the system.

What is there left o do?

Preliminary work: creating the conditions that will make this cultural revolu-
tion possible.

Highlighting the contradicticns of the arl warid.

Creating the stages for a changs.

Destroying the precenceived concept of the wark of art, the artist, ana the myths
taat tney give rise to.

Making use of a professional capacity at every occasian when it could call culrural
structures InTe question.

Transforming tae pretension of making works of art into g search tor transitioral

means thal are able (o highlight pecple's capacizy to take action.

Turning cur attention towards a transiormation of tne rale of the artist, [rom
an individual creator into a sort of aclivaior lo bring people out of theilr dependence
and passivily.

Envisaging, even on a limited scale, collective experiments tmat make use of ex-
isting means anc that create others—autside af museumns, galleries, and so on—not for
transmilling "culture,” but as ¢ezonators for new sizuatisns.

Creating, In a conscicus mannet, aisturbances in *he arustic system, using the
Tnogt representative events.

Campalgning for the creation of groups in other citics with simitar atentions, and
then exchanging cxpericnces.

In this way. a paralel aclivity can come into belng in the art worid that, while
protesting against it, attempts to have an action based =z reality, and that will creaze the

appropriate means o each occasion.
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As far as I'm perscnally concerned, T see my attituce within the art world on three

levels:

1. Continuing (until new possibiiities arise! to ma<e usc of the economic means of
this society with the minimum of mystification. As a transitional step, multiples may be the
appropriate reans.

2. Continuing to demystify art, and highlighting its contradictions as far as I am
persanally able, or by joining with other people ard groups; by making use of a certain pres-
tige that gives me access to existing means of distribution, or by creating others.

3. Continuing to seck (parucularly with others) possibilities for creating situaticns
in which the behavior of the public is an occasion for action. It is highly pessibie that tnese
three levels will be interrupted oy the development of my activity and that they will present
centradictions. But an activity that is bascd in reality and that seeks to change that real-
ity must take advantage of existing possibiities by creating conditions far & more radical

change. This activity can be neither dogmatic nor rigid.

This text was first published in Opus international B (Cctober 1968) 46 49, Tne present trenslatior is taken from the
artist's website: www.ju icleparc org. © 2008 Artists Rights Society (ARS), New Yor< / ADAGFE, Pars.



project for the experimental art series (1968)
eduardo favario

the work [Closed Gallery Fiece is diviced into two parts thas are related to each cther: the
shutting down of the exhibitien space and the resuiting journey taken by the pablic.

The exhibitor shuts down the gallery space, which has been made to look like an
abzrdoned space. The visitor wil find nothing sut & sign indicating how he is to proceed
through the work, beirg forced to travel to ancther part of tae city to do $o.

Tre starting point for the journey has been set at the site of the Ciclo de Arte Experi-
rental [Experimental art series], but <he participant may enler at any stage of the journey

and proceed 1o its later construction. In the final phase, he will be able ‘o have access to

knowledge of this text, In this way, the apectator 's induced to “track gown” the work and, in
tnis fashion, surrendcer his state o more or ess stalic conlemplation. He s forced inte ac-
tive parlicipation, which turns kim into an cxecuting agent of an aclion that has also zecn
cstablished as an artwork,

This work, as it has been establisned, is not concelved of reersly as a plaviul, clever
icen, bt rather Is a ayetern whose purposc is to codify a message that [fully irdicates z po-

sitioning of cneself in reation 1o the work and the ferm in which 2wl develep.

Eduardo Favario, Closed Gallery Piece, 1968. Photograph by Graciela Carnevale,
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On a broader level it is also thought of as a theoretical proposition that affirms the
possibilities of an action thit tends to modify our realily

Wilh the shutting down of the locale, the work signals the impossibility thatl it rnight
continue to develop within its traditional environment, crealing, on the other hang, the ne-
cassity to project itself outside, to transform Le artwark-spectator relzlionskip, and to pro-
pose that this work is no ionger an “object for exhibition"—assimilated as “work of art” and

thus mummified—but a living and real event thal acts dynamically within reality itgelf

I his text was first published as & brochure accompanying the artisl's praject lor the “Ciclo de Arte Experimeantsl,”
which ran Irom Septernber § to 21, 1968, 'n Rosario, Argentina. Trarslated by Mark Schafer and republizhed i1 inés
Kalzenstain, od., Lister Here Now! Argenting Art of the 1960s: Writings of the Avant-Garde (New Yors: Mussum of
Meoderm A, 20043, 301-303.



project for the experimental art series (1968)
graciela carnevale

Tre wark (Lock-Up Action] corsiars of fivst oreparing a totally empty roomn, with totally empty
walls; one of the walis, which wus made of glass, hac ¢ be covered in order to achieve a
suitably neutral space for the work to take place. [n Lhis room the participating auclence,
which has come tegether oy chance for the opening, has been locked in. Tre door has been
hermetically coosed withoul the audlence being aware of it. [have taken prisoners. The paint
is to allow people to enter and o prevent therr [rom leaving, Eete the work comes into ba-
ing and theee people are the actors. There is no possibiiizy of escape, in fact the spectators
hzve no chaice; they are ohliged, violently, to participate. Their positive or negalive reaction
is zlways a form of participation. The end of the work, as unprediczable for the viewer as 1t 1%
for me, is nevertheless inzentiored: Will the spectator tolerate lhe siuation passively? Witl
an unexpected evenl -help from the ouzside—rescue hira from being lecked in? Cr will he
proeceed viciently and oreak the glass?

Througn an act of aggression, the work intends o proveke the viewer into aware-
ness of the power wilh which violencs is enacted in everyday life. Daily we submil curseives,

passively, ous of fear, or habiz, or complicity, ta all degrees of violence, frem the most subtle

anc degrading mental coercicn from the information media and their [alse reporiing, Lo the
mosl cutragecus ana scandalous violence exercised over the life of o student,

The reality of the daily violence in which we are immersed cbliges me to be ageres-
s1ve, to ass0 exercise a degree of violence—just enough to be effective—in the work. 7o that
enc, | also had to do violence myself I wanted each audiznce member o have the experi-
ence ol being locked in, of discomfort, anxiety, and ultimazely the sersations of asphyxiaticn
and oppression that go with any act of unexpected viclence. I made every effort to foresee
the reactions, risks, and dangers that might attend this wark, and | consciously assumed
responsibility for the consequences and implications. [ think an important element in the
conception of the work was the consideration of tac matural impulses that get repressed by
& social system deslgned o create passive beings, to generale resistance Lo aclion, lo deny,
in sum, the possinility of charge.

The "lock up” has already been incorporated in the verbal image {iterature} and in
the visual Image (film). Here the gambit is net filtered through anylhing imaginary; rather
it is experienced, at cnee vilally and artistically. 1 consider that materializing an aggressive
acton the aesthetic leve: as an artistic event necessarily implies great risk. But it is precisely
this nsk that clarifies the art i the werk, that gives a clear sense of art, relegaling to ather

levels of meaning whatever psychological or sociological sense the work might have,

Th s text was frst pubyished as a brochure accompanying the artist's project for the “Cicle de Are Experimental.”
whizh ran from October 7 to 19, 1968, 0 Rosario, Argentina. Translated by Marguerite Feitiowitz, arc repuklshed ir
Inés Ketzenste.n, ed., Listarn Here Now! Argentine Art of the 19605 Wiitings of the Avant-Garde {Mow Yark: Muscum
o Modern Art, 2004}, 299--301.
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1.3 Graciela Carnevale, Lock-Up Action, 1968. Courtesy of the artist.




we must always resist the lures of complicity
(1968)
osvaldo mateo boglione, aldo bortolotti, et al.

The attempt at aesthetic and ideological censorship perpetrated by the representatives of
the government of France in Argentina through the requirements for the 1968 Brague Prize,
an action thal coincldes with the climate of potice repression that reigns 'n our country and
with the repudiated reprossion by the Itench governmenr of the uprising of its own people,
nas created a situation In which it is pessible for artisls 1o arrvive at the requisite consgious-
ness for macdifying Lhe rules of the game and for subverting the established order

For this reason we belicve that the original motivadon fer this declaration [our

decision to NOT PARTICIFATT IN THE BRAQUE PRIZE) is neilner concluded nor ciosed in

itself; rather, we can consider it the consclidation of a stance that was already later: in our
earlier proposals for an avant-garde art.

This 15 why it i3 possible te say that the respense given is indicative of the begin
ning of & new snirit with higher conscicusness of real oroblems and that, frorn this peint
on, we car confront the consequences with moere clarity and see themn through to their

ultimate ramifications.

Because our NONPARTICIPATION in this prize is but a small expression of a greater
will Lo NOT PARTICIPATE In any act {pflicial or apparently norofficial) that signifes complic-
ity with all that represents at various levels the cultural mechanism that the bourgenisie
has put i place o absorb any revolidcnary process.

This iz way we consicer definitively terminated any relationship on our part wita
those who flaunt the "power” to judge the artistic value of any producl (whalever [orm itmay

tzke) made withir the geographic and institutiona- imits proposed by the bousrgeoisie

I'his o was preserted as a manfosto in Resaria, drgenting, nosune 1988, The man festo is sigied by Osva co Mateo
Boglione. &ldo Borlalolli, Graciclz Carmevale, Rodolle £ ieslde, Noomi kscersal |, eduarce Favars, Ferrandez Boana,
Ermnilies Gilioni, Marba Grainer, Jose M Lavarello, Lis Maison o, Raban Marane, Norboerio Puzsolo, Juaq Mablo
Rerzi, a=d laime Rinoga. Tra-slated by Ma-guerice Meitlowitz, it was repuiiis-ed in Inds Ketrarstein, ad., Dslan Hore

Nowe! Angenting Arf of the 1960s; Writings of the Avant-Garde {New York: Museumn of Modern Art. 2004}, 234295,
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a conversation with freddy de vree, 1969
(1969)
marcel broodthaers

Freddy de Vree: You mention demystification, that is precisely what you wantzd to do with your
iJepartment of Eagles, Museum of Modern Art You installed this muszum for a year in your siudio
in Brussels. You just dismantled it recently. What was vour objective with this undertaking? Was
it really more on underlaking than a simple . ..

Mareel Broodthaers: Perhaps it wiould he easier if I tald you abou! ils arigirs. In 1988, incidentaily
that wns not long after the wave of uprisings, o few friends and I— friends who included gullary
awrers, collectors, and artists—joined together with g intention of graiyzing from an artistic
standpoint what it was that wesn't functioning in Belgium, ie., we analyzed the relutions benween
arl and society, and we find been discussing this guite g bit, and finully we were to meet n my
studio to conlinue this analysis. There had beer o lo! of talk about us and | was expecting sixty or
seventy peaple. The studio is fnirly empry: there are only two or three chairs in it. T asked mysetf,
“Haw and wnere (s gveryons going to sit?” And [ had an idea. [ coiled a fairly well-known trans-
port campany and asked if they would lend us crates fov bacple to sit on. For me it made perject

a1
1

SENSE 10 Mave them sit om crales stambed with art-related references, in offler words, crates used

far packing and transporting paintings ond sculptures. The crates arvived, I arranged them us one

would arvange artwerk, and [ said te myself, “Bur actually, this right kere is Lhe museum. This has
somielhing Lo do with the concept of the museur " Then ! added postoards to the display, reprodiic-
tians of works from the vilneteenth century, intended a little as provecation by producing distance
from the plastic medium [ kad bBeen using. Tren [ wrote the word "Museum” on my window, the
waras “Département des Agles” on rie garder wall cur back, and "Saction 197 Sigcle” on the door
ledding out to the garden, Trius the musewm was born, 7ict Ug 9 concepi, but by way of circum-
stance; the concept came later, And as Marcel Duchamp once said “This is a work of art,” all I was
saying was “Tnis is a museum,” granled unth the act insignificant differsnce that I returned the
stuff to the transport company after a year. After that, this museum evclved, Tt wins in Disseldorf
recenitly, but in @ different form. At 2 betwecn shown at the Kunstnaile Diisselacrf and crganized
ky the conservatcr Jiirgen Harien, 1 was abie o display real nineteenth-century scuiptures under
the sume title, Musée d"Art Mocerne, Département des Aigles, ete. Gre could say thai 1 had,
A the weantime, estabiished a connection between the empty crates, the empty reproductions.
There ig, of course, in this museum an innerent criticiem of the State and of museum politics, of the
cuitural Kierarchy v Belgiurm, But there is aiso the longuage aspect, whicn is guite importon!, oo,
This language makes a humber of aifferent vreciems evident, for example that of the concept of
sculpture ar of the historical concept of the museum in our time, especially n our country.

de Vreg: I'm gaing (o usk you ane lust, pretty triviad but nguertieless essertiel question aboul the
position of the artist, By rejecting snovbism and the capitalistic approach of the coliectors of certain
aalieries, cartaln musewns, most musewms, and by twming tc a new concertion of art, an unsale-
able art, how theris the artist expeered to e in this doy and age?

Broodthaers: Cood point, we are withessing the birthof a ..., even in Belaium, the birtn f o ngw
cycle, where the manner of appbroacn prevalls of the kind of collectars who are no longer content to
speculale anoul The artisl and his production bl prefer o speciats through and with flm abaur
thelr own actions, [n cther words, they financially suppert adventurous undertokings that seem
senseiess for theit ack af commercial value. ncldentaily, this is a fairly natural reaction hecause
you can ke sure that at presenl every ard praduction will be absorbed quickly intc the cammercial
cycle that transforms not oniy the meaning of art but diso the very nature of this art, don't you
agree? This new structure, which exists, is still very fragile, ¥ nas Just emerged, I think spontans-
ously, but ! think i will play an imporlanl role and thar i will repilace the traditiona! strucrure
because it is ciear that since I kave undertaken this adventure | whether it is on tne leuel of

production of ohjects tnar are dijficult to sell—nct "unsaieable,” as you put 1*—elery now and

v have sold something, And the way this museum is run, with seaeone playing the role of
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the congeruatar, it is obvious that [ wouldn’t have come this far witriow financial support, Now
you see this structire that s still pure and innogent; [ foresee thart it will not stay this way and
that other higrarcnic referernces of a capitalistic Rind wiil setlle at its core. But for the moment
sugrything is fine.

de Vree; That means a little status quo while waiting for the more aggressive stage after a new
capitalist approach?

Broodthaers: [ don'™ quite uniderstand the question . . .

de Vree: [5 1here a certain hope that this status awo will remain, that triese coilectors will allow you
tc have a certain degres of freedaom? Do you belieus in the sincerity of these ntertions?
Broodthaers: Of course [ Gziigue in the sincerity of these intentions, the same way I believe in the
sincerity of my ntentions, but it is wiser to foreser that we unll be capitaiisiic, I would say, and that
as collectsrs and wriists ar as managers of a new kind of gailery, we will be owercome by the deep-

seated structures of the systewn, and tnat we will be obilged 10 reingtate the Lapiaails i SITUSTUre.
) ¥ ) !

This *exl is the transcripaon of ar srterv ew with Broodthaers that de Vres corcucted i~ Brussels in 1999, Itwas frst
pubvisiad in Marce!l Broodthaers: fnferviews unn Dialoge 1946- 76, cemp, Wil-ed Dic<holl, Karst Heue. no, 12
iCalogne: Kapanneusr und Witsch, 1994, 75-81. Tre prasent 1ranslation 15 taker from Cn-stisn dravagne, 2d., The
Musewm as Arena: inskiufiona-Critica! Statements by Artists (Co.ogne: Wa'ther Kinig, 2001), 35-36. 4 2008 Artists

Rigats Sociey (ARS), haw Yord / SABAM, Brazsels.



a call for the immediate resignation of all of
the rockefellers from the board of trustees of
the museum of modern art (1969)

guerrilla art action group

A CALL FOR THE IMMEDIATE RESIGNATION OF ALL THE ROCKEFLLLERS FROM THE BOARD
OF YAUSTEES QF THE MUSEUM OF MODERN ART

There is a group of extremely wialthy people who are using art az a means of
selfrglorificaticn and aa a forwm of soecial acceptability. They use art as a
disgrxae, a novar for their brutal involvement in all ppheres of the war
machine,

Thess people seek to appease their guilt with gifts of bloocd money and deona-
tions of works of art tc the Museum of Modern Art, We as artiats faasl that
there is no moral Jjustification whatsoever for the Museum of Modern Art to
exint at &l if it must rely aolely oa the continued acceptance of dirty
money. By accepting soiled donations from these wealthy people, the museum
in desmtroying the integrity of art.

These people have basn in actual control of the museum’s policies zince its

founding, With this powsr they have been able to manipulate artists’ ideas;
starilize art of any form of social protest and indictment of the oppressive
forces in soclety; and therefore render art totally irrelavant to the exist-
ing soclal crisie.

1, According to Ferdinend Lundberg in his bock, The Rich and the Sy er-gich,
the Rockafellara own £5% of the Stendard ¢il Torporations, 1In 1366,
according to Seywmour M. Hersh in his book, Chemical and Bioleoglcal Warfare,
the Standard OLl.Corporation of Califorria = which is a special interest
of David Rockefeller (Chairman of the Board of Trustees of the Maseum of
Modern Art) - laasaed one of itm plants to United Technology Center (UTC)
for the specific purpose of manufacturing napalm,

2, Mceording to Lundberg, the Rockefeller brotharz own 208 of the Mepannell
pircraft Corporatbon {manufacturera of the Phantom and Banshee jet
fighters which warae used in tha Rorean War). According to Hersh, the
McDonnell Corporation has been deeply involved in chemical and biolegical
warfayre research.

3. Acecording to George Thayer in his book, The War Business, the Chase

Manhattan Bank {of which David Rockefellar is chalrman of tha Hoard) -

as well as the McDoonell Aircraft Corporation and North American Rirlines
lari Luer Pockefellar interest) - are reprepented on the committee of the
Defenss Industry Advisory Council (DIAC) which serves as s lialson group
between the domestic arms manufacturers and the International Loglstics
Negotiations [ILR] which Toports directly to the International Security
nffairs pivision in the FPentagon.

Tharafore wa demand the immediate resignation of all the Rockefellers from
the Board of Trustees of the Museum of Modern Art.

Hew York, Hovember 10, 196%
GUERRILLA ART ACTION GROUP
Jon Hendricks
Jean Toche

1.4

Guerrilla Art Acticn Group, A Call for the Immediate Resignation of All the Rockefelfers
from the Board of Trustees of the Museum of Moderr Art, New York, November 10,
1969. Courtesy of Jon Hendricks.



statement of demands (1969)
art workers’ coalition

A WITH REGARD TO AR MUSEUMS IN GENERAT THE ART WORKERS COALITION MAKES
THE FOLLOWING DEMANDS:

1. The Foard of Trustees of all museurms should be made up of one-third mussum stai”,
one-third patrons and ane-third artists, if it is to contirue to act as the palicy-maxing
body of the musetim. All means should be explored in the interest of a more open-
minded ana democratic muscum. Artworks are & culwural neritage that belong o
the people. No minority has the right to control them; therefore, a board of trustees
chosen on g financial basis must be climinated.

2. Admission to all museums should be free at all times and they should be cpen ave-
nings to accommadate working people.

3. Allmuseums should deceniralize to the extent that “heir activities and services onter
Black, Pueris Rican and al® other communities. They should support events with which
these communities car: identify and control. They should convert existing slructures
all over the city into relatlvely cheap, flexible branch-museums or cu'tural cenzers

that could not carry the stigma of catering only to the weallhier sections of society

A section of all museums wncer the direction of Black and Puerto Rican artis:s should
be devoted Lo showing the accormnplishments af Biack and Puerto Rican artists, par
tcularly in those clties where these (cr other) minorities are well represented.
hMuseumns should encourage fermale artsts to overcome centuries of damage dene to
the image of the female as an artist by establishing equal represenzation of the sexes
In cxhibitions, museum purchases and on selection committees.

Atleast one museurr. in each city should maintain an up-to-date registry of all artists
in their area, that is available to the public.

Muscum staffs should take positions publicly and use their poiitical influence in mat
ters concerning the weifare of artiars, such as rent control for artists’ housing, leg-
islation for ardsts’ rights and whatever else may apply specifically to artists in their
area. [n parsicular, musenms, as central institutions, should be arouscd by the crisis
threatening man's survival anc should make their cwn dermands to the government

that eccicgical problems be put on a par with war and space efforts.

. Exnibition programs skould give special attention to works by artists not represented

by a commercial gallery, Museurns should also sponsor the praduction and exnibition
of such works outside their cwn prernises.

Artists should relain a disposition over the destiny of Lheir work, whether or not il is
owned by them, to ensure thal it cannot be altered, destroyed, or exhibited without

treir caonsent.

B. UNT:L SUCH TIME AS A MINIMUM [NCOME 1S CUARANTEED FCOR ALL PECPLE, THE ECO-
NOMIC POSITION OF ARTISTS SHOULD BE IMFRCVED IN THE FOLLOWING WAYS:

1.

2

Rental fees should 2e paic o artists or their heirs for all work exhibited where admis-
sions are charged, whether ar not the work is owned by the artist,

A percentage of the profit realized on the re-sale of an artist’s work should rever: to
the aruist or his heirs,

Atrust fund should be set up from a tax levied o the szles of the work of dead artists,
This fund would provide stipends, health insurance, help for artists’ dependants anid

ather social benefits.

This szaterent was ool ectively written and distibutad &3 a parmphlet in 1969, Tre staterent was pablished in Lucy Lip-
pard, "Tha Art Workers' Coalitizn: Not a Hislory,™ in Studio International LG, no. 927 {Noverioer 1970): 171-174.
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art workers’ coalition open hearing presentation
(1969)

gregory battcock

Vhy do we prorest the Museum of Modern ar?

A privale institutian conlrolled by an unpaid hoard of trustees, operating at plea-
sure of these ‘rustees, has ensugh problems in bringing art ta the pubiic, within the lirni*s
of its private insttutionalized nature; protest has been termed unwise, ungracious, and
misdirected. Well, s it?

A museurr: operating under guldelines that served nerfectly wel? two hundred
years ago is a threat to art now: the museums today such as Lhe Modern, the Whitney (god
(orgive us), and the Metropolitan are dangerous instituticns that, in modern sortety haveno
justification except for the fact that they offer solace, amusernent, and dis*raction for *he
very rich. That's not all they do. If it were, there would be insufficient reason to prolast, To-
¢ay the museum actively supperts antiguated values ard distor:ed obsessions that arc not
simply hypocritical—they are oppressive, reactionary, culturaliy dehilitating, and socially
and aesthetically negalive,

The simple fact 15 thar those whe control the museum—whatever musewn you

care to consider—are the super-rich whe control ALL legitimate communicative agercies.

The trustees of the museurns direcl NBC and CBS5, the New York Times and the Assooialed
Fress, axnd that greatest cultural travesty of modern limes—the Linceln Center. They own
AT Ford, General Motors, the great mauliibillion-callar foundalions, Columbia University.
Alcoa, Minnesata Mining, Uniled Fruit, and AMK, besides sitting on the boards af each
cthers’ muscums.

Trae implicaticrns of these facts are encrmous. Do you reslize toat it is those art-
loving, culturally commilied trustees of the Metropelitan anc Moderr museums who are
waging the war it Vietnam? Well, they are. They are the very sarne peonle who called in the
cops at Columbia and Harvard: and they are justifying their sick. disgusting slaughter of
millicns of peop.es siruggling for indspendence and sclf-cetermination by their precious.
conscisus support of ART. Anvone who lerids thermselves o this fantastically nypocrilical
scheme needs their head examined.

t could be ne warse i correl and adreinistration of the museum were turned over
to the cepartment of defense—in fact, it might be a good idez. As long as the museusn (unc-
ticns undar the guise of an artistic and educationa® operalion, under the contrel of those
same people who con other people into robbing, oppressing, burning, maiming, kidling. and
brairwasking for them, then we must continue our orotest anc agitate for their compiele
remaval from the ars condition. 1 call upen the direclors and trustees of the museum to
begin Jmmediate negolialions preparatcry to turning the museurn, “ock, slock, and barrel,
aver to the department of defense. At least then we will know where we're at.

Tme other day in the garden of the museum, | suggested that the art researcr
facilities of the museum be wurnad over 7o service in the interest of the National Liberation
Frant of South Viemnam. I've changsd my mind—hat’s not nearly cnough. [ do not think iz at
all tar felchead to suggast that the ruseurn suppiy its inactive funds to make up the $760.00
=a’l bond demanded hy the corrupt California court for freedom pending trial of Huey New -
ton, Mirister for Defense (Id prefer wo say “Offense™ for the Elack Panther Patty And this is
only one instance of how art can anc should begin to fing lis way back ta the mainstream
of reality ana to supplying the mezapnysical and practical demands of the kurnan conditicn
rather tharn the psychotic caprices of the superrich.

Since the museurn, by the grace of its board of wrustees, has indirectly supported
these many years the internaticnal imperialist conspiracy cesigned Lo smorther the appeals
from oppressed peoples everywiere, it is only fitting, now that we realize what has heen

happening, that we begin to make some amends. [0 this view [ agairn insist that Mr. Bates
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Lowry {I got this Zea from Mark Rudd, incidentzlly) disclese his role in the worlawide im-
perialist conspiracy —1 am perfectly serious—there is 20 much we don't know zrd that he
couid tell us- -a2nd that he turn himself in for a trizl In front of a people’s tribunal. [ urge
this dermocratic peoples’ body assembled here to seriously consider the enormous gains
toward cnlightenment of our know.edge of the contempoerary ars structure, its reasons, ite
oehavicrs, and the far-reaching social, cuitura:, and ethical impiications. In other words, 1
am convinced that there is a iot to learn, and trying Bates Lowry hefore s democratic court
wauld be useful, practical; neither Mr. Lowry himself nor aryone else should have anything
o fear. other than :he truth and knowledge. But have we not been trained to fear, along with
god almighty, just these virtues?

[ am sick and tired of hearing how the museurn canno? atford to give everyone
free admission. And, probably as long as it remaing a private institution (a private museurn
is very much like a Catholic university) it prabably can't afford it; but why must it remain a
private institution in the first place? [s the administration exploring ways of divesting itself
of ownershlp of the corporation? Has the government been approached to take it over? No, it
nasn’t. [ call for the resignation of all the trustees from this museurr, the Metropolitan, and
the scandalously corruprt Whilney Museum (I keep thinking of thase chromographs they seil
in conspiracy with Brentano's—dcliperately attempting to unde what one hundred years of
aesthetic cerebral labor has achieved); suddenly one understands perfectly well how they
can drap more bombs in Vietnam tharn have ever been dropped befare, anyplace.

Before we can formulate proposals for the future conduct of the museur, we must
learn what taey have been up to all these years, Then we rmust examine our own position;
we are not students disrupting the university from within it, from a position of, at least
nominalty, some authority and responsibility—rather we are, I certainlv nope, outsiders who

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

These cormrments were first presenied al the Art Workers' Caalition "Open Hearing” on Apri. 10, 1969, They were sub-
sequently putished in Art Workers” Coalitan, An Open Hearing on the Subject: What Showld Be the Pragram of the
At Workers Regarding Museorn Reform and fo Establish the Prograrn of an Open At Workers' Coalition (Now York: A

Werkes' Coalitior, 1969), np.



art workers' coalition open hearing statement

(1969)
jean toche

Firgt, [ would like to suggest that the aclions should be directed against ail museums and all
art inslitutions, 2nd cspecially against those—writers, crivics, colleclors, curatars .. .—WIo
direct, behind the scencs, that art establishment.

Secord I pelieve that the oblective should not be <o cbtain & serigs ol reforms
from the Tuseums, bul to get effective participation ir the running of these nstitutions in the
aame manner as, loday, students are fighting for the control 6 the schools and universities.
I+ should be noted that the divectors and curators of the museurmns have ng real power, but
mainly carry out the policies of the museums’ patrons,

Regarding the structure of the Art Workers® Coalition, it is evident that we need
some kind of crganizatior in order to function efficiently. However, I believe it should take

#he form of a commune, and not of an authorizanan rentralized hierarchy.

1. No leadership and no hisrarchy in any form.

2. all ideas and currents among the community must be respected and equally

guaranteed, cven if thoy represent oy a minority of thinking.

3. All decisions are takem by vote in a public assembly, apen to everybody, to be
carried out by action comrmittees.

4. all aclion committees are accountasle to the public assembly and their mer-
bers can be replaced at any time by the public assembly. However, the acticn committees
should have a greas flexibility of action, especially at the leve) of each discipline represented,
in order to be able to respond immediately to any urgent situatcz.

5. Anyone can call a public assembly at any time, on twenty-four-hour notice. The
public assembly show.d meet at least once a week and, in case of emergency, function on a
twenty-four-hour basis.

6. Anyone can attend the public assembly, make suggestions, and vote.

7. Aninformation comnmittee shoula be formed for general research, to distribute
information, and o inform the public zssembly of any new developments,

8. A vigilance commitles should be formes, accountable to the puklic assembly
and with access to ail comrmitiees, to report any atternpt to conwrel information or actian,
or any attemnpt of any kind to establish an autheritarian dictatorship.

S, spokestnen {or the cormmunity should not have any power of action or decision.
They are accountable to the public assembly for what they say and write, and they can be
repiaced at any time by the public assemkbly.

10. & national and international cormnittee snould be fermed to support and col-
laborate with similar organizations of artists, studenss, and workers from other citics anc
abroad.

11, An administrative committee should be farmed to coordinste all information
and action, and to perform secretarial duties. However, this committee should have nec
power of decision.

12. A treasurer should be gelected who is accountable to the publiic assembly and
can be replaced at any time by the public assembily.

13. A library should be constituted, open to anyone at specified times, with free

access to all records of the public assemnkbly and other documents and information.

Ag to tactics, cur first objective should be to find out exactiy wing controls, behind the
scenes, the policies of the mussums and other art establishment institutions. We should
ther proceed o tarnish their public image in order to force them to prove publicly whe they

really are, that is, the bosses of cultural institutions which manipulale people and are
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basicaily at the service of the repressive farces of society. We must niot torget, for instance,
trat the hig hanks own a great deal of South America and are therefore respersible for some
of the misery and slavery of the workers in those countries. The patronage of the arts by
such institutions and personalities explains the very process af alisnation of the masses by
tne art eqrablishment, its use Zar propaganda, its corrupiicn, and its segregation of black ana
oarso Rican artists, We can only do this by direct confrontalion. By doing tais we will gradu-
ally et tire support of other artists and other progressive revolutionary groups. We should
also participate, whenever possible, in the actions of these ather grouns in order to expand
our cxperience in dealing wizh such actions and to deveiop a binding coramurnity spirit.

A second objective should be the wnions of the museums, which are fascistic orga-
rizations and very much part. of anc at the service of the establishment. The'r members
shou'd be persuaded to ignore the arbitrary orders of their urions and to join us ir: the fight
againrst all art establishment crger, in the same manner as the Frenich workers revolted
aga‘nst the CGT at the tme of the French reveiution last May.

A *hird objecrive should e the federal and locai governments Wwhich finance the publiz
museums. The prolongaiion of the war in Vietnam will nave, as a direct consequence, a
culback of “unds for socia! Gevelopmer: as well as cultural funds. and the eventual clos-
ing of all public musaums. To Aght Zor controi of the museums 1s also to be against the war
in Vietnam.

Arother cbjective should be a direct participation of artists in the art press, Le, the
possibiiity of an alternative by artists to what the critics write. This should later be extended
to all the press media (daily papers, radia, television .. ). However, we will not oblain that
abjective by cajoiirg the members of the press and by hiding what we really are. We must
nat forge that they are on the cther side and will always try to twist, ignore, ot destroy witat
we are fiighting for. On the contrary, we must try to lnuolve inem directiy inour actions, thatis,
make sure that these reporters are nol immure <o the repressive practices of the police any
more than we ars. Only then wili they e on cur side, as happensd in Chicago and during
the French revolution last May,

Finally, we should have a good system of communications {te'ephone, voluntary
messengers . . ., sspecially in times of crisis, anc whenever we express ourseives we should
use o direct approach, and Tot a lizerary one {big posters orinted cheaply by serigraphy with

the nelp of art students. .

These comments were first presented zt the At Workers” Coaliticn "Dpen Hearicg” on Apri. 10, 1969, They were sub-
sequently published in At Workers' Coalition, An Opone Hearing on the Sobiect: What Showld Be the Program of the
Art Workers Regarding Museum Roferm and lo Estabiish the Program of an Open At Workers' Coaltion (New Yark: Art

Workers' Coaliticn, 1969, r.p.
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communique (1969)
guerrilla art action group

Silvianna, Poppy Johnson, Jean Tache, and Jon Hendricks entered the Museur of Madern Art
of New York at 3:10 p.am., 'luesday, Novemnber 18, 2948, The women were dressed in streal
clathes and the men were suits and ties. Concsaled inside thelr garments wers two gallons
of meef blood dismributed T several plastic bags taped on their todies. The artists casually
waiked to the centar of she lobby, gathered around and suddenly threw Lo the floor a hun
dred red copics of the demands of the Guernlia Avi Action Grolp ol Novernber 10, 1365

They immediately started to rip at cach other’s clothes, yelling and screaming
sbherish with an cocasional coherent cry of "Rape” Al the same time the artists burst the
sacks of blood conceaicd under their clothes, creating explosions o blood from their hodies
anto cach other and the floar, staining the scattered demands.

A crowd, including three or four guards, galherec in a circle around the actions,
waiching sienzly and interliy.

Alter a few minutes, lhe ciothes were mosily ripped and blood was splashed all

over tne ground.

Guerrilla Art Action Group, Bloodbath at MoMA, 1969,
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+ill ripping at each other’s clothes, the artists siowly sank to the floor. The shout-
ing turned into moaning and greaning as the action changed from cutward aggressive hos-
tility into individual anguish. Tpe artisle writhed in the pool of blocd, slowly pulling at
their own clothes, emitting painful moans and the sound of heavy breathing, which slowly
diminished 10 silence.

The artists Tose together to their feet, and the crowd spontaneously applauded as
if for a theater piece, The artists pausec a second, without looking at anybody, and together
walked to the entrance door where they started to put “heir overcoats on over the blond-
stained remnants of their clothes.

At that point a tall well-dressed man came up and in an uncmotional way asked:
“|5 there a spokesman for this group?” Jon Hendricks said: “Do you have a copy of our de-
mands?” The man said: “Yes, but | haven't read it yet.” The artists continued to put on their
Clothes, ignoring the man, and left {he Dusenm.

NB: - —According to one witness, about two Tninutes into the performance one of

the guards was overheard to say: "I am calling the police!”
— According to ancther witness, two policemnen arrived on the scene after

the artists had left.

New York, November 18, 1962
GUERRILLA ART ACTION GROUP
Jon Hendxicks

Poppy Johnscn

Silvianmna

Jean Toche

This anrauncemeant reports on a7 action, Biongbath at MolddA, carred out by the Guernlla Arl Action Group in Nover-

her 1069, Courtesy of Jor Herdricks.



the function of the museum! (1970)
daniel buren

Privileged place with a triple role:

1. Aestheric. The Museurt: Is the frame and effective support upon which the work
is inscribed/composed It s at once the center in whick the action takes place and the single
ftepographical and cultural) viewpeint for the work.

2. Evonormic. The Museum gives a sales value to what it exhibits, has privileged/
selected. By preserving or extracting it from: the cornmonpiace, the Museum promotes the
work socialiy, thereby assuring its exposure and consumption,

3. Mystical The Museum/Gallery instartly prometes to "Art” status whatever it
exhibits with corvicticn, ie., habil, thus diverting in advance ary atternpt lo question the
foundations of art without taking into consideration Lne place frem which the question 1s

put. The Museum (the Gallery’ constitutes the mystica: body of Art.

It is clear that the above three points are only there to give a general idea of the Museum's 1ole.
It rust be understond that these roles differ ir intensity depending on the Museums {Galler-

ies) considered, for sociopolitical reasons {relating 1o art or more generally to the systetn).

1. PRESERVATION

Cne of the initial {technical} functions of the Musewmn {or Gallery) is prescrvation. (Here
a distinction can e made between the Museum and the Gailery, although the distinction
seems —o be becaming less clear-cut: the former generally buys, oreserves, collects, in order
to exhihit; the latter does the same in view of resale.} Tnis function of preservation perpe-
trates the idealistic nature of all art since il claims that art is (could bej etemal. This idea,
among others, dorninated the nineteenth century, when public museums were created ap-
proximalely as they are still known today.

Fainted things are generally altitudes, gestures, memories, copies, imitations,
transpesitions, dreams, symbols, .. . set/fixed on the canvas arbitrarily for an incelinite pe-
riod of time. To emphasize this illusion of eternity or imclessness, one has to preserve the
work itself (physically fragile: canvas, slretcher, pigments, etc.} from wear. The Muscum was
designed to assumc this task, and by appropriate artihcial means to preserve the work, as
rauch as possible, from the effects of time—work which would otherwise perish far more
rapidly. It was/is a way  another---al aobvialing :he temporalizy/fragility of a work of art by
artificia’ly keeping it “alive,” thereby granting it an appearance of irnmorlality which serves
remarkably well the discourse that the prevalent bourgeois iccology attacies to jt. This
takes place, it should be added, with the auther's e, the artist's, delighted approval.

Morecavet, this conservatory funciion of the Museum, which reached its highest
point. during the nineteenth century and with romanticism, is still generally accepted today,
zdding yet another paraiyzing faclor In facl nothing is more readily preserved than a work
of art. And this is why twenreth-century art is still so dependenl on nineteenth-century
arl since it has accepted, without a break, its syster, its mechanisms, and its function fin
cluding Cézanne and Duchamp) withou: reveating one of its main alibis, and furthermore
accepting the exhibition framewcrk as self-evident. We can once agaln declare that the
Mugeum makes ite “mark” imposes is "Trame” {physical and meral) on everything that is
exhibited init, in a deep and indelible way It does this all the more easily since everything
that the Museum shows is only considered and progduged in view of being set in (L.

Every work of art already bears, implicitly or not, the trace of a gesture, an image,
a porirait, a period, a history, an idea ... and is subsequently preserved (as a scuvenir) by

the Musoum.
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1. COLLECTION

The Museum ot only prescrves and tnerefore perpetrates, sut also callects. The acsthetic
role of the Museurn s (bus enhanced since it hecomes the single wewpoint {cultural anc
vigaal) fromn which works can be considered, an enclosure where art is born and buried,
crushed by the very frame which presenls and constitutes it. Inceed, coliecting makes sim-
plifications possible and guarantees historicsl ard psychaological weight which reinforces
the prederninance of the suppart iMuseurn/Gallery) inasmuch as the latter is ignared. In
facl, the Museura/Gallery has a hislory, a volume, a physical presence, a ciitural weign:
quite as imporlant 28 the support on which cne paints or draws. [By extension, this nat-
sraliy aoplies to any sculpled material. transported obyject, or discourse inscribed in the
Musewm) On another lovel, let us say social, collecting serves ta display different works
together, cften very unalike, from different artizls. This results in creating or opposing lf-
ferent “scheols”movemenls,” thersby canceling certain interesting guestions losl in an
exaggerated mass of answers, Tne collection can aisc be used to show 2 single artist's work,
thus praducing a “flattening” cffect o which the work aspired anyway, having been exclu-
sively concelved —willingly or not—in view of the final coliaction,

In summeary, the colisciion in a Museun operates in two different but paralle.
ways, depending on whether one considers a group oY a onc-man show.”

(A} I the case of a confroriation of works by different artiss, the Museum im-

poges an amalgarm of unrelated things armong which chosen works are emnphasized. These

chosen works are given an impact which i caly due to their context—colection. Let &2 be
clear hat the callection we are speaking of and the se.ection it leads to are obviously aco-
norrically motivated. The Museurn: collects, the betzer toisolate. But this distinction is fatse,
as lhe collecton forces Into comparisen things that are often incomparable, consequently
producing @ discaurse which ‘s warped from the start, and to which nec one pays aliention
{cZ introcuction to "Rewarel").

(BY In collecting and presenting |ne work of a singie artist (one-man show?, the

Museum siresses differences within a single body of worx and insists (economically} on

.1, such shows set off the

ipresurncd) successtul warks and (presumed) failures, As a re
"miracilous” aspect of "successiui” works. And the latter therefore aiso give 2 better sales
ralue o Fuxtaposed weaker works. This Is the "flattering” effect we menticned above, the

zim of which s both cultural and commmercizl.

I11. REFUGE

The above considerations quite naturally lead to the idea, close to the truth, hat the Musean
acls ag a refuge. And that witheut this refuge, no work can "exist” The Muscum 15 an asyium.
The work set in It is sheltered from the weather and all sorts of dangers, and most of all pro-
tected from any kinc of guesioning. The Musewn sclects, collects, and protects. All works
of urt ure made in order to be selected, collectad, and protected (amang cther things from ather
works which gre, for whateuer reascns, excluded from the Mugeum). Il the work takes shelter n the
Museum-refuge, it is because & finds there its comfort and its frame; a frarne which one con-
siders as natural, while it is merely historical. Tmal i2 to say, a fravne necessary to the works
st in it {necessary o their very exdstence). Tals frame does nol seem to wWorry artisis who
exhinit continualiy withsut ever consicering the prablem sf the place in which they exhibit.

Whether the piace it which the work is shown imeprints anc marks this work,
whaztever it may be, or whether the work itsclf 3 directly  consciously or not—produced
for the Museum, any work presented in that framewcrk, if it does not explicitly examine
the influence of the framework uporn itseif, faliy inlo the illusion of sclf-sufficiency  or ide-
alism. Thiz ideallem (which could be compared to Art for Art's sake) shelters and prevents
any xind of oreak.?

... In fact cvery work of art inevitably possesses one or several extremely precise
frames. The wor 5 always limited in time as well as it space. By fargetting (purposefully;
And one can see how this concept and the mechanisms used to produce t—among olher
things, the funclion of the Museur as we have very rapicly examined it—place the work of
art once and for ali above ali classes ard ideologies. The sarae idealism alse points to the
eternal and apolitical Man which the prevzlent hourgeois ideclogy would like us to believe
in and preserve.

The nonvisibility or (deliberate] nonindication/revelation of the various suppors
of any work (the work’s stretcher, the work’s location, the work's frame, the work’s sland, Lhe
work's price, (e work’s verso or back. etc. . . ) are therefore neither formuitous nor accidental
as che would like us to thinik,

What we have here is a careful camouflage undertaken by the prevalent haurgeois
ideology, assisted by the artisrs thernselves. A camoufiage which has until mow madc it possible

to transform “the reality of the world Into an image of the world, and History into Nazure”
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NOTES

1. It must be guile cleer that when we speax of “tre Mussuwn,” we are also relarring to al” types of “gallerias” in
existence and all sther places wich cla mto be cultarel centsrs. A cerlain cistingyon betwaen "muasean” and "gailery”
wil be made balaw, owewor, *he irmpossibility of cscaping the concepl of cu tural lazaticn must also be stressed.

2. We are here referring -rare pa~ culasy ‘o conterrperary art and 13 arofusion of exhibitiors.

3. Adeziled demons:dion of the various lim Is and frames whic gencrally constifute 2 work ©° art: -painting,
scLiptura, object, ready made. concept- has bean removed for technical ressons from the ariginal wak. Howaver, this
subject matter car be found in other loxs glready published. such as “Critica: Lirnits,"” Paris, October 1570; *A-ound
and About,” Studa inioraatonal (lane 1971 "Bewars,” Siudio international (Marca 18700 “Standpoints,” Studie

f

Iri

national (hpril 19713 "Exposi: an d'une axpestion,” Decurmenta 5, exr, cat. (Kasscl: Meue Gaeris & Museum

Mrederic anum, 19725

This taxt, writtan in 1970, was firs! publishec .n Darde! Burorn {Oxford: Musesm: of Madern Art, 1973), rop. The presenl
translaZon, by Lauren: SaLerwein, ‘isst appeared in A A, Bronson and Pegay Gale, cds., Musaismis by Artsts {Toromto:
Art Metropole, 1983, 57 74,
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John Knight, Closed Circuit Video Project, 1970, as recanstructed for
the exhibition “Reconsidering the Qbject in Art: 1965-1975," Museum
of Contemporary Art, Los Angeles, 1995. Courtesy of the artist.




the function of the studio! (1971)

daniel buren

af all the frames, envelopes, and limits- -usualiy not perceived and certainly never gues-
tioned—which enclose and constitute the work of art {pictire frame, niche, pedestal, pal-
ace. church, gallery, museum, art history, cCOTONcS, power, etc.), there is one rlarely eve_n
menticned today Lhat remains of primary importance: the artisl’s studio. Less dispensabie
to the artist than either the gallery or the museum, it precedes bolh. Moreaver, a5 we shall
see, the museum and gallery on the one hand and the studic on the other are linkad 1._0 form
the foundation: of the same ecdifice and the same system. To question one while lea‘nﬁg the
other intacl accomplishes nothing Aralysis of the art systerm must incvitably be carmed on
in terms of the studio as the unique space of productizn and the museam as the unigue spuce
af exposition. Both must be investigated as customs, the ossifying customs of art,

what is the funclion of the studio?

1.1z ‘s tne place whers the work criginates.
2.1t is penerally a private place, an ivory lower perraps.

: ' e whe rtahie object rociaced.
3. 1% ia & stationary place where portabie objects are procucer

B

The Importarce of the studio should by now he apparent; it is the first frame, the
first Zmit, upon which ali subsequent frames/limits will depend.
What does it lock like, physically, architecturally? The studio (s not just any hide-

away, any roon.« Two specific types may be distinguished:

1. The European type, medeled upon the Parisian studio of the tumn of the [twarl-
ticth] century. This type is usually rather large and is characterized primarily by its high
ceilings (a minimum of four meters), Sometimes there is 5 baleony, to increase the distance
oetween viewer and work. The oor allows large works to enter and 1o exdt, Sculptors' stu-
dios are on the ground floor, painters' on the top floor. [n the latter, the lighting is natural,
usually diffused by windows criented toward the north so as to receive the most even and
subducd illurrination

7. The American type,* of more recenl origin. This type is rarely built according to
specification, but, located as it is in reclaimed lofts, is generally much larger than its Eu-
ropean counierpart, not necessarily higher, but longer and wider. Wall and floor space are
abundar. Natural iliumiration plays @ negligible role. since the studic is 1L by clectricity
both night and day if necessary. There is thus equivalence between the products of these
lofts and their placement on the walls and foors of modern rmuseums, whnick are aiag il-

lumninated day and night by eiectricity.

This second type of sludio has influcnced the Lurcpean studio of today, whether
it bein an old country bamn or an abandoned urhan warehouse, In both cases, the architec-
tural relationship of studio and museum—ons nspiring the other and vice versa—is appar-
ent.? {We will not discuss those artists who transform part of their studics into exhibition
spaces, nor those curators who conceive of the museum as a permanent studio.}

These are some of the studio’s archilectural characreristics; lot 1s move on o whar
usialy happens there. A private place, the studio is presided over by the artist-resident,
since only that work which ne desires and allows to leave his s*udio will do so. Nevertheless,
cther operations, indispensable o the functioning of gallerics and museums, occur in this
private place. For exampie, it is here that the art critic, the exhibiton organizer, or the mu-
seurn director or curator may calrly choose amang the works presented by the artist those
to be inciaded in this or that exhibition, this or that collection. *his or that gallery The zludio

is thus a canvenience for the organizer: he may compese his exhibition according to ks own
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desire {anc net that of the artist, although the artist is usually periectly content ts leave well
cnotgh alone, satisfied with the prospect of an exhibition) Thus chance is minimized, since
the ocrganizer has not only selected the artist in advance, hut also selects the works he de-
sires in the studio itself. The studio is thus also a soutique where we find ready-to-wear art.

Before a work of art is publicly exhinited in a museum or gallery, the studic is alsc
the place to which critics and other specialisis may be invited ir. the hope that thelr visits
will relcase cerrain works from this, their purgatory, so that Lhey may accede to a state of
grace on public {museurn/gallery) or private (collection} walls. Thus the studic1s a place of
multiple activities: production, storage, and finally, if ali goes well, distribnition. It is a kind
of comrnercial depat.

Thus the first frame, the studio, proves to be a filter which aliows the artist to
select his wark screened from public view, and curaiors and deaiers to select in turn that
work to be seen by others. Work produced in this way makes its passage, in order to exist,
from one refuge to another. It should therefore be portable, manipulabie if pessible, by
whoaver (except the artist himself) assumes the respansibility of removing it from its place
of origin to its place of promotion. A work produced in the stodio must be seen, therefore,
as an object subject o infinite manipulation. In order for this to occur, fram tae mement of
its production the work must he isolated from the real world All the same, it s in the studic
ané only ir: the studio thatit is closest. Lo its own reality, a reality from which it wili continue
ta distance itself, It may beceme what even its creator had not anticipated, serving instead.
as is usually the case, the greater profit of financial interests and the deminant iceology. It
is therefaore anly in the studio that the work may be said to belong.

The work thus falls victim to a morlal paradox from which it cannot escape, since
its purpose implies a progressive removal from its own reality, from its origic. If the work of
art remains in the studio, however, it is the artist that risks death . .. from starvation.

The work is Lhus totally foreign to the world into which il is welcomed [museum,
gallery, collection). This gives rise to the ever-widening gap hetween the work and its place
(anc mot ils piacement), an abyss which, were it to become apparent, as sconer or later it
rust, would hurl the entire parade of art {ar: as we know it today ard. 29 percent of the
time, as it is made] into historical cblivion. This gap is tentatively bricged, hewever, by
the system which makes acceptable to ourselves. as public, artist, aistorian, and critic. the
comvention that establ’shes the museum and the gallery as inevilable neutral frames, Lhe

unigue and definitive locales of art. Elernal realms for eternal art!

The wark is macde ir a specific place which it cannol ke inio aceount, All the
same, it is there that it was ardered, forged, and only there may it be truly saic tc be in place.
The following contradiction becomes apparent: It is impossible by definition for a work to be
seen in place; still, the place where we see It influences the work even more than the place
in which {1 was mades ard from which 2t has been cast out. Thus when the work is in place,

it does not ta<e place (for the public), while it takes place (for the public) only when netin
place, that s, in the museum.

Expelled [rom the ivory tower of its production, the work ends up In another,
which, while foreign, only reiniorces the sense of comfors the work acquires by taking shel-
ler in a citadel which insures that it will survive its passzge. The work tous passes—and it
can enly exisl in this way, predestined as it is by the imprint of its place of origin. [rom ore
enclosed place/itame, the world of the artist, to another, cven more closely ceninec: the
world of art. The alignment of works o museum walls gives the Impression of a cemetery:
whalever they say, wherever they come from, whatever thelr meanings may be, this is where
~hey all arrive it the end, where they are lost. This loss 1s relative, however, compared o the
—otal oblivion of the work that never emerges from the studial

Thus, lne unspeakable compromise of the portable work,

The szatus of the work that reaches the muscum is unclear: 1t 1s at the same dme
in place and in a place which is never its own. Moreover, the piace for which the work is
destined is nal deflined by the work, nor is the work specifically intended for & place which
pre-exists T and 15, for all practical purposcs, unknown.

For the work to be in place witnout being specially placec, it must either be iden-
tical 1o all olher existing works, and those works in turn idenlical among themselves, in
whicl: case the work {and all other 1dentical works) may travel anc be placed at wili; or
the frame {museum/gzallery) that receives the original work and all otner criginal—that
is, fundamenlally helerogensous —~works must be adjuslable, adapling itsell to each work
pertectly, to the millimeter.

Trom these two extrames, we can onhly decuce such extreme, idealizing, yet inter-

eguing formulalions as:

1. All works of art are absclutely the same, wherever and whenever produced, by
whatever artist. This would explain their identical arrungement, in thousands of museums

arcunc the world, subject to the vagarics of curatorial fashion.
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o all works of art are absolutely differenz, and if their differences are respected
and hence both implicitly and expliciily legihle, cvery museurn, every Toom in Bvery ITil-

T = Lmm ] 3 7 ¢ iR .
seurn, cvery wal: and cvery sguare meter of every wall, is perfectly acapted 'o every work

The symmetry of these propositions is only apparent. If we cannot conclude logi-
caliy that all works of art are the same, we Tnust acknowlecge at isast that they are all in-
s<ailed in the same manner. according to the prevailing tastc of a particular tire. If an the
other hand we accepl the uniqueness of each work of art, we must also admit that no mu-
seurn ever totaily adapts itsclf to the work: pretending Lo detend *he uniqueness of the work,
the museum paradcoxical'y acts as if this did not exier and handles the work as it pleases.

Tg edify ourselves with two examples among many, the administration of the Jeu
de Paurne in Paris nas set impressionist paintings nio the muscum's pairted walis, which
“hereby directly frame the paintings. Eight thousand kilometers away at the Arz mnstilue of
Chicage, paintings from the same period and by the same artists are exhibited in elaborate
carved frames, like orions in & row.

Boes this mean that the works in question are absciutely identical, and that they
acquire their specific mearings only from the intelligence of those who present them? That
lhe “frame” exiats precisely to vary the absolute neutrality of all works of art? Or does it
mean that the museurn adapts ilself to the specific meaning of each work? Yel we may ask
how it is that, scventy vears after heing painteq, certain ranvases by Manet, fur exarrple,
chould be recessed inte a salmor-colored wall in a bub.ding i Parls, wale athers in Chicsgo
are encased in enormous frames and juxtaposed with other irnpressionist works.

If we reject numbers 1 and 2 proposed above, we arc still faced with a third, more
commor aliernative trat presupposes a NECRssary relationship between the stuaio and the
muscurn such a8 we xnow it today. Since the work which remains in the studio 15 a nonen

tity if the work is to be made ot to mention scen in ancther place, in any place whatsoever,

gither of two conditions must apoly: eitner

1 The gefinizive place of the work must be the work itzelf. This belicf or philosophy
is widely heid i1 artistic circles, oven though it dispenscs with ail anaivsis of the physica
space ir which the work s viewed, and corsequently of the system, the dominant idecicgy,
shat controls i as muck a8 the specific idealogy of art. A reactionary tneory if ever there was

one: While f=igning indifference to the system, it reinforces it, without ever having to justify

itself, since by dehnition (the definiticn advanced by this theory's proponents) the space of
the muascumn has ne relation to the space of the work; or

2. The arist, imagining the place where his work wil. came 1o griel| Is led w2 con-
ceive all possible situations of every work (which iz quite impossibiel or of a typical space
ithis he does). The result is the predictasle cubic space, uniformly lit, ncutralized to the
extrarce, which characterizes the museum/gzllery of teday. This state of affairs consciously
or uncansciously compels the artist to banalize his own work in order to make it conform

to tae panality of the space that reccives it

By nroducing for a sterectype, one ends up of course fabricating a sterectype,
which explains the rampant acacemicism of contemporary work, cissimulated as it 1s be-
hind apparent forma: aiversity.

[ conclusion, woutd ke 1o substantiate ry distrust of the studio and ity simul
tanecusly idealizing and ossifying function with twe cxamples that have Influenced me. The

first Is personal. the secong, historical.

1. While still very voung—I was scventeen at thace time—I1 undertoey a study of
Provencal painting from Cézanne to Piczaso with particular attentien given to tae influ-
ence of geagraphy on works of ari. To agcorplish my study, T not only lraveled throughout
southrastern France but also visited a arge number of artists, from the youngest to the
oldest, from the cbscure to the famous. My visits afforded me the coportunity te view their
wark in the context of thelr studiog, What struck me about all their work was liran its di-
versity, then 1ts quality and richness, cspealally the sense of realify, that is, the “truth.” hat
it possessed, whoever the artist anc whatever his reputaticn. This “reality/truth” existed
net only in lerms of the artisl and nis work space but also in relstion Lo the environment,
the landscape.

It was when I later visited. one after the other, the exhibitions of taese artists
that my enthusiasm egan o fade, ang in some cases disappear, as if the works 1 had
scen were ot these, ner even oroduced by the same hands. Torn from their context, their
“emvirenmert,” they had lest their meaning and dled. to be reborn as forgeries. I did not im-
mediately understand whal had haopened, nor why | felt 5o disllusicned. One thing was
clear, hewever: deception. More taan once [ rovisited certain artists, and each time the gap

between studic and gallery widened, finaily making it impossisle fer me o continue my
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wisits to sither. Alihough the reasons were unclear, something had irrevocabiy come to an
end tor me.

1lazer experienced the same disillusior: with {riends of rey own generation, whose
work possessed a “reality/iruth” that was ciearly much: closer to me. The loss of the object,
+he ‘dea that the rontext of the work corrupts the inlerest that the work pravekes, as if some
energy essential to 15 existence escapes as It passes througs the studio door, cccupied all
my thoughts. This sense that the main point of the wark is lost somewhere between ifs
slace of production and place of consurmption forced me to consider the problern and the
significarice of the work's place. What 1 later came to realize was that it was the reality of
the work, its “zruth,” its relationship to its creator and place of crealion. that was irretriev-
ably lost in this transfer. In the stucio we generally find finished work, work in nrogress,
abandoned work, skerches—a collection of visible evidence viewed simultancously that
allows an understanding of process; it is this aspect of the work tha is cxtinguiched oy the
riseurn’s desire to “install” Hasn't the term “installation” come to replace “exhibition™ In
fact,isn't what is instalied close to being established?

2. Tre only artist who has always seemed to me to exhioil real inte!ligence in his
dealings with tive museum system and its consequences, and who morecver sought to op-
pose it by not permitting his works to be fixed or even arranged accordirg to the whim of
somc deparrmental curator, 1s Constantin Brancus?. By disposing of a large past of his wark
with the stipulation that it be preserved in the stucio where it was produced, Brancusi
thwarted any attempt to disperse his work, frustrated spectlative ventures, and atforded
every visilor the same perspective as himself at the moment of creation. He is the cnly art-
41 who, in order to preserve the relationship between the work ard its place of production,
dared o present his work in the very place where it lirst saw light, thereby shors-cirruiting
the musewn’s desire Lo classify, to embellish, and to select. The work 1s seen, for better or
worse, as it was conceived. Taus, Brancusi is also trhe only arfist To preserve whart the mu-
seum goes to great lengths Lo conceal: the banality of tne wark.

It rright also be said- -but this requires a lengthy study of ils cwn—that the way in
which the wark is anchored in the studio has notning whatsoever to do with the "archorage”
to which the rmuseur susmits svery wark it cxnibits. Brancusi also demonstrates tiat the
so-called pLrity of his warks is no less beautiful or interesting when seen amidst the clulter
of the studic—various toals; other works, some of them incomplete, others complete—thar

it is in the immaculate space of the sterilized museum.®

e bR I TR = Ae,  + e e

The art of yesterday and today is not only marked by the stuadic as an essen-
tial, often unigue, place of preduction; it procecds from it. All my work proceeds from its

exfinction.
NOTES

1. This essay, writter in 1971, is ang of three texts dealing with the art systern. Tne athers were "The Function
af the Museum,™ puklished first by the Museumn of Modern Art, Cwford, and subsequently in Artforum, Septemoer 1973
and “"Funcuan of an Exkibition,” Studio internations! Decernber 1973,

2. |amwell aware that, at lcast at the beginnings of and sometimes throughout their careers, all artists must
b contenl with squalid hoves or rdizrously ting roorms; Bul Dam deserinieg the studio as an srchetype, Arlisls whis
maintin ramshackle work spaces despie their drawbacks are abvicusly artists for whom the (dea of possessirg a studio
s a mecessty THus they often dream of Dossessing a studio very similar 2o the archetype described kere,

3 Thus the archtest must pay more attention to the highting, orientation, etc., of the stwdic than maost artists
ever pay 1o the exhibition of their works orce they eave the studio!

4. Weare speaking of New York, s-nce the United States, in ite desire to rival and to supalant the crg-amerted
"Sehool of Paris,” actually reproduced sl its defects, including Ihe insaig cenlralization which, whils ridiculoos on the
scale of France or even Eurcpe, is absolulely grotesque on the sca'e of the United States, and certainly antithetical to
the development of art.

5, The American museum wit its electrc iflumination may be cortrasted with its European counterpart, usually
i lumirated by natural light thanks ta & profusian of skylights. Some zee these as opposites, wher - fact they meraly
reprezent a stylistic difference between Europear and Amerncan produsctcn.

8. Had Brancusi’s studa remained in the Impasse Roesin, or even in The arlisls house (cven it removed te
Arolher locationd, Brancasis argumeant would only have bean strengthened. {This text was wrillen in 3971 and reders Lo
the reconstruction of Rrancusi's studio in the Museum of Madern Art, Paris. Zirce then, the mair buildings have been

recanstracted in front of the Centre Beauoourg, which renders the above observation cbsolete.—Authar's note.)

Thes text was trans ated by Thomas Repensek and nublisted in Ocfober 10 {Fall 1979): 51 52,
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1
‘1.8 i Hans Haacke, MoMA Poif, 1970. Courtesy of the artist.




provisional remarks (1971)
hans haacke

In 1953 [ built ray first weather box. It was a rectanguiar container, made of clear plastc, i»
which Isealed some distilled water, Air currents, light entering the container, and changes ir:
temperasure made the internal tomperature rise above the ousside lemperamire and led to
the condensation of the evaporating water on the inside walls of the box. [l a condensation
dropiet gained a certain size, it would fall or run down the pane, erasing all other crops in
its way. The trace left behind eventually would be covered again with a veli of dropiets, ai-
though their size would ciffer from that of the older enes. The dew point is not a fixed figure
on the temperature scale but is izself dependent on a delicate consteflation of ever-changing
factors. I was very excited about the subtle communication with a seemningly seaied-off
environment and the complexity of interrelated conditions determining the meteorclogical
srocess, This was an open system, a system responsive to changes in its environment. Ambi-
en: climatic changes were answered by a transfer of encrgy and material inside the boxes
in a self-regulatory way, with the goal of maintaining equilibrium.

Such a systemn differec essentially from sculpture as [ knew {t, because its cpera-

ticnal orogramn was in ne way Getermined by visual considerations, although the veil of

drop_ets remained visually appealing. It functioned independently of & viewer anc thus car-
riad meaning on its own terms, meaning in the sense cf an organized, goal-seeking whole. A
viewer was relegated to the role of witness to a process that weuld evolve wittout him, He

was naturally not limited in bis associative vagaries, which in turn could invest this process

with a sign valuc anc a cultural mesning However, irrespective of what he was reading o
it, the dynamic system took its own course. T wag dezling with real stuff—en its own terms.

This implied a departure from gencrally accented attitudes in the visual arts, Here,
no attempt to selve forma: “prohiems” was made. [2 was the behavior of a meeteorological
syatem thal determinad the appearance, It gave only clues to what was actually happening.
The interdependent adjustrrents and the cause for these adjustments remained invisible,

Censideraticns sbout the arrangemenl of visual raterial, the composition of colors, shapes,

sextures, and spaces, became irrelevant, and #tylisiie innovations were without interesl. The
suctunng of the elemers, the materizls anc condizions for triis and other systoms that 1
worked with, became a function of Their performance. Although my interest and later on the
mrerest ol an art-orisated oublic in such processes was calturaly determined, the processes
themselves @id ot share the mythical character of art and were not affectec by what was
read into them, They were sublect only 1o the laws of nature,

If real-time systems arc introduced into an ar: context, chickens natching and
growing up in a museum, lor example, a very strange dialectic of lransformaticr: and same-
ness occurs. The chickens in the musewrm, raturally, are still the same kind of chickens
that would also have been born from these epps on a chicken farm; and if they are sen
to a farm at the end of the exhibition, they are indistinguishable from ali cther chickens
‘here. Condensation on a car window, for that matter, is physically also no different from
the condensation in my weather box. As has been saild above, these processes follow their
own pattern of behavior, which {s totally immune to the cullural context inte which they
are placed. On the other hand, the museum cr any other cultural frame invests real-time
systemns with an additional program {meaning). Such a superstructure for a “ready-made”
process 15 cetermined by the historical and cultural context i which the systermn receives
sltention. In this respect, it does not differ from other culturally impregnated activities and
presentations (painting, sculpture, poetry, etc.). The sharigines of the Amazon would attrib-
ate value to neither a Raphael nor 2 Duchamp readymade,

The wiiness and/cr participanl i a real-time systemn that eveives in a cultural

context, recognized by him as such. therefore responds in an ambiguous way, he s caught
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seeing something that proceeds according to its own terms, at the same time realizing that
he is using 'z as a screen for hig cwn culturally biased projections. This csciliatory state can
exist oniy with real-time systerrs; painiing ard sculpture of the traditional mode operale
exclusively as projection screens—they have no life of their owrn,

[ suspect thar this is the peint at which “real 'ime readymades” or "agsisted ready-
mades” also differ from the Duchampian premise. Duchamp was probably the firsl to
exposc the mechanism that transforms 2 piece of material into "at1.” His elevation of ready-
made “cbjccis” to a culturaily significant level gave Lhern a new meaning. Bul in daing so,
he divested them of their original program. Although memories of that program: lingared
iin fact withaul that knowiedge, the new meaning would be different), neither he nor the
visitors to a Ducharnp exhibition, in fact, continued Lo use the urinal as usual. 2 contrast to
this, real-time systerns are net objects, and the cultural atienlion directed to them does net
stop or change Lhe angsing process, As long as no attempt is made Lo present Cocumeniary
materizls (photographs, vernal descriptions, maps, and so on) of a real-time system as the
thing itself the same holds true [or processes that occur oulsice and are simutaneausly or
subsequen:ly renorted In 3 cultural contexl.

This is nat the place to talk about all the other physical and biologicas situations
that I faged with a great variety of elements in a maultitude of different environmental
circumstiunces. The principle of real-time systems in whick interdepandent precesses of
energy, material, and/or information oecur has been indicated, and it nervades all of them,
A few remarks should be deveted to ry expansion into the fleld of soclopolitical systemns.
Artists as well as other people are operaling in a given sociopoiilical environment: their
immediate group af friends and their family, their jobs, and tac art scene. Beyond this pa-
rochial environment taey naturally are also infinitesimally small and powerless iements
in the larger social fabric of their respective countries and the political and ideclogical
pawer blocks of the world. It has not been long since ardsts began to realize the role they
have unconsciously been playing as political beings, and a painful learning process seems
to still be shead. Weather boxes seemingly nave nothing o do with sociapol’tical situa-
tions; however, even cn the superficial level of figurative specch, there are many similari-
lies. We speak of polizical currents, pressure, of a political climate and a poiitical haiance,
politizal inlerdependence, a low in relations between two countries, political thaw, and the
rest. Meteorological erms are abundant. More impartant, though beyond sucn znalogics,

which might let unwanzed symbolism in through the back door, sysierns ana.ysts seem to

be convinced that, on a cenceptual level, physical and biological phenomena have their
equivalents in the social and hehavioral sphere, that the samne vocabulary supplies. and that
conditions in any cne of these arcas can be described by, the same or related eguatians. In
other words, these are not cotrespencences due Lo an imaginary language, but are based on
specifiable isomorphlams.

Having stepped from the percepluaily ocrienfed anc culturally cantrolled imagery
of the visual aris to the presentation or interference in physical and/cr hiological systems in
real time. I nzeded lo complele Lhe areas of my activities with work also in the sccicpelitica:
ield, which affects our dves at least as much as the physical and »iclogical determinants
of our bedles and cur environment. [ was ne coubt pushed in this direction by the general
pciitical awakening tnat followed yeary of absolute apathy after Werld War I

Physical and biolegical processes are per sc apolitical, altnough hurcan decisions
fer the structuring of cither cne are naturaly ideclegically determined, as, for example,
“he Bomb and the Pill. Social phencmena are as real as physical or biological ones: we gll
participale in any number of social systemns and are affected by them. Their verifiabilizy,
however, seems to be limited because they ofter elude the measuring suck; and since 1he
researcher is, himself, a social heing, he, by necessity, influences the object of investigation
and is infinilely more encumbered than his collcagae in the natural sclences.

Conscquently, any work done with and in a2 given social zituation cannol remain
detached from its cultural and ideological context. 1t differs essentialy, therefore, from the
functicnal sell-suffciency of a weather box, In fact, it is preciscly the exchange of neces-
sarily blascd information between the members of a social set that provices the energy an
which social relations evolve. The injection of any new elementinto a givern social organism
will have consequences, no matter how small they may be. Cften the repercussions cannot
oe pradicted, or they take a course corirary to what was expected. Labaratory condilions are
practrally nonexistent. As in cealing with “the real stuff™ir physical and Bological systems,
perhaps mare so, one has to weigh carefully the prospective outcome of undertakings in the
helz. One's responsibilitics increase: however, this also gives the satisfacticon of being taxen
as a bit more than a courl jester, with the danger of not being forgiven anything. Here is a
modest example of a work that T produced for a given sociopolitical situation. In response
to an invitation te participate in the “Informarion” shaw, held by the New York Museum
of Modern Art curing the summer of 1970, 1 entered two ‘ransparent oallot boxes, each

equipped with automatic counting devices, into which visitors to the exhibition were Invited
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to drop bailots signifying their response to & yes/1o question The guestion was: "Wauld “he
fact that Governor Rackefeller has not dencunced President MNixon's Indochina policy be a
reason for you not to vote [or nim in November 2" By the end of the exhibition the counter of
the YES box nad made 25,564 registrations; the NO box had a taily of 17,583, For a number
of reasons the resull has to be taken wiln a grain of salt, although the general trenud seems
10 be trustworthy.

Emily Genauer commmented on the MalMA Poll i her review of the "Information”
show as follows: “One may wonder al. Uiie humor {propriety, aoviclusly, is too archaic a con-
cept even to consider} of such poll-taking in a museumn founded by tne governor's maother,

headed now by his brether, and served by himself and other members of his family in

reviewer succinctly provided the necessary background informalion for the understanding
of the sacicpolitical field for which this work was designed.

Naturaliy, it would have heen nalve 1o assume that this pol-taking could affect
the outcome of the 1970 gubernaterial eleclions, in which Nelson Rockefeller enjoyed solic
ranservative support. It siould be noted that in thiz instance the museum acied not cnly
a5 the ouiilural backdrop out zlso as a vital ingredient of he social constellation of the work
itzelf. The museum's lies to the Rockefellers, Nixorn, anc, in turn, [Reir involverment in the
Indochina war, as much as ils policy to present a serene image of itsel? to an unsuspecting
ouhbiic, were part of this real-time systern.

The embarrassment and indignation caused are indicative of the double-agent
character of a real-time social system operating in an art context. Cn one hand, the MaMA
Foll was like any cther item exhibiled by the museumn, something invesied with the aura
of cuiture and special significance. From experierce we xnow thal a process, as much as
a painting, can be elevated into the realm of art. On the other hand, as mentioned above,
such henediction cannot stop the process from continuing. In the case of this particular
situation, the museurs pedestal not only failed to emasculate the work but endowed it with:
social power that it did not enjoy in the studie. ihis potential is not restricted to the prem-
ises of the museum. Any repercussions that it might have had and might still have beyond
West 53rd Street, including those that might derive from this report, are part of the wark.
This dermonstrates that works operating in real time must not be geographically defined,

nor car one say winen the work s completed. Conceivably the situation into which a new

element was injected has passed when the process urieashed at that moment has gained
1ts greatest potential.

The MslMA Poll was narmless. At best it was embarrassing for the museum anc its
buckers and served as a valve [or the anger of a surprisingty large porion of Lhe visiiors,
Work in the sociopolitical feld, however, must not be resinictec to the ngging of 3 satincal

g2tting ana dezling with art world figures.

New York, February 1971 (written tor the catalogue of a solo exhibition that was to have

opened iz May 1571 at the Guggenheim Museurn)

... Centinued {atter cancellation of the exaibition):

My experience wilh the Guggenheim Museum in the spring of 1971 might ilinstrate this
point. Four weeks before the scnecuied opening of a che-man exnibition at the museum, tne
show was canceled. Thomas Messer, the Guggenheim Museur's dircctor, objected to taree
social syatems that | had prepared for the exhibition.

Two of the three censored pleces were representations of current large Manhattan
real-estate ho:dings: photographs of the facades of the prepertics, maps indicating their
acation, and documentary inflormation on ownership and mortgages catled frem the puhlic
recoras of the New York County Clerk's offlce. The works coniained no evaluative content
and were legaily unasszaiiable.

‘The hird piece was i be a significanily enlarged version of my poll at the Museum
of Mocern Art, a survey of the Guggenheim Museum's visitors consisting of ten demographic
guestdons and ten guestions on current sociope-itical issues. The answers, given voluntarily
and ancnymaously, were 1o be tabulated and pested daily.

In a ietter giving his reasons for the cancellation, Mr. Messer ciaimed there was
danger tnat the Guggenheim Museum would be sued for kel by the two regl-estate groups.
I the judgmenl af several lawyers intimalely familiar with the material in question, how-
ever, there were no grounds for a dbel suit because the information 1 planned to display
ig true, it i= on public record, the manner of presentation was no: defamatory, and, while
retaining corporate names, | had agreed to replace all names of individuals. The opinion of

these lawyers was tested success@ully through the subsequent publication of significant
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portions of the twa eal-esiate systems in severa) art magazines, Nore of thern was sued.
Although Mr. Messer's legal reasoning daes not stand up under serutiny, it d‘upeé mluny
unfamiliar with the law and thus served as a useful arnoke screen for the more duhious
reasons behind the cancellation. |

In the aforementioned letter Mr. Messer pontificated that "art may mave social
and poiitical ‘consequences’ bul these, we believe, are furthered by in direction and by the
generalized exemplary forece that works of art may exert upeh the environrent,” and_later
he postulated *syrrbolic sipnificance” to be a criterion for rendenng & work "aesthetic allly
susceptible and thereby 2 45 gubrject matter for a rouselm.” His understanding af” sy—mbuhlc
significance” oI, 48 he aisc refers 1oit, "symoclic pxpression” reguires the use of a mel a_pho*.lc
janguage with rather tenuous Hes to the object of The meta phor and trerefore suitable for
the sublimadon of conflicts. |

Wrat Mr, Messer is objecting o is abwiously the double nature of real-time 5ys-
tems. their potency bothin the art context and on their home +utf. Had the subsance of the
three works been hisioncally remnoved or had it been caded wishout the provision of a key,
my exkibition would not have beer: cancelled. Mr. Messer complained that | hadl sacri_ﬁf;ed
the “imrrmunity” of a work of art by iy insistence oN being specific ana presenting topical
and verifiable infarmation,

The very principle of a real-time aystern, iLs actuality. is considered by Mr. Messer
a poiscn when e writes, “the cholce was between the acceptance of or the reiection of an
alien substance that had entered the art MUSEUID arganism.”

Human communication, and consequently social sysiems, function oniy by way
of sorne scrt of language. Like the cntries in the public record pointing to reai-tme propt?r ty
interests, the signs of the medieval painter, for example, were weil defined and intelligible.
Bath: make unambigucus referernce w signifieds, the existence of which is nol doubted by
their conternporary users (the heliever fully accepted the atories of the biblia pauperur as
having actually oecurred: no distinciion belween cod's tirne and physical time was mace).
I contrast to this clear "sy rbolic expression,” the color cocde without key that M. Messer
suggested was not meant 1o communicate bul to ohscure and, by lifting the comenf_c_)r}to an
iceal plane, severed 1] commections Lo the actual worid, To have real fime §ysiems 2 bide by
ihe canons developed for warks gperating i an igeal lime and space would, in offect, dery
their right of cxistence and disregard das Kunstuclien {alois Riegl's recognition that sachera

chooses the language most apprapriate to communicate}.

A close examination weouid probably reveal that Mr. Messer's crilerion of fim-
rmianity” is not fulfilied by a great marnber of works and even entire pericds ard ciltures
presently accepted in the history of art. Arguments ‘or abstract art, legitimate at the begin-
ning aof the certury, are now used to defend attitudes hostile o enlightenment and greater
scClal awareness.

It is significant thaz the conflict came to a head over "rea! stufl” of a socicpoliti
cal nature, although none of the other tweive biological and rhysical aysterns for the show
fFultiled Mr Messer's criteria of indirection, generalization, and symbolism. Mere tocusing
on large-scale private property without comment wWas deermed "irappropriate,” and so was
the solicitatior and collection of opinions an current sociopolitical issues. Prevenling the
frce fow of information is the trademnark of totalizarian regimes. In Mr. Messer’s view, the
accumulation of large capital should remain shroudes under a veil of mystery so that it
will not becomne subject to prkiic sersting. Similar to tae poll 1 conducted at the Museumn

oF Modern Arl, the context in which such a survey is keld becames a vital ingrecien: of tne

system. In withnolding the musearn context, Mr. Messer proteclec the interests of those
who might profit from the muscum puzlics lack of awareness of its own reie in society, an
swarenass that might resu't in changing attiladcs and commitrents. Concamitant with
this iz nig avoidarce of putting tre rruseurt and ils present constituency into a larger social
perspective with possioly o new self-understanding and different responsibiities and Dro-
gramming, The cancellation of the exhibition o douht was a political act. It clearly violated
|z policy Mr, Messer himself has set for Lhe Guggerheim Museurr., which "excludes active
engagement toward social ard political ends”

By censering the show, Mr, Messer furrished one of the wiai clements of & real-
rimee social systern, as complex and nossibly more conzequential thar those he tried to
avold. Trne complementary element was my 0w decision to prefer having the cxhtbien not
tzxe piace rather than subrri to Ts ultimatum that | abandor three works. However. there
woulé have been no congequences to speak of had I pullec in my tail and not Imrmediately
“ge.eC A public stalement and assured its widest passible circiiation (a copy ot Mr Messer's
letter giving his reasens for the cancellation was atiached). I thus plugged tre affair into the
larger enw'ronment of the artisiically and politically alert puslic.

Unwiztingly, Mr., Messer is playing the role of the protagorist in a large-scale real-
time social system. As with earlier physical and vic.agical systems, the provision of some

key clements set an environmenta:ly vontrolled vrocess in molion, the ramifications arid
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consequences of which still remain uncerlain. The affair was covered In numerous news-
papers, periodicals, o radio and television, both in the Lnited $iates and i Eurcpe, Edward
Fry, the curatar of 1he show, was fired because he publicly denounced the cancellation. An
exhibition: boycott against the Guggannelm Museum has been declared oy more Lnan 130
ardists wno smazed, “Believing that by canceling Hans Haacke's show, Thomas Messer, Direc
tor of the Guggenheim Museur, has betrayed the cause of free art and the character of fis
own institution, we the undersigned artists joln in refusing to ailow oyt works Lo e exhin-
itec in the Guggenheim unti the policy of ar: censership ard i=s agvocates are changed”
Vinatever the final outcome of the conflizt will be, | am confident it will increase
the awareness of all participants aesthetica’ly 25 much as politically Tt will result in chang-

ing attitudes anc will affect a number of decisionrs in the future.

Southold, New York, summer 1571

The first pat of this tex: was inte~dad for the cata cgue ol a sole show that was tc have opened i- May 1977 at lhe
Solzrior B Guagsnhsir Mosesmr o hew Yoo, gnd the second sarl was writlen in the semme o7 1971 Tre encive
Tt wes first oublisked as “Proveonsche Bamerkunger zur Ansage meines Aussto lung i1 Guggenheim,” i Edward ©
kry, Hans Haacke: Workmonographio, exb. cat. {Cologre: Jubeont Schauberg, 1577), 60-70. L was repud shec as

“Prosesioral Romasas,” n Matth as Hligae ane Robert Fleck, eds. Hans Hagoke: Mor Real Works 19552006, axb.

cat. (Dissaldorn: Raohte Verag, 2006}, 207260,




project: inside/outside the museum (1971)
lea lublin

O the basis of a now appreach to art, this work atternpts to uncover the mechanismes sup-
pressca. by culture and thus promote a new awarcness of all the felds of conflicl. Flastic
language is nol the resuit of inexplicable chance but has emerged from the interaction
of different historical, social, philosophical, and cultural circurnstances cxisting in a cer-
tain and decisive era. This work seeks to reveal the relations and contradictions that have
emerged berween perception and knowledge, a1t and ideology, culture and society.

‘This work highlights and analyzes the most crucial and significant ruptures that
have appearcd in xnowledge and the visual arts since the ond of the nineteentn century up
o OLT oW time,

Each rupture has a contradictory nature that is both intricate and structural.
Fach is based on fundamerzal and secondary oppesitiens, domninant and subordinate as-
pocts, successive trans(ormations, L.e., & vast network of mearings that brings forth a new
structire and problems created by it The discovery of the hidden meaning of internal con-
tradictions, the conrecdons and/or rupiures pose questicns and offer possible answers,

making visible the inner paths, the coursc of the network and the development of different

levels that are indicated in the work by zones of information, conceptual zones, and the
traversal of images, slructuring the whele piece as a parcours manifested in a nurnber of
Cross-connections,

Dedans/dehors le musée (Inside/Outside the Museum) indicates two ditferent spaces
where the artwork is shown along with their mutual correspondences: by means of texts,
imagety, and sound it points to the simultancity of conilicrs in 21l of the "cultural” processes,
enabling one to establish links and specific relationships with the living present outside of
the museum {social process) and Lhe production of the knowledge and art taking place inside
of the mugsum.

COm the basis of a parcours that is both articulated and articulating, histerical and
present, conceptual and visual, the work raises questions on the representation of the world and
the canstitution of different sculptural and visual idiems that are conveyed hare.

The interdisciplinary preduction tearn is made up of specialists from differ-

ent areas.
Architecture Physics
Visual Arts Philasaphy
Linguislics Psychoanalysis
Literature Social Sciences
L e U I
Matnematics Seruolugy

This lexl was wrillen 1o accompany the project MnsidesOurtside the Museum, which was first exhibited at the Musem ol
Fre Arts moGandago de Chile in 1971, The project was subksecuently presented in Macs in 21974 and thoe features in Sa-
xne Breitwieser, Vivdnoias/ ebenserfzhrung/Life Expericnce, cxh. cat. (Vicrna: Goroeral Fooeoation. 2000, 182-188,

“rom wiich the present versior is taker.
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Lea Lublin, /nsidesOutside the Museum, 1971. {1.10




a conversation with freddy de vree, 1971
(1971)
marcel broodthaers

Freddy de Vree: Marce! Broodthaers, could you describe and talk a little about the function of the
museum you nuve just opened in Disseldorf?

Marcel Broodthaers: You, ut 'his very moment, kave the museum in front of you. [ would perhaps
prefer 1¢ hiaue you begin with « description of your impression because in reality, this muszum,
which is @ structure of fetion, T have absolutely ne ldea how it works for other peopie. | experience
thic aduenture of the musewrn of fiction subjectively. As you knowg, it ol started in Brussels threz of
four years ago. 1 set up a fictitious museum in my studic which consisted of crales that are usuaily
used to transport ariwork, reproductions of artwork in the form of posteards, and inscriptions that
indicated to the visitor that ke/she was in g museum, and to some extent [ am experiencing the
same situaricn agein here, but with different slements, with aifferent forms, wuth different ideus.
But from @ proctics] point of view, 1 am rei entively sure that the visitor has the sense of Being ina

rnuseutn, that is 1o say, in a place like a hospita! or o prison, and at the same time in a fiction.

=

de Vree: But what is the meaning kehind this obsession with the museum, the nhsession with
abandanmment, i believe, of the romantic past, while you at the seme tme remain committed ta the

conception that Life and art cannot be separated?

Broodthaers: What you wean to say is that on a persoral lzuel for mie the museum has always
heen a place ] frequented in my younger days because at the time there wers absolutely no people
In those museums.

de Vree: And this ioneiiness, are you trying to recreqte it for yoursell or for the viewer?
Broodthaers: As far as I'm concerred, [ want to get away yram 1t, but it's not warking out entirely
the way 1 intended because the ploace (sn'1 exactly crowded. There are a lot mere people a little
Further cn, where things are organized decording to the normal slructures, where they correspond
L the uswal procedure of artistic manifestations.

de Vree: What conception do you haue of the role of the visiter? Do you want to kave crowds, ar
do you prefer individuals who have come more or less by chance and have stumbled into your
situalion?

Broodthaers: it's ¢ littie difficull in this interview situation to spontanesusly come up with 2
theoretical answer to your question. [ would ke to say thal U'm always very happy when [ meet
friends or paople who [ know and who have come to pay me 2 visit [ iike this. There’s diregt contact.
On the other nand, 1 diso like the person who comes just by cnance, wha comes because u friend
recommended it. That means that the reference I hgupe here uwith the visitor is of a personal crder,
and come to that, 1 ask myself the following question: Can't this place, by virtue of this personal
reference alone, exist us museum and fiction at the exact same time, so that ultimately those visi-
tors whe are willing will be happy to simply tuke on this idea? Bul what disturbs me s how this,
despite everything, couid be understood by someone who might be completely unfamiliar with
personal relationships. !f we forger for a moment that you and [ are conversing oh a comrmunicative
ievel, [ would instead ask you: Wnat is this? s this ¢ miuseum? Is 1his a fiction? Has this objective
heen achisued?

de Vree: That's a very difficull guestion. What I see is o museum dedicated to the subject of the
cinera, in whick there is an absence or reduction of characters, who v ftum are reduced to a certain
symbolism, are distributed throughout a space that constitutes the musewm . 1 find Lhe place quite
unsettiing because [ myseif am forced Lo imagine something other than the reduced facts presented
here, in order to feel more comfortable psycheiogicaliy.

Broodthaers: Yes, bur | think thart this is probarly also connected with the personal reference.
Incidentaily, I believe that in order to pur an end Lo this adventure of the museum of jiction thot !
hegan quite a long time ago, I will have to objectivize the situation, which is why here in Diissel-
dorf i huve tuken on the organization of the exhibit of the museum of fiction in the museum itself

[ think that from this moment on, the persova! conlacts and the subjective impressions, whether
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they be yours or mine, will disappear, or [ think it would be interesting io sell out this aduenture
with romantic chargcter for romantic defeat.

de Vree: Marce! Broadthaers, a different question altogether: You ure belng exceptionally well repre-
sented at the ART Cologne in u personal exhibit i the Wide White Space Gallery as weil us in two
olher galleries, What are your uiews on a fair that is dedicated to the buying and seiling of art?
Broodthaers: 1 feel more comfortable at the ART Cologne than in my museum because at the ART
Cologne we are part of today’s social reality, within its system, in ity basest commerci’ aspect.
de Vree: And why do you feel more comfortable?

Broodthaers: Because that’s ordinary life, it's life for almost oll artists, ail museum directors,
and all people who run galleries. When T say “base” and “commercial,” I don't necessarily wan
Lo say that ali these representotives themselves are buse people, but they sell art, art as o hase
commodity.

de Vree: D0 you feel you are being soid there under your value, of does your work in your cpliion
defy the conception of selling?

Broodthaers: At the ieue! of the work itself, and especially in the works shown at the ART Cologre,
1 tried to incorporate in the works a simultaneous negation of the very situation that I of course
expected the works wauld be in. There are two or three things that, because they are there, atlow Jor
the hase selling I mentioned earlier, but I hope that in their structure or in the words accompanying

ps

them, they will also include an extended forefinger that says, “Humbug, [ might be here, but it's not

my fauls ' —thol s the object that's saying that.
B gl A =

This et is the transcription of aninerview witn Broodthaers 1zt de Vres conducted n Disseldorf on the nccasion of
the exnibition "Marcel Broodthaers: Musée A Moderne, Département des Aigles, Section Cinema,” in 1971 It was
fiest pubisho in Marce! Brocdthaers: Intentews und Digings 1945, 76, comp. Wlried Dckhoff, Kunst Heute, ne. 12
{Corogne: Kizpenheuer und Wison, 19940, 85- 93, The presert ranslation is taken from Christian Krevagna, ud., The
Museurm as Arena: Institutional Critica! Statermonts by Artists (Cologne: Walther Kanig, 20010, 37- 38, © 2008 Arlisls
Rhts Society {ARS), Mow York [ SABAM, Brusscas.




musée d’art moderne, département des aigles

(1972)
marcel broodthaers

The Museur of Modern Art, Département des Algles 1s quite simply a lie, a decepticn. But it
has erdured over the course of four years in the mos: diverse forms and marifestations: in
prblications, discussions, postcards. real artistic objects, paintings and sculpiures, and in:
publici:y objects,

T 12k about this museurn, my museum, means to taik about tow to analyze the
deception. The ordinary museurn and s exponents metely represenl & form of the truth,
To talk about tais muscum means to discuss the conditions of truth,

‘“he truth of the s exists. This determines my consciousness, If a work of artis
conditioned by lie or deception, is it stiil a work of art? Thave no answer.

A ruseur that is a Geception has sormething to hide, There is a Fretdian aspect 10
the personal lie. But what the personal mnuseurm seeks to hide s tie real museurr.

The metvation of every artist, in truth, is narcissism, and periaps aiso toe
“will to power” (Nietzsche). For me, however, (e motivation is ‘ess inleresting than the

actual topie.

The fictitious museur tries to steal from the official, the real museurr, in order Lo
lend its lies more power and credibility.

Vot s also imporlant is to ascerlain whether the fictizious mussum sheds new
light or: the meechanisms of art, artistic life, and society. With my missum | pose the ques-
tion. I am thereZore not required to provide the answer.

[ could have sold my museum. But at the moment it is impessibic for me to o
so. As long a5 1 take refuge in and identify with it, ! cannol. This s how [ see things, at
least for now.

[ shall nat be caught. I retreat inte the hiding »lace that is my muscum. in this
scnse the museumn is a froms,

Ferhaps the only possibility for me to be an artist is to be a liar because ilimately
all economic products, all trade, 21l cormmunication, are lies. Most arasts adapt their pro-

ductior: like incustrial goods to conform to the markel.

Thes text was taker from an interview with Warcel Brocdthaers by Joharnes Cadders in January 1972 Lwas *rst pub-
I'shiend in Marood Broogthaces: infenviews und Dialoge 1946 76, comp, Wilf- ed Drckhoff, Kons Hleoke, o, 22 ICologne:
KiepenheLer ded Wilsch, 199905 | he present translation s taken from Carssan Kravegna, ed., The Misseom as Argna:
Institutional-Critical Stafarnsnls iy Artisls (Cologre: Wallher Konig, 20010 39, & 2008 Artists Righs Society {ARS),
Mew Yok £ SABAM, Brussels.
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cultural confinement (1972)
robert smithson

Cuitural confinement takes olace when a curator irmposes his own limIls on an art cxhibi-
tion, ralner than asking an artist to set his limis. Artists are expected to Nl inlo fraudulant
categories. S3ome art’sts imagine they've gat a hold on this apparatus, which in fact has
got a hold of them. As a result, they end up supporting a cultural prison that is out of thelir
control. Artists themselves are not confred, but their output is. Museums, like asylums
and jails, have wards and cells—-in other words, neutral rooms cailed “galleries” A work
of art when placed in a gailery loses its charge, and hecomes a portazle ohiect or surface

disergaged from tae outside worid. A vacant white room with lights s st a submission to

the neutral. Works of arl #een in such spaces geermn to be going through = kind of assthelic
convalescenice, They are looked upon as si many inanimate invalids, waiting for critics to
prohouice them curable orincurable. Tac function of the warden curalor is to separate art
from the rest of society. Next cormes integration. Once the work of art is totally neutralized,
incffective, abstracted, sate, and politically lohotomized, it is ready “o be consumeoed by sea-
ely. All is reduced to visual fodder and transportable merchandise. Innovallons are allowed

OnLy iT they support this king of conficement.

Occult notions of "concept” are in retreat from the physica world. Heaps of private
information reduce art to hermeticism and fatuous metaphysics. Language should fand it-
zelf In the physical worlc, and net end up locked in an idez in somebody’s head. Language
should he an ever-ceveloping procedire and not anisclaled cecurrence. Art shows that have
heginnings and ends are coniined by unnecessary rmoces of representation both “abstract”
and "realistic” A face or a gric on a canvas :s gtill a representation. Reducing representa-
lions to writinrg does not bring cne closer to the physical world. Writing should generate
ideas Intc matter, and not the other way around. Arts cevelopment should se dialectical
and not metaphysical.

| am speaking of 2 dizlectics that seeks a world outside of cultiral confinement.
Also, T am not interested in artworks that suggest “process” within the metaphysical limils
of the neuiral rocm. There is no freedom in that xind of behavioral game-playing. The art-
isl acling like a B F. Skinner rat coing his "sough” little tricks is something to be avoided.
Confined process is no process at all, It would e better to disclose the confinement rather
than make illisions of freedom.

[ am for an art that takes into accourt the direct effect of the elements as they
exis: fromn Gay to day apart from representation. The parxs that surrcund some rmuseurms
isplate art into onjects of formel delectation. Objects in a park suggest stafic repose rather
Lhar any angoing cialectic. Parks are finisnec lancscanes for finished art. A park carries the
values cf the final, the absciuze, and the sacred. Mialectics have nothing to do wilh such
things. [ am zalking aboiut a dialectic of nature that interacts with the physical contracic-
lions Inherent in nataral forces as they are—nature as both sunny and stormy. Parks are
idealizations of nature, but nature i fact is not a condition of the idea]l. Nalure does nat
proceed in a stralght line, it is rather a sprawiing development. Nature 1s never anished.
Wwen a finished work of twentieth-century sculpture is placed in an eighteenth-contury
garden, it is absorbed by the ideal representation: of the past, thus reinforcing political and
social values that arc no longer with us. Mamy parxs and gardens are re-creations of the
lost paradise or Ecen, and not the cialectical ¢ltes of the present. Parks znd gerdens arc
pictorial in their origin—landscapes created with natural materials rather than naint The
scenic idea’s that surround cven our national parks are carriers of a nestzlga for heavenly
hliss anc elarnal calmnass,

Apart from the idea) gardens of the past, and their madern counlerparts—na-

ticnzal ard large wrban parks—there are the morc infernzl regicrs—slag heaps, strip mines,
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and polluted rivers. Because of the great tendency toward idealism, both pure and aostract,
society is confused as to what to do with such places. Nobody wants to go on 2 vacation toa
garbage dump. Our land ethic, eevecially in that never-never land called the "art worla” has
hecome clouded with abstractions and concepts.

Could i be that certain art exhibitions have become metaphysical junkyards? Cat-
cgorical miasmas? Intellectual rubbish? Specific intervals of visual desoation? The warden-
curators still depend on the wreckage of reetaphysical principles and stractures because
they dan’t know any Detier, The wasted remains of ontology, cosmology, and epistemology
still offer a ground for art. Although metaphysics is ouimaded ard blighted, it is presented
as tough principles and solid reasons for installatons of art. The museurns and parks are
graveyards abave the ground—congeaied memories of the past that act as a pratext for re-
ality. This causes acite anxiety amorng artists, insofar as Lhey challenge, compete, and fght

for the spaoiled ideals of lost siluations.

This slaterment was o-gina:ly puklished in Documenta 5, exh. cas [Kassel: Neue Galerie and Museum Fridencianim,
19723 I sutmequerily appeared r Artforuim 11, ro, 7 (Qctobar 19720 32, Text @ Zstate of Robert Smithson / Licensed
by VAGA, Mew York, MY.




manifesto for maintenance art 1969! proposal
for an exhibition “care” (1969)

mierle laderman ukeles

L

IDEAS

A. The IZealh lnstinct and the Life instinct:

Trne Death Instinct: separation; individuality; Avant-Garde par excellence; to follaw

pne's own palh to death—de vour own thing; dynuamic change.

The Life Iastinct: unification; the elernal return; the pernetuation and MAINTE-

NANCE of the species; survival systemns and operations,; equilibriam.

. Zwo basic systems: Development and Maintenance. The sourkall of every revolution:

after the revelution, whe's going tc pick up the garbage on Monday morning?

Development: pure individua! creation; the new; change; orogress; advance; excite-

menl; light or fleeing.

Vaintenance: keep the dust o the pure individual creation; preserve the new;
sustain the change: protect progress; delend and proleng the advance; renew tne
cxcitement; repeal. the flight: show your work— show it again; keep the contemporary-

artmusclym grooyy; keep the home fires burning,

Developrnent, systems are partial feedback syslemns with major room for change.

Maintenance systerns are direct feechback systems with [ittle room for alteraticn,

C. Maintenance is a drag; it takes all the fucking time {(LIt): The mind boggles and chafes

at the soredomn. The culture confers lousy status on mainlenanca joos = minimum

wiges, housewives — no Day.

clean your desk, wash the dishes, clean the floor, wash your clothes, wash your toes,
change the baby's ciaper, finish the report, correct the typos, mend the [ence, keep the
custorner happy, Lhrow aut the stinking garbage, watch out don't pus things in your
niose. what shail I'wear, | have no 2ox, pay your bills, don't liller, save strirg, wash your
hair, change the shects, go to the store, I'm out of perfurne, say iz agnin—he doesn't
understand, sea’ It again—it leaks, go o wotx, this art is dusty, cicar the tabie, call

him again, flusa the tailet, stay young,

AT

Everything [ say is Art is Art. Everything I doe is Artis ATt "We have no Art, we try to do

cverything wel.” {Balinese saying).

Avant-garde art, which claims utier development, is infectec by strains of maints-
nance ideas, Tnaintenance activitics, and maintenance materials. Conceplual & Pro-
cess art, cspeciaily, cla‘m pure development and change, yet ercploy almost purely

maintenance processes,

.. The exhisition of Maintenance Art, “CARL” would zero in on pure maintenance, ex-

hiki- it as contemporary art, and yield, by utter oppesition, clarity of issues.
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i, THE MAINTENANCE ART EXHIBITICN: "CARE"

Three varts; Personal, General, eand Earth Mainlenance.
A, Part One: Persanal
larr an artist. T am & woman. [ am a wife. [ am a mother. {Random creer

[ coahell of a lot of washing, cleaning, cooking, renewirng, supparting, preserving, e:ic.

Also, fup to now separately) [ “do” Art.

Now, [ will simply o these maintenance sveryday things, and flush them up to con-
seiousness, exnibil thern, as Art. | will Zive in the museum as i custamarily do at home
with my husband and my 2aby, for the duration of the exnibition (Right? or if you
con’t want me arcind at night 1 would come in every day) arnd co all these things as
pubiic ATt activities: I will sweep and wax the [locrs, dust everything, wash the walls
{i.e. “floor palitings, aust works, scap-sculpture, wall-paintings™, cook, invite people

to cat, make agglomerations and dispositiors of ali funcliona: refuse.

The exhibition area rrigit look “ermply” of art, but it wili be maintained in full pub-

lic wiew.
MY WORKING WILL BE THE WCRK
B Part Twe: Gerergl

Zveryore does a hell of a lot of nocdling mairtenance weork. The general part of the

exhibition would consist of interviews of two kinds:
1. Previous individual interviews, typed and exhibited.

Interviewees came from, say, 50 different classes and kinds of occupations that

run a gamut from mairtenance "man,” maid, sanitation “man,” mail “man.” union

“man,” construction worker, librarian, grocerystere “"man,” nurse, dectar, teacher.
museurn direclor, haseball player, sales “man.” child, criminal, bank president,

mayor, moviestar, artist, ete., aboul:

-what you think maintenance is;
—how you feel about spending whatever parts of your life you spend on mainte-
nance activitics;

-what iz the relatienship between maintenance anc freedarm;

—what iz the relationship belween maintenance and life’s dreams.

2. Interview Room—for spectators at the Exnibition:
A room of desks and chairs where professional () interviewers will intervicw the
speclatars at the exhibition along same questions as typed interviews. The re-

sponses should be personal.

These interviews are taped and replayed throughout the exhibition area.

. Part Three: Earth Maintenance

[veryday, containers of the following kinds of refuse will be delivered to the

Museum:

—the contents of one sanitation truck;
—a container of pelluted air;

—a container of polluted Hudson River:
—a container of ravaged land.

Onee at the exhibition, each container will be serviced;

purified, de-polluted, rehabilitated, recycled, and conserved
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by wvarious technical {and/or pseudo-zechnical] procecures either by mysell or
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scicntists.

These servicing procedures are repeated througnout the duration of the exhikition.

! Ite “Marifzsto for Maintenasce At 18680 includee e oropcsal for fhe cxbibition "CART.” reprinted above. The
propesal has vet to oe carrad cut, Itis reprinted here ‘ron the Rena ¢ Celkdmar. b ne Arts website, (llpdifo'omangal ery

o, courtesy of the artist.

__ Mietle Laderman Ukeles, Hartford Wash: Washing/Tracks/Maintenanca: Gutside, 1973,

. i
1.1 ' Performance at Wadsworth Atheneumn, Hartfard, CT. @ Mierle Laderman Ukeles. Courtesy

Ronald Feldman Fine Arts, New York / www feldmangallery.com.




september 21-october 12, 1974, claire copley
gallery, inc., los angeles, california (1974)
michael asher

Avear after the exhibition of my work at the Franco Toselli Gallery in Milan, 1 did an instal-
lation for the Claire Copley Gallery in Los Angeles. It was my first individual exhibition in a
commercial gallery in North America.

The gallery was located on La Cienega Boulevard, ore of the city's major nerth-
south tharoughfares, where most of the other commercial art galleries in Los Angeles were
located at that time, and where there was a constant flow of pedestrian traffic. The gallery
space, which originally had been a multipurpose storcfront, was entered directly at street
level. A storelront window facing the strect measured 6 feet 8 inches by S feet 4 inches. The
gal’ery from front wall to back wal! measured 53 feet 7% inches; its width was 14 feet 4%
inches and height 11 feet 2% inches,

A partitian wall separating an office ares from the front exhibition space extended
floor-to-ceiling 10 feet 8% inches across the width of the gallery at a point 16 feet 5% inches
fram the back wall. The partition ended 4 feel 2% inches short of the opposite wall, formirg

a passage connecting both areas. The office area contained office furniture and equipment,

artwarks in storage, and a separate utility area, The white wall surtaces of the targer front
area were malntained as a backdrop far exhibition purposes.

The work [ proposed was the dismantling of the partition wail for the duration of
the exhibiticn. The idea was o integrate two aress, so thai the office area and its activities
could be viewed from the exhibillon area, and the exhibltion arca cpened 1o the pallery
director's view.

Once the proposal had been accepted, the entire partition was rermoved. Its dry-
wall surfaces were stripped from its frame. which was then disassernbled and stored unti:
reinstallation after the exhibition. Remnants of the partition’s original construction, such
as seam compound, were removed, and a smail piece of rug, cut cut to make way for the
partitior, had to be repiaced.

Since the work alsc meant te restore the display surfaces of the gallery to presen-
tation standards, it was necessary to fill in cracks and cover over any features that mighl
have become objects of perception, so that the entire interior would appear ta be an inte-
grated and continuous flawless container. in the north wall large cracks marked by water-
staing had to be cauiked fram the outside and 9lled with cement on the inside. In the south
wall cracks causec by the joining of plywocd against plaster also had to be filled in. All
cracks were Anished with drywall compound before the walls were painted. Wall and ceil-
ing surfaces were then trealed to the usual gallery white with an airless sprayer, and trey
werc finished by being “fogged” oul. The office andg storage area was painted in the same
way as the exhibition space, but was otherwise left untouchec. Once the wall surfaces were
fnished and everything was in place, the exhibition area walls seemned o vignette the otfce
area and its activities and turn them inteo the content of Lhe exhibition,

A sign over |he storefront window identificd the gallery by name and served to
frame the gallery’s operaticn for passersby. Once inside, the viewer could hear as well as
zssimilate more readily the varicus private and business activitics with mugsum staff,
collectors, artists, and friends asually screened from view. Also, artworks could be clearly
seen in storage in the exhibition/gallery, as opposed to being placed on the galiery walls
for exhibition.

[ loft instructions with the gallery dealer to inform viewers who requested informa-
tion aboul the work that I nad produced it, and that by removing the partition wall the day-

to-day activities of the gatlery were disclosed to the viewer in the unified office/exhibition
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space. In the same way that gallery personnel seemed Lo become increasingly aware of their
activities, viswers also became more aware of themselves as viewers.

The viewers were confronted with the way in which they nad been traditionally
lulied into viewing works of art anc, simuitaneously, the unfolding of the gallery structure
znd its operational procedures. Works had been perceived from a safe cultural distance
which generally prevented the viewer from questioning the issues invelved. Without that
questioning, a work of art could remair. enclosed in its abstracted acsthetic coniexl, creat-
ing a situation where the viewer could mystify its actua! and historical meaning. As a com-
mentary, this work laid bare the contradictions inherent within the gallery structure and
its congtituent elements.

‘The gallery dealer is—in the viewer's understanding—the know_edgeable, respon-
sible mediator of the work in the many steps of its abstraction from s conlext. The dea’er’s
arime functon is to commodify the work of art, lo trarsform the work's aesthetis use-value
nto exchange value.

To accomplish this aim, the works are generally isolated on the white walls of the
galiery, clearly separated from the area of business activity Once they are returned 1o the
storage area, thal is, the area of business cperation, they have heen reduced to thcir essen-
tial commaoaity-function.

Because the galicry dealer must give the work an ecenomic value, he desler is of-
ten unable to reveal its actual funcden. Paradoxically, the reslity of the work can be viewed
orly through this conduit in which i1 undergoes the initia® abstraction in the accrual of
exchange-valae.

The function of the work at the Claire Copley Gallery was didactic: to reoresent
materalily the visible aspects of Lhis process of abstraction. For this reason, the work's struc-
Ture was circular in order to revea: i*s affiliation wila the production, the mediation, and
the receplion of culture. In cne sense this could be viewed a% i concomitant of cconsmic
interest, while other cuitural aspects could comre under scrutiny as well, from the handing
of money to the selection of exhibitions. Waorks in slorage—those preserved in cabinets and
those leaning against the wall—were now also visibly accessible. e material reality of the
gailery operations surfaced as queslionable and problematic cven though the author ard
viewer might find the gallery to be the mos?t efficiens way for the public reception of warks
of art. If the viewer szw the Tosell] Gallery display surfaces perhaps as a definition. of the

architectural structure and, further, what that structure impiies, then the work a the Claire

Conley Gallery could be defined as an analytic madet of the actual operation. of & gallery
behind those display surfaces.

‘I'ne removal of the paint at the Toselli Gallery was in part a reference to the tra-
ditional concern in painting of the processes of adding and subtracting materials 1o a two-
dimensicnal plane. The two-dimensional plare was generally determined by its contour
and its support structure, which in turm implied further archirectural support structures as
weli as covertly operational support systems. Ttom a sirilar point of view bul in a different
way, lhe volurne of the partition determined Lhe actual space ard its functional operations;
its removal from that space disclosed the office velume and juxtaposed it to the exhibition
volurne, which was necessary for the exhibition to take place The Ciaire Copley work was
re‘ecting the canventional functions of the space it occupied to make the space function as
an exhibition/presentation.

A critical analysis of the gallery structure was developed by a small number of
artists n the late sixties and early seventies, al a time when they viewed their role as artists
as that of individual preducers with the right 2o control totaliy not only the production but
also the distribution of their work. They believed that artists of previous generations had
accepied uncritically and without qualification: a distrioution syslem (the gallery/market]
whick had often dictated the content and centext of their work. These arlists founc them-
selves i a paradoxical situation; they either had w0 suppress the infentions of their work
wher il intersected with the gallery/market or had to forgo the conventional distribution
gystemn altogether and give up their role as individual producers; or they could exhibit cul-
side the traditional exhibition coriext, with the hooe that a new preduction and distribution
systern couid be developed. When their work conflicted with the comrnedity status required
by the gzllery system, these artists had ne choice bul lo develop a tew cuitural context for
trelr work before they could expect to function within the gallery nexus.

Interestingly enough these warks were often scen as "nonmaterial,” since they
seemed to funcion outsice of the iraditional context of the marketplace. Instead o7 deriv-
ing Lheir cultural meaning from the conventional exhinition support, they functicred in a
veriety ul locat’ons. Ultimately, in the late seventies. it was shown that these works had at
least a1 economic materiality of their own and did not in fact operate outside of the cultural
comiext. SOMe younget generaticn artists considered this discrepancy of theory and pracice
sufficient proof that once again the interdependence berween production and cistribution

in the work of art cauld be totaliy ignored. The work as ahlect reinstated the dezler and the
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distribution: system to its original status. Sorne artists of this ynunger generation, possibly
seeking a way out of object-production and the gallery/museum distribution: similar to
that of artists of the late sixties and carly seventies, formed production coilectives, which
attempted ta keep their non chject-orierted production outside of the confines of the cul-
tural industry.

Another phenomencn of the early seventies, deriving from artists’ anticommer-
cialismn and concern with Lhe problemn of commedification, was the development of the
allernative space systern for exnibition although net necessarily for distributen. The al-
ternative space relied for Zts funding on cutside sources rather than the market far which
the work was primarily produced. Alternartive spaces made more works more frequerntly
accessible than the commercial galleries, yer they falsificd the work's commodity status, as-
suming thul visibility alone would complete the receprion process and that exchange value
was not cne of the work's features. The alternative space systemn provided visibility for the
wark regardless of specific interest, but it did not necessarily stand behind the work, with
the full support necessary for reception within the culture. Paragoxically, the caly way for
a work to be fully received s through its initdal abstraction {or exchange value. To resolve
‘heze contradictions between the arlist's interests and the functions and capacities of the
alternative apace, these institutions finally had to assume the role of being either a com-
mercial gallery ot a museum.

[ felt at the time and still feel that the gallery is one essential context for the cul-
tural reception of my work. What came urnder scrutiny in the Claire Copley work was the
guestion of whether a work of art wnose discourse disclosed the systemn of econemic repra
duction could possibly, at the same lirce, engender that cconomic reproduction: for itself.
Tust as the work served as a model of how the gallery operated, it also servec as o model for

its own econemic reproduction.

Tis text was written by Michael Asher in colatralion with Benjamin H. 0. Buchloh. It was published in Michael Asher:
Writings 1973- 1983 on Works 1969-1973, ed. Benjamin H. D. Buckloh {Halfax: Press of the Nova Scotia College of
Art angd Design, 1983}, 94-100.

1.12

Michael Asher, Claire Copley Gailery, Los Angelfes, Califarnia, September 21-October 12, 1874, 1G74.
Installation at Claire Copley Gallery. Viewing through gallery toward office and storage area. Courtesy of
the artist. Photograph by Gary Kruger.



the constituency (1976)
hans haacke

Two polis, conducted respectively in 1972 and 1973 ar New York’s John Weber Gallery, a com-
mercial gailery for conteraporary art, showed that 70 percent of 858 (ir: the first poll) and 74
percent (sccond pol’) of gallery visitors who responded to a ¢uestionnaire during each of two
two-and-a-half-week periods declared that they had a “professional interestin art.™

The visitors to commercial galleries of contemporary art it New York seem 1o e
an extremely seiect audience, which recraits itself from the ranks of the college-educated
middle and upperraiddie classes. The professionaily uncoramitted public of <he galiery can
nardly be suspectad of representing “the proletatiat” or the mytaical “man in the streel.”

Those whe have z professional interest in art (artists, studenis, critics, the direc-
tars, curators, and their zssistants in museums and comparahble institudons, gallery owz-
ers anc their assistants, advertising and public-relallans executives, government and party
hareatcrats in charge of the ar:s, art advisors of foundations, corporations and collectors, et
a’jinfluence which products and activities are to be considered "art” and now much atten-

tion should he paid zo each artist and the often competing art “movernenls " Many members

af this diverse group are not indspendent agents biit act rather on behalf o2 employers and
clients whose opinians they have intermalized or cannol alford to disregard.

By no mearns 1s the art quality of a product inkerent in its substance. The art certif-
icate is conferred upen it by the culturally powerfil social sctin which It 15 to be censlaeted
ar, and it is only valid there and then. The attribution of value, particularly If this valuc 1s
not supported by the needs for physical survival and comfort, is determined iceologically.
Uniess one nvokes Ged or the guasi-divine inspiration of 3 disembodied parly, the settling
of rorms and their subtle or not se subtle enforcemen:, throughout hisiory is performed by
particular individuals or groups of people and has no claim to universal acceptance. Thelr

neliefs, emedonal nesds, goals, and interests, ro matter if the particular cultural power ellze

is aware of and ackrowledges it, decide on the ever-shilting art criteria,

Usually thers is no quarrel about the existence of iden.ogical determination if it
emanazes from a peliticai or religious authority. The liberal culture mongers do not quite
ays readily admit the fact that man-made value systems and beliefs, reflecting particular
interests, are ulsa at work in liberzl surrsundings. Ideclogy, of course, is most eXfective when
it is net expeonenced as such.

Stiil, in the liberal crvironment of the juhr: Weber Gallery, the question “Do you
“hirk the preferences of lhose who financially back the art world influence the kind of work
artists produce?” received a remarkable angwer. Thirty percent of the 1,324 respondents of
the aloremertioned poll answerec, “Yes, a lot.” Another 37 percent answercd, “Somewhat”
The answer “Not ot all" was chosen oy only 9 percent. To fully appreciale the gallery visitors'
feeling o dependence, notential conflict, and, possibly, cynicis:n and alienation, it is worth
natirg +hat £3 percent thought their standard of living would be affected if no more art of
living artists wete pought.

Apparcntly a sizable portion of e visitors to the galiery (74 percent of whom Je-
clared a professional interest in art) believed, a7 the same time, that the econemic power of
private and institutional collectors, foundations, publishers, corporale and private contribu-
Tors To artinstitutions, and governmenlal lunding agencies cocs, indeed, play a decisive role
in the production and distribution 6: contemporary art.

The validation of certaln products as contemnporary high ars, which, of course,
guides future nroduction while feeding on the consensus of the past, obvizusly Is not in-

dependent of the art industry’s eccnomic base? A curscry loog at the art world in liberal
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societies might therefore lead to the conclusion that it is, in facz, as stringently controlled
as the cultural life In societies where street-cleaning equipment is called cut to take care
of deviant art, where a palette of blood and earth is used, or an occasicnal blooming ol a
thousand flowers is announced with great fanfare.

1L is true that the trustees and, perforee, the directors of many big museums prob-
aoly agree with the declaration of one of their director-colieagues: "we are pursuing aes-
thetic and educational cbiectives that are seli-sufficient and without ultenior medve. On
thase grounds the Lrustees have established policles that excluce active engagement toward
soclal ana political encs™

Such policies pretend to be based on the scciclogically and philosophically snten-
able premise of a self-sufficient educarion and free-floating aestnetics while ignering that
a museurn, by its very existence, actively engages in the pramotion of sncial and political
ends. Thus many museums that constitute some of the more powerful agents in the valida-
tion and distribulion of art. are closed to a whale range of contemporary work and, if the
premise is applied consistently, also to many works of the past, Such a ban has the further
effect of serlously impairing the economic viability of the Incriminated works in commercial
galleries, another of the major vaiidating agents. Therefore, in effect if not by design, this
posture as far-reaching consequences and leaves a politically neutral stance far bekind, if
such: a thing exists at all.

The idealisl rotion ol an art created out of and exclusively for “cisinterested nlea-
sure” (Kan3), a claim contradicted by history and everyday experience, is upheld by formal-
ist art theory as promulgated and normatively estsblished by Clemoent Greenberg and his
adherents. Formatlist thinking, however, is nol confined to his accredited followers; it reigns
wherever formal qualities are viewed in isolation and their pure demonstration becomes
the intended message.

This theory of cultural praductior and dissemnination obviously cverlocks the eco-
nomic and ideological circumstances under which the industry and formalist theory itself
opcrate. Questions as to the content and the audience and benciciaries of art arc heresy
far a true formalist. Neither conternparary thinking in the sacial and political sciences nor
peychoanalytic thecry supports such views, The pressures and Jures of the world do nat stap
respectfully at the gate to the “temnple.” Giscard d'Tstaing's term fer Paris's Contre Pempidou

(", or at tne stucio door.

it is not surprising. then, that the designers of public spaces and the corporate
men who deminate the boards of wrustees of cultural institutions in the United States?
are so fond of these nineteenth-century concepts of art for art's sake, The fact that many
warks done in this vein tacay are abstract and enioy avant-garce status no langer poses o
problem and now often is seen as an asset in the hunt for cullural presiige. The carporate
state, like governments, has a ratursl allergy to questicns such as "wnat?/” and "for whem?”
Unwittingly or not, fermalist theory provides an alibi. It inguces its clients to belicve that
they are witnessing anc participating in important historic events, as If artworks, purport-
edly made for their own sake, still performed the iberating role they played in the nine-
feenth century.

Aside from this powerful ldecicgical aliegiance and confluence of interests, the
curators, critics, arlists, and dealers of the formalist persuasion, like the producers and pro-
moters of any other product or systern of messages, alsc have an cconemic iaterest in the
mainienance and expansion of their position in the market. The investment of considerable
furds 1s a1 slake®

In spite of these constraining forces, it is denonsirably false to assume that their
control over the art world in liberal societies is compiete. Examples could be cited in which
cerain cultural products are censored outright or discouraged from surfacing in one corner
and acceptec or even promeicd in another comer of the same liberal environment.®

Although in all these instances ideclogy or, more crudely, apparent financial con-
siderations guide the decisions, the individuals and social torces behind them do not neces-
sar-y share the samc belicts, valuc systems, and interests.

Tne consciousness industry,” of which the art industry is an integral but minor
small-shop operation for o custom-made output, Is such a far-flung global coeration, with
s0 many peicntially confilcting elements, that absolure product control is impossible. It 1s
this lack of ctal cchesion and the occasicnal divergence of interests that secures a modi-
curn of "deviant” behaviorn

The relative openness to nenconforming preducts—not to be cguated with sc-
called plurzlism—is further aidec by the consciousness industry's built-in clalectics.
For it to remain viakle and probtabie, it requires a pool of workers and a clientele with
the judgment and the demand for ever-new forms of entertainment, fresh information,

and sensua! as well as inteliectual slimulation. Although rarely in the foregroung, it is
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she “deviart” elements that provide the necessary dynamics. Without themn the industry
would bureaucratize and slagrate in boredom, which is iz fact what happens in reoressive
SNVIrGAIments.

Ironically, the ideclogical stabilization of power in <he hands of a glven power
elite is predicated on the mobilization of the resources for its potenlial overthrow. If "re-
pressive tolerance” were as smozhering as Herberl. Marcuse fears, there would be 1o neec
to spend enormous amounts of money for propaganda and the public-relations efforts of
big cornorations (Mobil Oil Corporation spent $21 miliion alone for its “Goodwill Umnbrella”
in © 976, These investmenis attest 10 the race belween an ever more sophisticated puolic
and newly developed techni¢ues of persuasion, in whicn artis also increasingly used as
an instriument.®

Twe millions of white-collar workers of the conscicusness mdusiry, :he teachers,
journaliszs, priests, art professionals, and all other producers anc dissemninators of mieTial
products, are engaged in the cementing of the dominant ‘decicgical constructs— as well
as in dfsmantling ther. In many ways, this group vafects the ambiguous role of the petite
bourgeoisie® tha: amorphous and steadiy growing ciass with a middle a nc upper-middle
income and some form of higher educalion, oscillating between the owners ol the means of
production and the "proletariat” This embarrassing ard embarrassed class, in doubt about
its identizy and aspiralions ard ricdled with conflicts ard guilt. is the origin of the cortemn-
porary innovators and 1ebels, just asit is the Teservolr of those most actively engaged in the
preservation of the status quo.

The gencra’ art public (net Lo be confused with the relatively small rumher of col-
lectars), that is 1o say, the public of museurns snd art centers, ComMes from the same social
pool. It is a rather young audience, financialy st ease but not rich, college-sducated anc
flirting rather with the pciitical left than with the right.”* Thus there is & remarkadle ae-

mographic resemblance betwesn the art professionals, the art public at large, and probably
“he readership of this publication. Appareatly arl is 1o langer the exclusive domain of the
sourgeoisie and nobility as il was in the past. Decades of docirninaire interpretation of only
a fow aspects of the sconornic base have prevented us from udequalely understanding the
cornnlexizies of the art warlé and tre even more complex functioning of the consclousness
industry, of which the art world appears tohe a microscopic model and a part. Nor have we
leamed to understand the exclugive character of the expanding petite sourgeoisie In indus-

. . . . o o
trialized socicties, which has oecome a considerable force In 1he comsclousness industry

and ameng its consurmets, It seems to play a more fmeoertans role in socictal change than
is normally recognized.

Nothing is gaired by decrying the dally manipu:ation of aur minds or by retreasing
into a private world supposedly untouched by it There is mo reason to leave to the corporate
slale und its public-relations mercenaries the service of our senstious and mental needs, or
to allow, by cefault, the promotior of values that are not in cur inlerest. Given the diaiectic
nature of the cantempsorary petil-bourgenis conscicusness industry, its vast resources prob-
ahly can be put to use against the dominant ideziogy. This, however, seemns to be possaible
only with a matching dialectical approach anc may very well require a cunning invelvement

in all the conrracictlans of the medium and {Ts practiticners.
NOTES

1. Complete results of John Weber Ga.lary Wisitors' Frofile 1end 2, bawo surveys conducled by the aulhor, are
reoroduced -n Hans Haacke, Framing and Being Frarmed: 7 Works 1570-75 (Halifux: Fress of the Nova Scotia Cal-
legre of Art and Desigr; Mow York: Mow fork University Fress, 1975 Most visdors to tne John Weber Gallery also view
cxhigls al the Casleli, Sornatwers, and Frmerich galleries, zll cantemnporary art gzlleres in the same ouildirg at 420
Wesl Broadway, in New York. The potis 2re not based on represencative semplirgs. Personal cbeorvetion of e gellory
punic, howsever, suggests that the margin of error = not so excessive as to nake tre sumvoy ascess. For lhe surpose of
this essay, co'lectors are nat considered art proessicnzls.

2. ‘nasurvey by the Now York State Scuncil o 10e Arls, the oparatng budget of renprofit arts grouos in New
Yorg State for the fezal yoar of 197677 is given as $410 mil-ian.

3. Thimas Moessar, direclor of the Guggenneirn Mussum, in a letter to the author, March 18, 1971, explzining

Ihe rejechion of woks «

fing with Mew York real estate for exhibition i~ 2 scheduled one ma= show at the muassur,
The exhibition was eventually canceiec a1d Ecward F. Fry, its curater, dismissed.

&4 Boards of trestees of Mew York museums: Suggerhem Muscum: president. Pater O Lawsen-Johastor

[min rg ccmpany executive, represents Guggenboim family iqlorests on numerous corporals: bosres) Melopo-itae
Museum: crairman, . Dowglas Gillon fpromenand isvestmeant banier); vics prasidenss. Cenigl P Davison (Sanker,
Morgar Guarasty lrusl Col, J Ricnsndsor Dilwas (investment banker, Rockefeller & Tamily Associates), Roswel L
Gilpat-ick (morporate awver, partner at Gravath, Swaine & Mcoore, prominent MY, law Si-ni Museur of Moderr At
presicent, Mrs, John 0. Rockefeliar 3rd; chairman, William 5. Faley {chairmar of CBS); vice chairmen, Gardnar Cawles
{puklishar, Chairran Cowles Communizetions Inz.), David Rocxateller (chzirmar, Chase Ma-tatta~ Bankl. Watney
Museurt: presigeat, Frora Miler I+ving (granddaughtcr of Gertruce Vanderbilh Whilneyl: chairman. Howzra Lipman
tmanaging partner of Nesberge & Bermar, securilies cormpanyl.

5. The: Andred Ernrmerich Gallery, a major outpost for formalist art in Mew York, resuTed advertising i- Ariforum

afle # wwo-yenr pause as soon as the antiformalist ecitor-publisher Jahn Coplans @nd his execut ve editor, Max Kozloff,
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wore dismissed or forced to resign by the magazines awrer, Charles Cowlas (sen ol Tha vico-chaisnan of the board
o Irustecs at the Muscum of Mooern Ad), in Decenber 1978, Other promirent Mew York paller.es had a.50 withheid
adverlising when Artforuir edilors dic not aoce by tie tacit uaderstancing that their gatleries” artists recsive amolo
acention znd thatl Tha a7 world's indrastructuse remair a taboc subject,

6. Ons example “rom the audher’s own expericnoe: In 1924 the Cologne Waliraf Ric1artz-Museum banned
Manet-PROJEKT 74, a large work, “or nbvious sooanorni

g politica reasons. Twe years ater, it was displayed aroni-

naatly at the Kunstverein in Frankfurt, Botn institutions are Tundsd by their respective cities, and the Social Democratic
Party dominated both city councils at the time, Befare the Crankfurt exnibition, the picce had been shown in a commer-
cial gallery in Cologne (Pawl Maenz). at tre Institute of Conterrporary Ans in Landon, and al he Paiais cos Beaux-Ars
in Brussals. 1t also mad been reprocuced extensivaly arin it entirety and covered in German, Beigian, Halisn, and U.S,
arf magasinas. il was acgared by a 3clgian collectos,

7. Ttleof a7 essay by Hans Magnus Encorsborgorn, inhs Enzelfeifen @ Bewusstseinsindustris [Frankfurt am
taimn: Suhrkamip Verlag, 19621

8. “Exxon's support of the arts serves the arts 25 a sooal -ubricanl And i business is to continge in g ¢ ties,
ir needs a mare luoricated erviconment.” Guote ‘ram Robert K ngsley, Manager of Urban Allairs, Cepartmert of Public
&ffa rs, Exxon Corporation, Mew York.

g The conlemporary petile pourgeoiso s the suzect of many relevant essays i Kurshoch 45 (Berlin) {Sap-
temher 1976).

10, Supported by data from pol s cenducled by e awhor at Milwaukee Art Center, 197 1: Museum Haus Lange,

Krateld, Cermany, 197Z; Cocumenta 5. 19772, and Kunslverein Hannover, 1973,

Thes text, written in L1976, was firs: publ shed in French as “Les adhérarts™ in Artaciuel Skicg anouel 77 3 (Gonova

157/} The present version, slight y medifed from the onginal, = taker “rom Matthias Tiigge arc Bober Fleck, nds

Hang Hepcho: For Real, Waeks 1959-2006, cxh. cat. {Dizsaldorf: Richer Verlag, 2006), 286-269,




the agent (1977)
hans haacke

Commercial art galleries are pawerful agents it that small segment of the consciousness
industry which we know as the world of so cailed high art. It is apparent that, due to the
limited resources of artists [or reaching possible clients on their owz, the chances for tre
sale of the'r products are considerably greater if they are promoted by a gallery The prestige
and consequertly the cultural power ¢ an established galiery nat only creates a market, it
2lzo “acilitates the securing of teaching jobs and grants, so that there is often a direct con-
nection betwecn an artst’s affliation with a commercial gallery and his/her stancard ol
living and command over procuctive resoutces.

Ooviously, today gallerics alsc hold a key pesition in the &issermination of the
arorks of an artist. Fxhibitions under their auspices generate articies in trade journals and
other publications and furnish the grist for the gossip and shop talk of the industry. Above
all, it is through such shows and the feecback they receive that an artst is invitec to exhi-

i ! ies, 1 ; and in inte ital ars events ich, ir lum, are
hitions in ather galleries, in musems, and in international art events, which, 11 | a

often organized in collaboration wi:

through exhibitions i prestigious showplaces will accompanying consecration, press cov-

erage, and increase in marke: value can be gaired more easily through lne mediation of a
gallery than without,

Arl dealers, however, ate more than merchants: they are also nurveyors as well

as representativos of idealogy and occasionally connoisgeurs

with cmstizog] tics to their

suppliers and clients. The difculty in fully assessing Iheir role derives from *he ambiguous
nature of the product they promote and sel’.

An itein deemed o be 2 waork of ar: by a cultural power elite is a cormmaodity, an
ideological taken, and the source for intellectual and emotional gratification, all in one.
Althoagh these constitutive quulities relate to each other, their relationships ars nof pro-
portiona: or £xed. The evaluation of 2ack, mereover, depends on the aver-changing belicfs,
values, and needs of tae individual or the sccial set by which it happens o be judged.

Works of art, like other products of the consciousness industry, are notentially
capab’e of shaping their consumers’ view of *he world and of themseives and may lead
them re act upon that understanding. Since the exhibition programs of muscums znd
comparable nstitutions—with Jarge audiences from the midd e und uppermiddie ¢lasses,
which predominate ‘n contemperary opinfon and dec’slon-making—are influenced by com-
mercia. galleries, it 1s not negliginle whick ideclogies and cmotons are traded in ‘hese
cstablishments,

Mot surprisingly, inst'tutions and gallcries are ofter resistan® Lo procucts thar
questicn generally held opinions und tastes, particularly if the posilions they “hemselves
ol are ai stace. But the peculiar dialectics of consciousness— hulstered by their polential
for financial speculaticn, and giver the relative lack of uniformizy of interests within the
culture industry and among its consumncrs—rnevertheless nromores the surfacing of such
critical works, at leastin Uheral socicties.

With this modicam of openress, wherever suitable, the gallerdes’ promotioral ro-
sources should be used without hesization for & cxitique of the dominar! syszer of beliefs

while employing the very mechanisms of thal system.

New York, May 1977

Tris texl was first pablished in Crcstine Bernbizrd, co., Was sraatest Du 77 What Do You Expoct . P{Dologne:
IFaLl Maenz, 1977). Tae presest vers'an is taken Trom Matthizs Flligez and Rites Pleck, sds.. Hans Haacke: For Feai;

i

Works 1959 2006, exb. cat. (Dusseldort: Richler Varlag, 20068, 272,
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i i 2.IJ Louise Lawler, Thres, 1984, Courtesy of the artist and Metro Pictures,




on practice (1975)
mel ramsden

That was the problem, in fact: to discover the point at which public and private intersect, and

thus be able to attack one by depicting the other.
T ). Clark, The Absolute Bourgeois: Artists and Politics in France, 1848-1 851

1. Tnere is a consensus on the part of the editors [of The Tox] that two or three of us ought
Geal with some of the ramifications of the hydra-readed art bureaucracy. So, I'm going to
begin oy propagandizing {l.c., adopting a teuristic)—one which perhaps brings me peril-
ously close to the foibles of econernic determinismm, Consider the following: that the acmin-
ietrators, deaicrs, critics, pundits, ete, who once seemed lhe neutral servants of arl are now,
especially i New York, becoming its masiers. Has adventuristic New York art of the severn-
tics {perhaps uncontrollahly] become a funcricn of the market syster? Isn't the way this
matket vectors human relations now a massive controlling factor in the way we new vector
nuran relations? A sirnplified and possibly even misleading account of how the above has

corre abeut might sound something like this: There is prevaient in the New York art world a

s G

ludicrous model of the individual in society. {1 say the New York art world, but it does heid, I
am sure, for other places too, no matter how far-flung This is because most art "centers” and
art schools (erc fzll for modernist hegernony—this can be known as “The New York connec-
tion”} This maode! may be gererally and parlially characterized as the idealist. separation of
private from political-social life. Such a separation has led to the celebration of indulgent in-
dividuzal “freedom " This appears to me 2o have had two alarming resuits: adventuristic art of
the szventies has becorne an insular and boring spectacle of fads, intexications, diversions,
nfatuations, and cven the odd pseudo-revolution. a2l under tae plalitudinous guisc of mas-
sive cvidence of “crealivity” and “artistic freedom” (This "lreedem” some will always persisl
in citing as evidence that in this sociery lhe artist sufiers no overt governmental controls
and hence may still be “a rebel”; & freedom which, on the other hand, others cite as funda-
mental to "bourgeais ideology” and its "illusion of freedom.”) Tied intimately to ail this, as
an essential part of the same “form of life,” is the astonishing increase in arl world assessors:
entrepreneurs, criics, curatars, gallery staff, etc. In other words, buresucrats, Thesc burcau-
crats acrninister the above "manifestations of freedom” by allenating them. treating them
as a kind of gloss for the mode of existence of middle-life market relations. This is & mode of
existence in which we become prices on the media market, in which we become commedi-
ties, 2 moce of existence in which what counts is the demand for what the market defines as
your talents, in which all relatienships have their rmonetary value. and it is +heir nonetary
value that matters. Itis a made of existence in which we becorne slaves to the “blind urge” to
preduction-consumption anc are thus assessed and administered by the bureaucrats only
because the latter are closer to the scurces of control (are higher in the market hierarchy).
The above may be a bit vulgar, but under these conditions I still think our activities become
(except insofar as they perpetuate-stabilize the market) largely arbitrary. The reasorn is that
the bureaucrats are able to subsurte anything, even the rare cranky-iconociastic wark, The
products may change, modifications cccur &1l the time {an endless spectacle), but the form
of lifc remnains the same: the ruling market provides Lhe standard of intelligibility. One ques-
tlon to raise about this standard of intelligibility {s whetner the market relations are really
sepurdte from what we da? Thal is to say, just how far has markel standing been internalizea?
[ know, for example, that rabid ambition znd careerism  almost the Now York art world™s
raison d'tre —are present in rayseld, even though I'm perfectly aware of their presence, This
would lead me to believe, assuming there are cthers like me, and | know there are, tha* the

market isn't jus! contingently tncre, tnat we don’t just create freely and only afterwards ger
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bulldezed by the market. That we now practice witn the market in mind {and 1'm not laft-
ily excepting my owr wriing hergj. 5o, you can't pretend the market dossn't exisl ifit has
been internalized, This means we have vastly more complex and naradoxical vectoring than
thetorically contrasting good (usj with ev (zhem}. Remnember, I'm talking about Imnperial-
istic New York adventurism. If you learn about ar: in an art citizenship school, this is what
you “learn” about. I'm not talking ahout srmall-town comrunity art cluos or ever: feminist
art warkshops, thougr T do sgree wilh Andrew Menard that thesc may offer some sori. of

alternative to bureaucratic praclice. Bul what the latter reaily lack Is power, and that's what

we are realiy talking aboul, lsn't it? st it this power which enamors most of us with what
we can cail Official Culture? Official Culture seems to a mumber of 1S irvolved with this
magazine o be inauthentc (3t least todayt, imperialistic, znd sometimes actually swikes
g as positively mad. So 1 want fo try anc talk zbout what can be done about this. I hepe 5y
the tirme you've got some way into these notes it w1l e gpparent that [ think the only real
roac 10 change-opoosilion means looking anew af our social practice, But so stated, that
nerhaps sourds a little too offrand. Part of what | mean iy this: in oréer to [acilitate some
hope of “authenticity,” we might nave to try and presuppose 2 tradition (community} wiich
does not crmbady a cornmodity mode of existence. The possiblity aof such an “cppesitionsl
alternative” for nurercus such alternatives), if it is possible, can only arise within commani-
ries whose saciglity {language .. . grammar . . .} is its own. There ‘s a sense in which exchange
value now represents our standard of sociality. | think we must try anc provide a contexl
outside of but aggressive to this apparatus—Iin other words, look for another standard of
socialiity. [ thirk this can only be done by sell-consciously developing a small commurnity
practice {Nol sc incidentaliy, such a concept has, [ suppose, aiways guided Art & sanguage.
However, 1 myself first became really self-conscious of its potential after T got invalved in
the work Micnael Baldwin did on the Art & Language Decument Index in 2972, See also some
of hig and others’ stuff on *logical implasion”} One thing I ar sure of —it can't be dene, not
at oresent aniyway, oy making more ana more adventuristic-revolutionary producis {unless
these can be embedded in an “alternate nistory” whatever that is). These only end up per-
petuating and diversifying the market.
9 1dan't of course at ] think tha: New York artists want to be Imperialist puppets.
Howoever, it is entirely feasible to regard a growing corpus of their work in this way: which
does not, and I stress does nol, mean the work i3 at all reducible Lo such an interpretation.

I merely think that even those who profess unigue political awareness—havirg no doubt

besr "radicalized” at ane point ar another of their lives—just dor’t make the connections
they ought to between their work and (e g.) the spread of a marketing expedient like “inter-
naticnal art" Tais is partly because of the difficully of getting realism Inic our problem bady
(pra\__tlcc'). Tne generai patiern seers to be to roncentraie on the rmanipulation of spectacle,
keeping vour “poiltics” perhaps vocal but always “safe.” At the base of “his is ance again the
siraplistic model of the private individual i sceiety, once again the split between private
freedom and political Life. This coarnbination of haute adventuristic New Yorg art witli vocal
politics. sometimes even a professed Marxism, coddles 3 dialectica: paracox. This is to me
potentially Interesting and even perhaps extrercely useful, but usuaily we never get that
far. Usually we are just made aware of compromise. Somehow the “confusions” fum DUt
nat preblematicaly but just dull. Yes of course [ acknowiedee such a paradox may be dif-
Azult and even Impossible to extricate onesclf from and the only thirg that seems, finally,
realistic 1s to confront it; to realize It ix just parl of practice. The conventioral éou ble.bind ofl'
Habermas (z:c.) implles retiring from the world and giving up the struggie within it—hence
implicitly apnroving of it. Or, remaining it the world whase valucs vou reject is equally a
carcpromise. However, this is much too much a black and white dunning. Whereas the para-
dox seeres fuirly realistic, te think it implies a *choice” is not. There is a difference ber;”een
paradax and impatence. Impotence for example comes when onc is, say, perfectly conten®
with aur competitive and egotistical civil sociely but agairst the political st_ructure.on waich
I rests. Now mos® artists supplying us wiln adventuristic madernism. including rmyself,
have a problem world which (tc differen: degrees} embodies such a compramize. I—I(J\x.’evcr
whal usually happens ‘s that such compromise is glioly forgetten ar glossed over, This L“:
a poor show. (It would however be intcresting if compromise were fully integrated into the
workt Some peopls also adopt a position of snobbish indignation toward the walled-un
instilutions of Modern Art and [ dort think this is much good either. Hence we get crackL—
pot musewn-without-wails schemes invelving shipping exarmples of Picasso and Brague's
Analytic Cubism out se the people on Flatbush Avenuc can see it—eoad ericf) “Taking art
out ‘nte the slreets” i to me a mors rampant form of consumeriis thanu even muscuns
represent. At least if the work's hidden away, people nzve the aption of ignosing it, cven if it
is “good for them.” Finally. though, mosl current desire for change seers to lead to “them”
swapping "their” professionalism for “curs,” and thisis simply te utilivze the very same ther/
us secialily that kas screwed up the rest of the world, But anyway, there is a* presenl (as

if we didn't know it), a stepped-up politikkunst debate in the art mediz. No doubt it is
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necoming ohvious to more and more people that seveniies Modernism isn't just goddamned
anachronistic but, as a contribution to our practice, leatning, and improverment of mind and
society, actually borders on the scandalous. It seerms {0 e however that such & debate lacks
theoratical self-consciousness as well as, for that matter. practical-social awarencss Henee
it is seriously flawed. Perhaps thisis due 10 it being mostly so far ap undertaking for arl crit-
jcw. Bocause of their function, critics are notoriously serious about words but usually totally
lacking in commitmen:. Or, their commitment is suspect, which isn't to say that what they
write doesm’t often make a lot of {dubicus) sense. Anyway, "art and politics” becomes one
more thing subsumed as part of Modern Ars internal complexity. One of the best ways 1o
maintain a system's insular self-preservaiion is to cantinually try and increase its internal
complexity, hence iis steering capacily. while decteasing the complexity of its environment.
Loak for example at Jean ‘Toche’s threat 1o kidnap Metropolitan Museum personnel which
was deterded by numerous New York aesthetes, who by this time cught to know befrer, as
“just art” and therefore no “real” threat o property. Also, why does Jaseph Beuys's "society as
seulpture” for sorme reason just strike me a5 incffectual aestheticism? Cr, Lhe implicaticns
of manipulatior. scem to be guite sinisier. Now n Beuys's case, his art world histrionics
turn what might be some concetvably useful contrbutions to the debate into statements
af truly unsurpassec vapidity—cf. "Social srulpture with ideas.” The contrinutions of Beuys
and Toche, like the contribudens of a loi of others, seem to drift indigestinly about in the
Kunslwelt glamour-careerist-empty-media until they lack any trenchancy. And this seems to
be what I'm 1rying lo get at: the “media’ (ete.) coerces us and severs the ties with practice,
Though Lhis isn't to say it’s just the middle-worid-assessors-in-the-media's fault. I think that
the point is more that the art. worid takes the edge off everything—that actually Beuyss
work is straiegically awful—tnough, from what ] hea, I'm prabably still giving himn much
tao tauch credit. Anyway, the vested interests are enormous since a trip with money linked
with glarnorous Narcissism can coerce Tmost of us. If the Erench made art domestic, the
Americans have rrade it into a business—-the art marget is repuledly the tenth largest
industry in New Yors.

3 Seventies Modernism, the embodiment of undialectical idealism, relegates all
market relations iete)) to “incidental” background problems (note the similarilies o the
academic philosonny stil relgning in Western countrics), That such seeming “backgrounc
problems” should come to the fore can be seen as the raeit of two Lhings (actually therc are

other more corpiex historical reasons having to do with the interna! collapse of ModeTrism

itself, but this is heside the point at the moment); first, the enormous growth and increased
power and control of tais market over the past fifteen years. corresponding of course to
the thrust of late capitalism, is slaggering. ("Lale capitalism® refers to the increased degree
of capitalist cenzralization, concentration, multinational corporate-internalional museum
aciivily, and an ever more controlled and maripwiated market.) This means that the stage
for what amounts 1o relenlless art immperiaiism is now simply impossible to cveriogk. The scc-
ond reason these market relations have to be addressed is a consequence of playing the
materialist Actually, it's a bit cate to say “playing” the materialist. Getting somne trenichancy
into the debate {on even as basic a level as sorting out cause and effect—inscfar as cause
and cffect can be used te "explain” human activity) depends parlly on materiatist tocis. It
would be recondite debating here whether the adeption of materialism leads to an awars-
ness of marke reiations, or, in fact, whether market relations lead, in the attempt to address
them, to materalism. This is a waste of time and we ought Lo, rather, consider Wittgen-
stein's remark—"light dawns gradually over the whole” So, consider materialism here not
as the wholesale embracing of an entrenched metaphysical theory (the tradition of Marx)
but rather a strategic ad hoc device contingent largely on my (our) pragmatically complex
index/circumestances here in New York City. I'm getting more and more pissed off with all
the social blinkers art has te wear in arder to be ambitious. In respect to art, there's been a
iot wrong with a materialist view. In the Lhirtiss there was quite a lot of debate between so-
czlled new criticism and left-wing iterary criricism. You got blokes ke T 8. Eliot insisting on
“transcendent” elements and the leftists grandicseisy cenying these. Thus what you got .was
a kind of undialectical idealism versus a kind of undialectical materiailsm and this sort of
thing still carries through ta this day. But nere materialisn is not undialectical materialism,
so [ don't think 1 need bother going on about mechanism or economic determinism. ldeas
reflect things, so it's said, bul the reflection, like everything else, is dialectical; not inert, but
active. Very loosely, the dizlectical methed (partly) froplies we must lock at things in Zerms

of their histaries, not just the state in whicn the object of scrutiny appears at the moment.
It 2150, and again parlly, impiies our actions are tied to our existence in the worid and the
peorple arcund us, not just to a set of "universal” high theughls and precious artifacts, ex-

cept inscfar as these do constitute a segment of "what's arcuna us” To say human actions

o1 culture are delermined largely by pelitico-economic factors or to cxplain in a formula
{as Lenin and otners didy consciousness-in-terms af-existence and not conversely is not to

deny the role of the individual of course, but rather the contrary. to see that individual in
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dialectical relation to underlying forces. Such an approach is based entirely on the stecring
assumption that this is the most pointed way to free the individual (to act} from being an
unwitting functionary of these forces.

4. To dwell perennially on an institutional critique without addressing specific
problems within the institutions is to generalize and sleganize. It may alsc have the un-
fortunate cansequence of affirming that which you set out to criticize. It may even act as
a barrier to eventually setting up a community practice {language . . soclality ) which
does 1ot just embedy a commodity mode of existence. That is lo say, [ don't wanl to simply
Teiteraie present scciety’s mode of intelligibility and affirn market hierarchies. I do think,
however, that to neglect this kind of general “intelligibilicy” is to sacrifice a crucial (material-
ist) reference point in teaching. I am cominitted to teaching not as the means of dispensing
a petrified safe deposit box of wisdam {which is knowiedge suhject to passive consump-
tion—it's somerimes called “objectivity” but as creaing a context which first facilitates the
recognition of cur own problems. Perhaps this is a little too glib, saying perhaps ne more
than that we necd to replace training and comnpartmentalization with practical learning and
“expetience” It's certainly too general since there are times when one daes need training. 5o
perhaps all I mean by "recognition of vur own probiems” is the recognition: of the possibility
of practice. What 1:each need not a prior be alienating from your family or your locale—your
farnily and locale are at least part of my (as a teacher) problem map. Which is also to say
again we need to avoid consumerisin—Ilife doesn’t folluw subject-specificity /rategorics as @
formality. Teaching and learning depend initially on getting you and me to have comrnonal-
ity or shared points of reference. This in a way is a good reason for playing the materiabist:
you start from things we all have aceess to. It could also be that the very spanlaneity of such
a teaching/learning encounter may produce a (partial) oppositional alternative. Teaching
dossn't merely meaxn getting others to spout your point of view. This “point of view" is just
ar object open to consumption unless it can be transformed by “learners” and internal-
ized into their own practice. There is a kird of acute reflexivity necessary to articulate a
funguage, sociality, outside of dehumanized forms of life. But such z langusage cannot be
sustained unless I can teach, that is, share, and sharing involves a commitrment to others
on the level af their materia! problems-—I don't just want peaple ta become acquainted with
Kunatwelt middle Life. Al of which means that making something public is propagandizing
of sorts. But ** doesn’t involve me either snobbishly ignoring peeple or ramring stuff down

their throats. It invelves me in strategies which encompass compromise—or could @cal it

existence? D don't want o go into this here butinstead vou shouwld read David Gross's article
"Writing Cultural Crilicism” in Teios, Summer 1973 He gees into Kierkegaard and Brecats
concern with the idealogicai and moral consequences of modes af presentalion. Me talking
to vou coest 't involve anytaing natronizing like "transiating my "elitist” language ints awful

Arliorumese or more publicly entrenched art language. (It hapoens that scinc speccz, sorme

forms of language tun't oe'e wransiated, and Thal cer

inly includes a certain amounl.
ol Art & Langrage Corartitment to *cach and leamn is a commitment first to dialogue, to
cormandity, not point of view or authority. Teacking is constituied through a particaar
Dersei’s praxis. This is what we're after {Oherwise materizlisl tenes like "existence deter-
mines conscicusness’ den't make sense (7))

5 Waat does an apparent buzzword like “burezucracy” reean? Brefly, by "bureau-

cracy” 1 do not aclude 1o g massive cenlralived crganicalion but to “he fact that major cul-

tura: decisions fwhich Zor cxample determine funcamental things like [ne way we tearm

the practical relaticns between pecple) lie cut of our control and are now al- basicaly directec

through the irmpersona. operation of markel inzlitulions {e.q., commercial galleries) and
privae administrative control (2.8, here Artforum, the MoMA, etc ), Those individuas whe
are chedient or unselfcenscicus funcdonaries of such burcaucracics, I call bureaucrats. This
st irtended as o definilion &l all, but iU's alt we need for now. The nope for copositional
a:ternatives to this kas tenced o be dealt with as sometihing of a black ang whits phitoso-
phy of science blik. The trouble here with T. 5. Kuhn's “raradigm change” Iterature s trat
it seems to imply we "ralionally” move from one institution to another. Again, we cxcharge
"their” professionzlism for "ours.” thus allowing more for an alternate bureaucracy “han
for an alternative to sureaucracy A couple of years ago it was said that we needed not. a
paradigrm shift ic byt a paradigm shilt Jrom. However, the logics of Kuiin's paracigm shifts
arc still toc binary at this stage. I'm not going to end by swapping one menolith for another,
it's muck mors indeterminate and compromisea than that. In fact, rather than seesing so-
calied alternatives in terms of Kuhn's academic reasonasleness, consider insteac the spirlt
of Bakunin's cpoosizicnal crankiness in this {1868) edict: °1 shall continue to be an impes-
sible persom so long as those who are now possible remain possiole.”

6. Could a critique of adveniuristic New Yerk art invelve mce in acting like an art
critic? It secis to e that art criticism provides us with a paradigm case of what art world
bureaucracy realiy is. Tven when it is carried out by those who are not just participating in

careerist soldiering, it’s still close to iotally unterable since it treats most art as rationally
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there and as meutral ¢pectacle. This means a 1ot of it s hourgeais criticism quite simply: a
~elehration of the world as diverse but nculral spectacle. But criticism, when you get right
down lo if, is basically stuck wilh assessing and grading. The activity of gracing derives
‘45 sense from hoth the commediiy treatment of persons a8 weli ag from the unreflexive,
unproblemaric, and enirenched cornmodity use of langnage. The link between this mode
of treatment of "-hirgs” and cur way of relating to eack other {the market form of life} lsn't
sccidental. The critic matches market force—tre voice of tnings. Contrary to seeking some
sort of uncovering of ideology. the crific veils it The rale of criticism in our present art
atate fs to act as some kind of poiice force. Unlike radical theory, its tugk is ta keep order Hy
singling out individuals {creating Ferarchies) and judging the worthiness of things. But it
Tas 10 program, ro method, and mares o dectaratior. of principies and commimments—
indeed. to do so would be to destroy il specious “nmestraling it thus sppears, since itmakes
none of its premises explicit but relics o being a bureaucratic functionary. as urassailable.
It has sutroritarian signiicance, clearly. For instance, it is assurned as "raticnal” @ right
God-given, that 1 critic should “appraise” arwark. But suppose the artist should criticize
the critic? 1 sa. it is mostly writien of [ as sour grapes. Under this kind of role-dogreatism,
there are s-andards of inteiligioilily such as experts/ laymen, teachers/learmers, dominant
C ass/subservient ciass, producers/tonsuriers. Thesc are market points of reference which
are mraintained as “natural” Almost ail art ¢riticism, 2spec ially tre hack trade journas kind,
is incapable of refiexively acknewlecging this marks:. funciion. as episterrologically, not to
say morally, at all problematic. Iy be mere or less uninformed on this matter, bhut [ have
yet 1o read sucr a problem even acknow.edged. 1t alse affirms marke? hierarcay trrough
Lhe separation of being from wriling. ['s “writiag” and, T stress, s existence lie wrolly in the
rriddle "ife of tne market. It lalks about problems as if anly others hac them. It arproaches,
in cther words, @ “raticnal’ midcleman's overview. This isn't just typical of the privilegec.
civilzatior: Louting secure academic: il's also <rared by the hip young movement-dubber.
They are ooth, insofar as they are ale-shacient assessors, cut off from practice Tthinkit's
abaut time we got together and told ther elther see your own stalids as nronlernatic ar
shut G But with our currently nerva sive market apparatus there is camproraise invelved
in anyone saying anytring at all. wAill for examnple my remarks rere alsa be subsurned—
and how unproblematically? It's not just me becorming self-constious about my caparity
o rmeck rale-chedience, frove 2lso has to be effgrl wut into snderstanding even the way

(v languages/gramimar confirms market. hierarchics. Even s Tarr: WTIting tis, [ know we

all have t arket speakers since wo = y ; i1 i
ve to be marke! speakers since we nave to epeak rather than remain silent, All speech

ever aesantialy the o eTsl
sentialy the "controversial” gets cansumed by sublc relations. 1 think to try and

_,1&1;]( 1 fario g TIro 1F+, P
peax ditferentiy is in a way to try and iive ditferently. Also, one difference belween ordinary
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criticisme anc critical theory s that the latter might mean us wriling in awe of the impos-
sibilizy of avolding rmarket hisrarchy

7. Part of the arive for The disassembling of institutions is <o escape from the insti-

titlens' topicalizations and sanciicned problems. Posi

visme, as Chomsky recently said, has
nothirg to do with science, it has to do with Capitaliam. 11 reflects the priviicges of power in
thal it invaives solving technical problems in the interests of whoever sets those proklems
anc determines what are the righl solutions. [ mention chis since It seems 1o point to the
crormeus difficulty of sach of us—me included—even locating gur cwn probicms/exis-
tence. Perhaps [ should expand on: this:inslitulional dismantling now also involves élsmarn-
tling myself: [ am part of the problem, which is why [ mentioned mazerialism hefore—:he
Instutiors are not jusl contingent. [t is1't possible to treat problems like this as objects of
contemplalion any Jonger. Contermnlation musl be seen ag a particulary comforting idea-
logicai relation. To understand the mapping between a prictd compartmentalization anc
my/our possibility of practice means acknowledging a potentially pandemoniacal cxisten-

tial sitralion; i isn't @ feature of bourgeois “chaervar

| on’ or "appreciation” (I'ma not being
nghtecus about the nourgecisle—anolher puzzword—either, since [ arm a member of sich a
ciass really). [t seems Lo me that one of the many shortcomings today of holding the classi-
cal nineleenth century Marxist view is it rea’ly has o way of accounting for the bulldozing
af the individual in twentisth-century consummier soclety, For instance, [ think a lol af :)eop'l&;

Zrmly believe the maore they are able to purchasc, the hapoier they will be [ am "uln-erqble
to this tao, it's a feature of my life which I con't just know ahout and dislike—I actaally like

e

1L Uiy s what the Internalization (which | suppose is Reich's torm really) of capitalist

ally implics. [z the face of a lolalitarian social reality such as this, it shoule at ‘=ast be
ooen: to contraversy woether we continue idle dezate over Lhe "nature” of art. That is to say,
Lhe "nature” of art lsn't Just a positive techrica! puzzle abstracted from the material condi—
tions of "its time” Dverybody knows this, I <hink. For mc it simply dossr’l go far enough; 1
dor't thirg it can be snstracted from particuiar times, localee, personal Uraérﬂatics.That 1s,

[ihink itis mo 2T rifizign't and e Gl it
t1s more interesing f Tisr't and more Gl if it s, To walk about Mits time” as if “Hme”

I £ oty g ]
3 apart from any particular inaividual is reminiscont of academics who alwavs 1alk abaut

“nowied AIme Wy zruhocty i ; i
ge the same way: apart from anybody having knowledge, that is, undialectically,
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always apart from what we do. [£ seems to me thal such an “objectivization” is the necupa
tianal disease {or rather the necapaticnal rorm) of assessors and bureaucrats. There are
other causes of objectification: the Australian art-farls wio hough: the two-miilion-dollar
Pollock don't want it “competing” with Arthur Anynody's fucking pastels. With meney onthe
seene, with assessors on the scenc, with a massive hydra-headed buresucracy in coeration,
you've gol to get hierarchy, not relativiz ation. O sure, you can't i1t everything in z gallery
v in a trade journal, sa what you do is select. Most of tresc selections arc done on ke basis
aof “prugress,” though it sppears as il they are just data colicetions. Again, ther’s nat a lat
wrang with thiz except that it's a bl superfic’al, But whai's cueer is again you've go this
sunny middle grouna of assesscrs and entrepreneurs (including us artists aeing as our OwWn
entrepreneurs) which has s tramerdous armount oF power. The Pallock doest'L comperc, it’s
canomized. That's the whole idea, it enters “nistery” (Don't vou trink, reader. that my own
grammatical enculturation enforces the sunject-specidcity of the siatus quo? Just reread
“he shavel | seem to be geiting a leng way from my point. 5o to reslate, the bulldozing of
{he indivicual in this society may be a bit misleading thus descnibed. As] mentioned before,
this saciely ‘s nol merey forced upon s by physical coercion, as some societiss may be,
it ~here is an internalization of capitalisl Tuie within the very concept o the sell. People
do eguate happiness wite the ethic of consumption. The hold is secure enc.:gh thal aven
trhaugh T have a certain arrount of rasochistic glee over the current econoric crunch, I'm
not at all certain wiether I would iike to see this society and iis Ins :ilutions disappear {ir-
cluding even the unjust i this sociely anc its inssitations). [t seems there is today a gelling
of political. cconomic, and adminisirative processes within a massive overarching appara-
s of control over all aspects of everyday life- -which Iright negin o give us some ides of
the kird of thing we're up against. Unless It's here already. we seemn Lo be approaching a
momert of ultimare totalitarianism, Tris is not a lotalitarianism of human cictators, bt
ore where institutiors teraciously ard self-correctively rule. However, notwithstanding all
this, ¢ stili ave some kind of hooe. Perhaps paradoxically. there may now be opportanity
for oppositicnal alternatives. How might these be initiated? For myself, one way may be o
acknowledge thas the capitalist apparalus hag been internzlized and that “disassembling
its re'ations means disasserchling myself” Thus any sort of appesitional or "subversive’
critical activiiy must not aud does not leave me purc, unscathed and frec. Quite the re-
verse: if i accept the problems of this societly as not just sometning going on contingently

in the background, but as my own problercs, then reflexive theory becomes {Imaybe} both

externally (socially} aggressive as well as individually therapeutic, Or, it may be effectively
socially subversive to the exient that it is individuslly therapeutic, or vice versa—so long
as you can connect it all up dialectically. {This kind of contradiction is {loosely) related to
the way the capitalist brings workers together in crder to exploit themn but also creates the
conditions for unienization.) All this implies acknowledgment that my concept of myself,
my role {practice), is the biggest problem of all. This is, [ believe, much mere cffectve than
snotty proncuncements from some lefty throne of ideclogical superiority. Insofar as op-
positior:al activity means the gradual deconstructicn of many of our own internalized as-
sumptons, we seerm to be left at present with two choices: either accept the arbitraniness of
compartmentalization .uncer capitalist.rule or, on the other hand, live quite self-conscicusly
in a state of uproar. That is, "cenfusion” is the reflection of irrational society, rather than the
product of stupiadity.

& But suppose [ consider a typical example of art under capitalist rule: formal-
ism, especially in Hdterary criticismn for instance, was ear:y on in the U.S. developed by those
enshrinec ir universities and dependent for thelr living on conservative institutlons or an
academic audience for their influence. It is rocted in University Academia. [t 1s aiso not an
uncomrien thesis to consider formalism as rooted in Capizalism. Nor is it uncommon nowa-
days to dwell on it as a stalking narse. It may be useful here hewever in providing a common
poir. of reference for further discussion of that even more deadly presence: burcaucrati-
zation. Very generally, formalism holds that the art object alone is worthy of interest, that
it's auronomous, that cultural and social connections are split from “the result” {Under
formalism include all recent "technical” waork which is routine and styiistic, depencent an
furthering and stabilizing the diversification and manipulation of spectacle.j Arguments
as to whet's wrong with fermalism ocught to be fairly standard by now (e.g., it assumes the
culturzl sunports are uncontroversial and only “the product” is subject to change and devel-
opment). Thus it never questions productivity as such. This restricts art—ust as I think Ad
Reinkardt ciearly saw in the late Afties—to endless spectacle. {This has led to 2 hankrupted
and, in my view, even wholly demented and pompous acceleration of specializatior, the real
aynamic of adveniuristic art in New York today) Formalism {just ke positivism) and our
lives compartmentalized (fragrmented and specialized) by capitalist society gohand in hand.
Usually under capitalist rule the worker is zlienated from his or her oreduct ("the seller of
.abor power like the selier of any other commedity realizes its exchange valuc and parts

with its usc velue"—Capital, Volurme 1), T suppose that, in an integrated society, workers, as
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skilled craftspecpic, control thefr activitics and henee the attributes of their products. Herce
the worker's attachment to his or her product results nat only from pride in the object of
their labor but also and 1 think, crucially, in their personal regard for the community it
serves. Now just contrast this to our lives in New York City: under reigning Capitalism, the
worker's hopes, community goals (if indced there are any), cultural life {if indeed there is
any!, need not be, and usualiy are not, compatible with the products of thelr labor. We reach
a state where our work becarnes totally alienated from our psyche. and finaliy our commu-
nity—anrd to such an extent that we may eventually be incapable of helping ourselves, Now
this may to some of you constitute a tediously familiar Marxist whipping post. | think it's
very true, nonctheless What I'm trying to get at is this is just the ctfect of formalism (and,
[ thirk even more relentiessly, of bureaucracy): 1f alienates the product. from community.
Allegedly, the only “real” worth of cur actvity becornes something “transcendent,” that is,
"heyond” the community. You take on an alienated mentality in order to further diversify
rhe history of Modern Art—hence you service “big” culture. Your community becomes tnat
of middlemen, you work for career. Career is derermined by the way you neatly package
and sell yourself --e.g.. through commercial galleries, Artforum, Art International; anc, fizally,
we are enthroned in the Kunst Valhalla of blue-chip bureaucracy, the MolA, These have an
implicit stracture all of their own which also works toward Sarther reifying and keening
products external to community. Most artists {ana just lately increasingly) sce their "re al
comrmunity” a5 the markelplace or (in New York anyway) the people they krow as fellow
entrepreneurs. These Xeep us in touch with a rnarket which is abstract, wrich is nobody
at a'l in particular Under such conditions, all of us regarc ourselves, in the spirit o: free
competition, as atoms, which makes us even more vulnerable to market relations. Working for
an abstract market (o1 one whose telos is abstract) is then interpreted, sormehow, as heing

the very embodiment of “universality” which is, further, a leakproof guarantee we are in the
presence of pure-white shit-hot moraliiy (Such a medel of conduct, | think, implicitly mo-

tivates a jot of rnodern art. It is a conception of abstract good, what Lukécs critically callec
“the icy finalily of perfection,” and il has been philosophicaily under question- -especiaily

since Kierkegaard.)

g Because of the last 170 years of art in advanced technological societies, formal-
ism is & point. of reference we all share. Also, a critiaue of formalism isin the air, coming, as

it now does, from within the formalist-meodernist regire itself of course ir's always been

hotly pursued from other quarters, but the fact that it now comes from within Lhope augurs

—_——

sormnething desperate]. But wherever it comes from it is promising. An attack on fermalism
constitutes, if it ’s "real” and thorough and not just routinely flogging a dead horse, an at-
tack an art imperialism as well as, inally, on the “Big” scciety itsclfl Lawrence Alloway, for
instance, has hegun to flirt wita exotica like systems Lheory which perkaps hints at going
beyonc guffawing at the Greenbergers to view formalism as ‘rplicit In the whole adven-
turistic and publicly cclebrated American postwar tradition. (It is adventuristic in that in
your work you have to “go off” somewhere and be outlandish. you have to stress campy-
sixties-cool-snobbery-noninvoivement.) Max Kozleff, in an article already—I think perhaps
justifiably—consicered an old chesinut by the growing art and poiitics coterle, nas argucd
that abstract expressionist and pop artists unwiltingly perpetuated, even celebrated, the
political cold war climate during the fiftles and sixties. These artists were confident their
personal activity was independent of, even aggressive to, the sociopolitical base. It wasn't;
partly because their ideological strategies were rornantic, ill-fitting, and unable to withstand
the rcal power of .S foreign policy at that time. In the mid-seventies we arc still carting
abaut the tawdry baggage of all this. Adventurism is transparently a function of the prevail-
ing political climate, it's always ideclogically ard practcally conservative, and it will continue
to be 50 Long as tnat idenlogy/practice remains unexamined—which iz wilt continue to be
sa long as the work remains formalistic, ete. (Saying it's a function of the prevailing politi-
cal ciimaie means that it is conservative. It doesn't mean of course that it is reducible to
it} Tormalism is also a convenience for burcaucrats of ail sarts since cur work is subject to
administrative assessment much betier when it's dependent in the first place on passive
product consumption, on alienating pragmatics, intentions, community, ete. Jusl think, it’s
much easier to flog to corporations, and if it has no intenlional problernaticity jother than
ter eagerly be part of the “history of art"), then it’s easier to pretend it's “nternational” In this
sense, formalism is a muzzled weltanschouung, maintaining izself by tenaciousty regarding
50 percent of its nexus as unproblematic,

10. I have seen in the 1.5, a8 well as in art schools in England, students whose
work resemhbles {say) Jackson Pollock’s or Frank Stella’s but who have actually never heard
of either. According to my own observations as well as what Iar Burm and others tell me,
this is fairly typical. So whe is responsible for such & scandal? History, community, inten-
tions, problems of context and society all become incidental—just let the students get on
with their products: “objecls” “things,” then no matter whal their intentionality, their in-

cexical context-bound nature, you can “train” students to be motivated by external rewards,
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bureaucratic status, I'm saying that if students’ proGuctivity is separable from their inten-
tions {and 1 think students do have complicated intentions and contexts which don’t just
add up to I want to join art history™, then you can gratuitously subject thern to market
requirerents. That: s, you ¢an get comparisons, i.c., whose producs is “hest”? This means
the final problem is grading. Under such circumstances, grading is conducive to the cevel-
opment of alienated and bureaucratic mentalities —gocd training for the “real” Kunstwelt.
1 aissez-faire art education may be a liberal “lree-for-all" but the goal of that free-for-all 13
exlemal to its intentional value {in most cases, that is—when students are nol a:l nip enough
to become burezucrats straightaway). The goal 15 grades by which *freedom-loving” art edu-
cators confer Official marke: status on students’ work {Idon’t mean to suggest there are no
art teachers aware of this problem; there are a lot). All of which adds up to a zet of restraints
which are insidious, to say the least (1 wouldnt mind quite so much if the grading were 2x-
plicit, but [ can't see a bunch of iiberals agreeing on an academy, with overt instead of covert
rules). In art cducation, almost more than in art criticism, We can see people chediently if
unwittingly perpetuating the bureaucrtatic stranglehold. Under the guise of “frecdom” we
get instead an even more insidious power. Comparisons are dispersed from the view of vari-
ous beliefs about “romposition,” “form," “color,” “space,” and & mishmash of misinformation
about art history as an object of consurnption: one-great-object-after-anotner Al this ren-
ders “learning” totally useless in terms of a contribuiion to understanding and communily.
It becomes completely alienated from these and is enlered into as a coniractual relation
with "big" corporate society.

11. According to Lawrence Alloway’s book review in Art in America (September—
October 1974}, “preser: opinion in New York often resembles a kind of impulsive or acciden-
tal Marxism, ‘Art is alienated when it falls under the general law of capitalist producticorn,
that is, when the work of art is regarded as merchandise’ Here we are at the thresheld of re-
cort complaint and dissent that represent a politicalization of art undreamed of a few years
ago” 1 myself am not of course completely familiar with “present apinion in New York,” so
I've yet to teally see the outward sigrs of this “politicalization”—so called. On the contrary,
Ireally don't know what Alloway means. Could he be talking ahout strategically simple in-
cidents such as Jean Toche's kidnap threat or even: the relaled “infartile” scrivblings of Tony
Shafrazi? You couldn't exactly cal these paradigms of art's politicalization—o: couid you?
Noswithstanding this, Alloway does atternpt ‘o deal with the probiem of contex: which |

assume is part of his “politicalization.” {(ncidentally, I'm not unduly ahsessec with Alloway. |

| :

wrote a lot of this on holiday in Maryland, and the Art in America was ail [ had with me)] As
I've been saying, if art isn’t just an autonomous object, then it is embedded in the rest of our
social experience. Hence it is less a question of "art” and maore 2 question of “culture” {this
is probably a kit vulgar). Alloway seems to recognize this. He furthermore attempts to iilus-
trate i+ How for instance does Alloway's attemnpt ge! with my (and sthers’) manic animosity
toward formalism? He quotes “a well-known cxample of {orm-systems analysis™ “a bomber
in flight is part of a systemn that incjudes electronic factories (where parts of the plane are
manufactured), the training of pilots (the cutcorne of debate about varicus methodologies),
gas siorage. intelligence reporis (concerning the target), meteorological reparts {weather en
raute and aver the targes), and so on.” He continues: “a system therefore is a portion of real-
ity composed of telated units. If we put a work of art in the place of a plane we may be It
a beiter position to see it in relation to the support system (previcus art hisiory, age of the
artist, patronage} and to the goal.” Now this embodics a kind of anthropeliogical descriptivity.
To initiate enquiry into “culture” Alloway starts off by treating it ag an object of corterm-
plation. This “portion of reality” which kas "keep off" signs hung all over it is not In fact a
portion of reality at all—it's part of our practice. It is not nature {the form of life is subject
to cantroversy, for example, as to whether we cught to have bombers at ali). But the above
makes {t apprar that way and in fact subtly bolsters the statis guo because that’s what
quasi-descriptive accounts do. They speak about problems without including the speaker
within thern. Thus we are left with a kind of middle life, which isn't what “culturc” implies.
Il daes irnply practice and learning, saying we cught to do this and not that. Regarding the
“producs” as a given and then "the systern” following as determined "naturally” is of course
ideciogical too, This is the ideology of "observaticns.” Ie treats the problems of formalism, of
culture, as a critic’s problemn, a problem that can be resclved oy finding the right interpreta-
tion. It is the domain of the middieman; ere is no practice. He removes the possibility of himsalf
having to act, 1o decide; there are only descriptions, there are no cammitments, there is nnly
the middle ground of unreal half-lit market assessment, veiled under specious “neutrality”
This s just an insanc surrcgate {or existence. Perhaps this is unfair? Perhaps alloway is not
unaware of this? However, it isn't just the absence of the speaker and his commitments
which iz troublesome but (as Terry Smith has remarked and contingant o this tendency]
his ending up with a simplistic model of the art world “system” as akin to a naiurai organ-
iamn which, supposedly, you can't do anything about. This is anather way the status guo,

almos: autornatically, bolsters itself The causal model goes semething like this: (1) the artist

a31}3e1d U0

UIPSLIET 'L

81



186

is tne prime mover; (2) the artwork the lifchlood; {3) the critic the catalyst; {4 the dealer
and musenm the distrbutor; {3) the audience the lapping-it-ail-up fodder. Naotice nere how
everything hegins: frarn: the artisl's "creativity” 1o me this s idealistic (and even the sepa-
rate question as to whether the ahove cught to be the case is also ideaiiatic; in factit's silly
since it's supposed to wranscend practice]. The entrenchment. of such a model acts as an
axtremely effective iceological device, preverting us from seeing where the real power rela-
tians lie. S, the vectoring between art and sooicty can't without furthering the hegemony of
“neutrality” he deall with ceseriptively There isa hureaucratic “raticnal” necessity 1o leave
yourself out of the picture. Tinally, such vectors must be remnoved from the gray middle-
men ard regarded as practice. Art ard Soclety are subject to material transformation- -
something which erzaits that itis “political,” and perhaps solitical in all sorts of ways. The
voctors "art” and “society” are not just hanging about waiting for us to fail over them {more
gray). No, they are ican be) constituted by our canduct, which means they "exist” when we
gel moray; that is, consider the possibility of practice.

17, Webster defines “culture” as “the enlightenment and refinement of taste ac-
quired by inteliectual and acsthetic training” Does this mean it 13 contingent vpon the
separation of our practice from our sorial prablems? (Consider the ultimate prajse: *a rmas-
terpiece;” of which “piece” is the more recent, more palatable democratic equivalent] The
power of such culture jusi tams the majority of people into spectatars {consumers o tour
ia1s). It promotes passivity and we ali imagine all we ¢an go is watch while this wonderful
pageant of culture marches by Here “culture” belongs o people who are “just doing their
jobs" to "professionals,” to “experts.” [f you think apout the concept of cuiture in this society,
the fact that it is specialized is harcly surprising. However this specialization is allied with
tremendous power. In other words itls allied with mass communication. Tre whole perfidi-
ous theory of mass communication today depends, essentially, on a mminority in some way
exploiting a majornty. True “comrrunication” implies not only reception but an opportunity
to reply, to answer back. sociality, not consumeristn. But consumerism is an extremely ef-
fective narcotic, You consume it because you like 1t and it's “good for you” If you don't like
Modemn Art, then—well goodness me—you must be an ipnoramus since it's inconceivable
anybody could know about it and still disiike it. This means you “learn” about L by wssent:
ing to it (or most of it since you may disiike details). Hence Modern Art becomes esserl-
tially a form of urproblermnatic ronsurmerist. Now how does such consumerism determine

something, say, Like aesthetics? Most aestheticians, including Marxist aesthelicians Foing cn

about ail that crap about whether art ought or ough: not be aliied with Lhe working class,
Lreat art only as something we “appreciale” rarely as something we do. Aesthetics is to my
mind a gratuitous corpus of literature concernea wilh interpretation. as if that's the only
way art can get “philosophical” That is the real straitjacket worn hy aestheticians—another
prifosophical “discipline” porn from cecupying, Janus-faced, the middle ground. But any-
way, Lhis whole notion of high culture can be called Cfficial Culture. It is alienating hul I.h-i.f;
alienation s disguised as “universality” whick Is another way a privileged class disguises
the particuiarity of izs language. 11 leads to compartmentalization and, so long as this gray
mechanism perseverss, vour problems are likely to be tachnical. It seems to me that "art”
within such a culture is largely a question of eizher mainlaining or pseude-problematically
messing about a bit with subjecl marginality. Given this, whether something is art or not
doesn't seem 1o be a question of very much inlerest, having more to do with enforcing gram-
matica: enculturation. However, It may be interesting as a question if the considera-\tjon of
such a guestion can be kepl emhedded in the relativized “dizlectical” exchanges of a smal
community/society and not torn from this embedding to be judged by sorre half il externa.
standard of “civilized” excelierce. This kind of “culture” cannct be separated from cur lan-
guage, our dialogue, cur “communicating” and transformed into something which amounzs
Lo power over others, It doesn's exist aparl. from our talking together or our consideratian,
our specific social learning needs. Perhaps I can show you what I mean; under such circum
stances, a guestion like “what is art?” may be modified to secorme "l have this concept of art,
now does my concept match yours?” Thus the cuestion becornes sociaily sperific, dialogical,
not concerned with matching an a prieri standard of excellence or, rather, not "merely”
concerned, Now, the poirt is, given two or three hours, given perhaps a day or two to talk
to each other, we might generaze encugh points of reference to learn something about the
question. Learn, that is, meaning understanding semething of our cwn probiem warld, nat
just consuming an exisling body of knowledge. Perhaps at this point1ought to remind you,
reader, that this is what ] am here in this article trying to suggest: that such an impleded
cialogical strategy, regarding "art” not as a definition outside of conversaticn but as a “social”
matter emzedded in (our) conversation, may be both an effeclive cppositen to the bulldozer
of Cfficial Culture as well as a way of alfirming our own sociality oulside of “mere” centrac-
tual role relations. I want to make it ciear that 1 think unless we first change our sociality
we won't do gnything. In my view the small group commune, community, must provids

a methodological base—Iiike the family, a sheltered space—for {our] sociality outside of
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bureaucratic big culture. A simultanecus implosion and explosion must be censcienticusiy
developed; “culture” though internalized becomes externaily aggressive (Le., political}. Inmy
view this is the only way jeft at present to do art in New York—or mayhe anywhere else in
the West. That is, the only way to proceed is to develop & cornminity, a base from which cne
can try to desiroy the traits the market preys upon. {I want to emphasize also that such o
helief underlies the critical dimensions of this article)

13 Bureaucracy in the art world is just like burcaucracy every place else. it is
fundamentaliy a method of centralizing power and comiirol. I don’t mean to point to the
Weherian thesis that bureaucratization is inevitable in the modern world because uf the
largeness of its organizaticns. Nor do 1 think bureaucracy can be characterized by insist-
ing it is just part of an inevitable nistorical process whereby bureaucratization ‘ust like
pollution—the price we reust all pay for advancing technology. Huge crganizations as well
as manic “advancements” are, instead, frightening correlatives of bureaucracy, not tail de-
scriptions of it. Also, in a lot of recent writings of the let, bureaucracy is often linked with
alienation. Alienation, especialiy in the U. S, however, is popularly incazed net.in the pattern
of power under capitalist rule, but merely as some sort of psychologica] problem solvable by
individual means. The Hterature of reactionary shrinks provices many of us with the 1llu-
gion *hat the massive social conditioning which goes on today is really the private problem
of incividuals' So, here 1 want to Jocate alienation at the roots, as a social, not inaividual
psychological problem. To repeat whal I said earlier, by “oureaucracy” 1 do not allude 1o a
massive centralzed organization. I allude to a middle-life mode of existence. Its janguage
is that of grading; its raison. d'étre is market intelligibility. Fundamental problems Like the
way we map on to each other (learn from each other) as humnan beings ke out of fhe contral
of ug, and in the control of “qulomatic” market institutions {the ways in which mass corm-
murication chaps us up). The key to the power of thesc institutions lies in the case with
which they perpetuate and control roles, an ability which extends noi only to the increased
nuritber of assessors, but also the artist as weli. Since the cultural ascendarncy of the US.
this spectral administrative world, half-lit but pervasive, has I think grown at its wildest
{though it was of course present long before the postwar-U.s, peried). Anyway, the interests
of market inteiligibility, the commodity treatment of persons (glaringly apparentin the New
York Kunstwelt), are perpetuated by art world bureaucrats who claim to be (bat are in fact
net) “impartial administrators” of culture. An impartant foature is that they hold market

power by fuzzing the lines of power. They make decisicns appear rational and universal

B

when they are often whimsical, biased, and quile consistentiy insane. Here [ am thinking
of, for example, the commercial gailery establishment, Artforum, and the MoMA (the latier
is also a bureaucracy in the most frequent sensc: a ponderous impersonal orgenization).
But as I sald before, the artist too may be an acministered furctionary. What does such a
person lock jike? Cur self-image is almost the same as the self-image of the majority of
whito-collar workers. Cur alm becomes to scll ourselves on the market. Thus our success
coes not sterm from corrmunity praxis but frorm our socio-econoric role, our function in the
bureaucratic system. Our sense of value depends on our success. Our talent (or whatever
you might call it) becomnes capital, and the task is to invest it favorably, to make a profit of
ourselves. in other words, community exchange is geen only as a commodity, turmed into
assets of the personallly package conducive 1o higher and higher prices on the personal-
ity market. Of course, [ dor't think there is a conscientious pict atoot by certain moguls of
power to “control” cuiture This isn't what I'm trying to get at. What I am trying to get atis
that it's part of Lhe gutomatic function of the adminisirative apparatus to furtner augment
the gray-official alienaticn of culture. It's a bit like a ship without a captain. This s because
the whole art world bureaucracy is a smocthly functoning part of imperniaiist capitalism.
One distinguishing feature of this capitalist society is it is prohahly the only society in hu-
man history in which neither tradition nor conscious direciion supervises the total effort of
the cormmunity Itis a community where the requirements of the future are _argely lefttoan
sulematic syslem. Under such conditions, which are ablrusively consplcuous now in New
York and the internaticnal Kunstwelt carousel, alienation becomes much more than another
ernbarrassing lefdst ouzzword: it is now an overwhelming everyday fcature of cur lives.

14. A "search" "oulside” the art bureaucracy magnifies certain difficuldes in mak-
ing our work "public” If you deny administrative outlets, you may cut your cwn threal by
gdenying access to a public—is this sof Tied o the probiematicity of "making work pablic”
is lne kind of concept of audience you have, and, as I say, in the second half of this century
*aucience” has become more a question of a manic radional power construct than a gues-
den of mutual exchange or encounter. It becomes a powcr relation between a producer and
a consumer (ar, from another angle, a power relation between various competing produc-
ers), rather than & dialegical exchange between two or more persons with the potentiatity
for trarsformation and ite) socialization {leaming; of that encounter. The need for a "mass”
audience is not jusl restricled ta Lthe rating waorries of TV executives—it is a need fundamen-

tzl to the histrionics of our present public relations world. So, alternatives to the present
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systern of distribution, if they arc to chalienge that system, cannot chalienge this concepl of
mass audience, since suck: a2 concept means power and. at present, without this power one
can't be an "alternative” All of which is reminiscert of some philesophy of science contro-
versies (Feyerabend and others). This further suggests there are even maore difficulties with
the concept of "altematives” If alternstives just mean tne diversification of present power
relations, we're sluck with a sort of mass-communicative hegemony—unless wa can work
out some "strategic” way of commurication which jsn't oppressive. Furthermore, this means
it might not be an alternative anymore—and [ don't know what to say anyvmore about all
this {except that I find it frustrating and so forth). I mean there have been *aiternatives™—
not necessarily conscientious ones. -but alternatives of sorls, which [ sunpose is all we can
hope for a* present. One was Scth Siegelaub's so-called "network of bocksellers and mail-
ing lists” But in this case there was = nasty guiding art-imperialistic concept of spreading
“information” globally as if it existed impersonally sormnehow, independent of anybody in
particular having practical needs (fraiity). This is typical de-authored "objectifed” informa-
tion and it ought to be seen for what it is by this time. {I'm overicoking tac most cbvious
“alternazives™ Art Language and The Fox. They are at least mouthpieces of a community,
supposeciy not functicnaries of a market, although they could/may be.) 1 don't fully fathom
the above and [ don’t even know whether it has all that much applicability here. Obviously
a lol of what 1 am arguing against actually [orms my own writing at present—I know that.
Is it Important that we ask about the relation between audience as rational construct {Le.,
one which overrules the diversity of different socizl formations) and the need for systematic
markel growth? Perhaps the rool of such difficulties lies ir the “technocratic” abstract um-
brella nature of the market itself. We new work not for our particular “practical” community
needs nor for specific incividuals, bait for *histery” and an abstract market. (They used to
work for individual patrons during the Renaissance and they used to work for the Church
earlier on—they at ieast knew who the patrons were.) Actually, a paradigm case of regarding
audience "raticnally” is the Internaticnal Program of the MoMA. The International Program,
according to my mood, ofter: strikes me as foalish, though [ mestly find it insulting, It ships
“culture” to (e.g) Scutheast Asia under the patronizing guise of making it available Lo those
who “lack 1is benefits” The MoMA thus presents “neutral” spectacle, torn from context. The
relation betwesn art as a “specialized” language and its socizl and histerical environment
raises broader and "real” questions as to the relationship between mind, language, and so-

clety. MoMA traveling shows get reduced to a genealogy of things (masterpleces, ne doubt).

Heowever, just cansider the (petentially at least) useful opportunity for a problematic learn-
Ing nexus {"translating” work from one histerical/social embedding 10 another) which is
instead turned into a form of gross consumer tourism, & spreading of the product-corpses
ol static culiural geodies. The reason art can be "intermational” (a rubric which, as lan Burre
polnts cut, is correctly a market not a cuitural terme. And while I think of it, Ian did a certain
amount of the groundwork necessary o draw atiention to artimperialismo; T know this also
cour's for some of the others) is not the result of any daft McLunacy like the growth of a
“global wvillage” but because of a glebal acquisition systemn, always needing to expand, zulo-
matcally operating apart from, and systematically bulldezing, any local praciice,

15 Though it was imnplicit long before 1970, the emptiness of New York art and
adventunstic Modernism since this time have been, for me, historically quite remarkable.
They are ot problerns that are solvabie by acting Lhe snob. It 1sn't possible, as [ said before,
to stand oulside of our society, since we have actually internalized much of its implicit
structure—only critics, bureaucrats, and those whe don't know any better can co that
Here alternatives in the Kuhnian sense can be seen as a bit simple. (We can however call, as
Lenin did, for legal and illegal work.} That the crazy commodity structure has sovereignty
now IMpPInging oIl our veTy relations wita cach cther and finally raling those relaticns) is
a fact [ think many of us are aware of. The trouble is thal mast artists’ conception of their
practice quite simply excludes lherr: from dealing with this as a problem. We're stuck in that
rase with methedology without ideology; we're stuck with Ancrew Menarg's “technicians"—
birdbralns perpetuating a relentiess routine. Thus any reminders of bureaucracy and social-
ity and the possibility af us acting morally io the face cf all thas are dismissed as "Leftist”
o1 “ton philgsephical™—or, Ged forbid, *not art.” Which reminds me that during the present
congcaling of recession, inflation, and depression, the word “capitaliam” is never mentioned
in the popular mecia. The pillar of our economic system, its frailty, is never mentioned. All
youl get on the evening news 1s a string of “events” This 1sn't just an isclated neglect; as
Harolc Roscnberg remarked, notice how the Soviet Unien is always part of the *Commau-
nist Bloc® whereas we are simply “the Wesl" One characterization is ideoclogical, the sther
gecgraphical, Tt's almost as if the US. can't Dear to contemplate that its socictal relations
might not be God-giver: and ratural. Just mention “capitalism” and peaple start pigeonhol-
ing you as z shit-stirring “Leftisl.” A lot of us react in exactly the same way o art'’s market
relaticns- -a bit like those men who never tell their wives how much they earn—art is

above all that There are a number of artists appreciative of market problems. This has led,
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to use the terminology of the treacherous movement-dubbing pundits, to the label "politi-
cal artist” Within the circle of adventuristic modernism such a term Is faddish. Carl Andre,
presumahiy because of a lot of his cloth-cap art-worker capering, is "political " Daniel Buren
is political ar.d so is Hans Haacke. (though | sometimes think that the work of the latter two,
while it interests me to some degree, is political in that it is "about” politica.) Buren is French,
which makes it difficult for a lot of us anyway, snd although 1 think some of what he does
has to do with gaining advantages (bargain-hunting) for himself, T suppose he is drawing
attention to the Kunstweit power matrix. Haacke's work, too, intercsts me. though it often
comes close to alluding to politics as a kind of alienated subject matfer, That is, he always
presents us with other people’s "politics” (G uggenheim Trustees, etc.]. But [ have a more serous
question: If we all agree that we ought to relentiessly agsail art imperialism, then such an
assaliing becomes largely & matter of tactics. Cr, rather, our tactics should ermbady alterna-
tives (given my earlier reservations about alternatives}; this means "critical theary” must be
informed by & {prosnect of) “radical theory” Now to make “art" from a critique of the present
power matrix without doing so from the point of view of an alternative seerms to me career
opportunistic and foppish 7o say the least. Anyeay ir’s basically impassible. However, usu-
ally the “aiternative” praciice is never apparent, and il ought 1o be [if it isn't jus: dandyisrr).
All of which 1 suppose leads me Into trying to say what I mean by “politics.” I can’t come up
with a simple definition. Leaving aside the connotations of “nelizical” whick have to da with
power and autharity over others [though these are not simple but dificult and problematic
aspects) as well as “political”in the sense of merely voting, I think it has to do with emphasis
talling on elaborating and advocating what 1s right, moeral, and ethical. Now, to some this
may imply going so far as o advocate alernatives and to others simple acceptance of the
diversification of the status guo. But of course beth are “politica.” To me, this makes the
pundit's term “political artist” or “pelitical art’ superfluous. Unless it simply describes those
who are contextually, historically, and practical’y self-conscious—in which case it ought to
describe all of us. (That it seerningly doesn't is some indication of what's going on today in
the Kunst carousel} Now this could go on indefinitely and I don't really want to get into it
here. It's enormacusly comnplex and hard, in fact impossible, to dea: with in isolalion. "Politics”
constitutes a matrix wish ideclogy, culture; and all of thesc, in different though overlapping
ways, are embodiments of the ough? {sometimes af telost. But there is another strange use
of politicaiization. [ mentioned it before. It relers 10 a haute adventuristic style combinec

with the espousal of “radical” politics. This is a sort of politicalization which is commen bul

hardly sericus. It is always safz, making suze that professional {roles) conduci—the reat
source of manic-sequisition hegernony—is quite secure. There was, for example, massive
indignation in 1970 over the bembings i Cambodia and Lhe Kent State shootings—as there
cught to have neen. but barely 2 murmur over the closer-to-home Kunst-star plundering.
As William Blake szid, "He who would co good to another must do it in Minute particulars;
General Good s the plea of the scoundrel, hypacrite and flatlerer, For Art & Science cannot
exist but in minutely crganized particulars; And not in generalizing Demonstrations of the
Rational Power” (“Jerusatem™). This is d guide to practice. I don’t thirk this means there ought
te he no generalizing demonstrations, just that we better a’zo look closer to home,

16. Eariier on [ locked over one atlemnpt by Lawrence Alloway to put some hoaks
into “culture” It wasn'l & very useful atternpt: it simply removed frem culture the possibility
of practice. My point was you just can’t descriptivistically treat cuilure as an object of con-
templation. [1 Is scmething you and [ do, nol something we discover and then contemplate.
[ alsc went into the causes of what ieads us to believe it is anly up for contempiation—e g,
the assumption of consumerism. Thecre were, however, other earlier attemps to deal with
the hegemeny of market relations. Twice in New York in the late sixties there was the pos-
sibility of examining marxel-political vectoring. There was the formation of the Art Waorkers’
Coaliticn as well as the leftish (albeit simplemindedly sc) aspirations of some of what has
come to be krnown as Conceptual Art—thac is, nelere Concentual Art began to dance aiong
with “narrative art,” *body arl,” and ather rmovements in the pseudo-pluralistic spectacie of
the seventies. However, bath the AWC as well as Conceptual Art proved much less than
trenchant. [ don't actually know a lot about the AWC or its histery 1 didn't think a great deal
of the few meetings [ attended, but just the fact that pecple got together was, in the New
York art warld, itself faitly remarkable. (Which reminds me of something else. In March of
1274 Lawrence Welncr suggested to me we co-haost a series of discussions concerning "art’s
relation to critical modificaticn/coexistence with the existing social structiure. It scemed at
the time, and I sti.] think it is, a fairly good idea. But out of about twenty or 50 persons invited
only seven came. Mest were "away,” sorme no dount avanigarding il in Eurepe, Others stayed
sway obvicusly oecause they jusl are not interested in taiking—which is okay. But the most
spectacular ahseniee was Lawrence Weiner himself. At the very last moment the MoMA
asked him to fly to Australiz for the MoMA show "Somne Recent American Arl” He went of
course and so would I—whao wouldn't? [ point to this incident not cut of perversity but

rather hecause if. seems to be a small tableau of the way “intermational art” demolishes the
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nossibility of socizlity and praciice and rewards us with atomization, alienation, and "pri-
vale” opportunisr j But anyway, the AW C did show that a solid {or zlmost) group was sctu-
ally strong cnough o make New York's Kunst Valhalia listen a :itle (I'm thinking of the
Wobla). Fowever, the AWC was essentially 2 ineral coalition. The libera: theory of the state,
for example, never scos any trovbles as a question of replacing at the reot capitalist admin-
istralive and economic institulions but as solvable by & turnaver of political representatives.
Mao's little pamphler Combat iibaralism puts it this way: “Liberalism rejects ideclogical
afruggle and stands for unprincipled peace, thus giving rise to a decader?: [hilistine attitude
and hringing about political degereration” {Way would anybody want to quols Mao? Irefer
tn Maa as well as 2o Lenin and others, not Secause I am committed or even in the slightest
hir enamered with their uniform proletariat society of the future, but because they very
ofien offer insights into ideolcgical as weil as melhodological prebiems, historical and
moral circumstances, that have a remarkable practicsl localization in actual events un-
known to many perhaps “superior philosophical mirds” Certainly [ fou nd Mao's On Practice
and Lenin's i.eft-wing Communism, an Infantile Disorder, especiatly helpful to me). But anyway,
under liveralism, economic proslems—tor example some of the sconomic consequences o
Kumst-star plundering -are nover seer as the corsequences af an cssen tial'y exploitive con-
sumer acquisition ethic, hut of political mismanagement. It &5 {nought this can be cured by
electing "progressives,” getting your own people in power, replacing the prevailing leaders
with anes wheo nave less vested inlerests. (1 don't think this kind of [heralism is restricted
to Americans by any means whaiscever, but it is often blithely regarded as totally urcon-
traversial here, This isn’t so surprising: in a country where the only two political parties with
a faintly realistic charce of being elected nationaliy at present stand [or almost Lhe same
gung-ho capitalism; where all media —appallingly insidicus TV advertisements, not to men-
tion the programs—Tfor instance, perpetuate this ethic, who canp blame people for thinking
“nalitics” is simply a matter of changeovers in personnel?) Bus the AWC gave me the distinct
imrression everything wou.d be "Just fine” if only the Institutions would behaue. Thus in their
proposal thal museurn boards of trustees ought to be made up of "one-third artists, ane-
tnird patrons, and one-third museum staif." they confirm a fundamenta!l liberal belief that
+he instilutions are “ail right” just so long as we can replace those in administraiive power
with “our people” I think a similar attitude informs co-op galleries and the quest for eco-
nomic advantage; gaining your “fair share” is the impetus behind most Artists' Unlons. It

certainly seems to be the aim of at least the National Art Workers’ Community to gain for

their "dissalisfied” members an improverren: of the opportunitics to compele. {Trace tnions
have traditionaliy been first social and polidcal movements and secondly economic forces,
butalot of people see unionism as an aid to "rmere” econcmic bargain-hunting which, in rhis
counary, for some reason tends to ally the unifon with corporate business, and erade a po-
litical roie- except the conservative role} Dor't think 'm underestimating the reality of
constant pressure to partially surrender our position in order ta come to terms with every-
day economic “realities” Many iabor unicns, in Great Britain (o1 example, find themselves
In the paracoxical position of needing to improve their economic standing in “the systera”
while at the same time working for the eveniual overthrow of that "systern.” [ neard Hugh
Sranler (president of the Amalgamated Engineering and Foundry Worker's urdon, one .o’r
Britain’s largest uniens) recognize sich a paradox on Firlng Line {speaking of paradox), [ taen-
tion this since all of us seem to be caught In a similar bind and, perhaps, so too was the AWC,
That is, it may not have been “merely” iibera)? But this notwithstanding and whatever the
case really was, 1 think the key to the Coalition's Hberalism actually ies elsewhere, Whart
perpiexed e more than anything else when [ attended the few Coalition meetings 1 did
fand I certainly don". wart o leave the impression 1 was one of the lyminaries—I wasn't)
was the formal refusal to discuss and debate “work.” I assume, under cornmodily-market
rule, that “work” is just whal the commaocity market says is “work” A principal way the he-
gemony of market inslitutions may be assailed is to make what is and what is not “work”
centroversial and to keep it controversial (though the institutions alse have the capacity to
totally disregurd such a strategy}. This really makes work (and I suppase | keep harping on
this) strategic, not effete- (and in an odd way that souncs like Spiro Agnew stylistc. Bul
according to the Coalition, “the AW has never offcred any opinions cn the contenl or form
of art, which we consider the eoncern of individual artists alone,” or, as Lucy Lippard put it;
“The Coalition is neutral; it has always been a nonaesthetic group involved in ethics rather
than aesthetics” ("1'he Art Workers® Cealition™ in Idea Ari—anolher one of those anthologles
edited by Gregory-paradigm-opportunist-sundit-Batteock). This remark sums up my real
divergence from AWC “politics.” Lucy confirms, | think, the fundamenlal competitive social
relations througn which the power structure maintains tight=s: control on organized protest
and so-called spontaneity. She lypically assumes a separation of private from public life,
They were ail determined to remain “professionals” {possessing a posilive-technical privi-
legec concept of "work”) in the face of a system whose most impenetrable defenise is pracisely

that it altackers do want to stay prefessionals. Or, to put it another way: they wouid not
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tnave frorr the role structures granied to themn by that uery sume “system.” Without the an-
tediinvian separation of “ethics from aesthelics.” the AW weuld have been a ruch sharper
tool. Pandemoniurm-provlerraticity would have broker out. “Work” may have come from
sociality-practice instead of insular glamour-glitter careerism. This is because practice, that
i rhe art itself, would no ionger have oecn 1aken for granted. They chose to regard their roie
as artists as privileged and the institutions as petrified-poiitical—a neutral background
temporarily needing knocking into shape. [t was perfectly acceptable manufacturing mas-
sive canvases as weil s bitterly coreplairing about the need for commercial galleries. Nol
that such complaints shouldn't have becn made, just that when they are made from the
standpoint of a prior compartmentalization <ettled interests-purposes, they don’t really
seern very serious—do they? Overlooking paradoxes rather tharn integrating them into work is
part of the shallow iogic. the *unprincipled peace” of liveralism. This, he impossibility of
praxis, arnounts in the long Tun to a surrender o the dead "Iogic” of bureaucracy. That is, by
rmairtaining the maximum iscialion of the individual, the individual finds freedom n
"spectacle’—something which leaves the present contralling power roots undisturbed, ar
exceptionnily effective wedge between ourselves ard possible social action.
17.1temernber hnally coming to the conclusion that the impsotence of the AWC Jay
in this refusal to ceal with “work”— what we each: do; thal is, practice. Il appeared sure that
part-time politiking wasn't enough, that we now raust have a revision of the commodity
status of the work i1self— at least that's what | thought at the time. More rubbish has been
writteri about Conceptual Art than mest ather art “rovernents.” This is appropriate since
most of it is rubhish. Mast of it was really about art history and formalism anyway. | ¢ay
“was” bocause Tonly Teally treat seriously, that is seriously qua “conceptual art,” that which
[ was aware of and the aspirations [ was aware of, around 1968- 70. [Since I am against talk-
ing aboul art movements as manufactared historical niches, sceming to exist only as main-
strearr media middle life, apart from what any particular artist does. keep in mind (e.g.)
Joseph Kosuth’s work from this period. Acrually it astounds me how even those who oride
ihemselves on being historically minced become remarkably ahistorical when it comes 1o
this period—which is too bad in a way,) Anyway, at this time there were certain hali-baked
“leftish” aspirations which promised to give the werk some access fo social practice (instead
of the work simply manifesting the social status quo—"taste," “‘money.” "power,’ “privilege”—
it might now have access to society in an idealogival way, wheve we had a choice about the kind

of societal, moral (etc ) presuppositions our wark was going to reflect). However, these aspiratiors

finally migsed tne pointin a revealing way: despite the rabid contortions of the object framae-
work, the power structures of the art warld by this time operated totally independent of these.
In fact with a "higher” logic all of its own. Suppose ! try to go inta this a little further: as the
promotional cant would have it, during the sixties sorme work was made “questioning the
nature of the artwork” as marketable commoedity Cf course in actua: fact znd in most cases,
the fact that this work could have assailed markel relations wasn’t conscientious and, giveﬁ
same of the work then and since, not even conscious. Most of it was paradigm empty stylis-
tics. ‘This is perfectly understandable giver: that the Modern Art tradition—most “hizslories”
of Dada and Surrealism--not to mention Courbel and the Early Russians—systernatically
ignore their materiai-practice problemn world, Which [ suppose is forlunate for art historians
since | suspect that if these people treated this work as net merely having a bureaucratic
art-historical niche but actually meaning somethirg in local temporal-practizal lerms, they
would have to begin to do history differently ot even not at all. Actually, urt historians could
do with @ good dea: of maligning: they constitute ar army of drones equipped with “as-
tounding” empirical "iasights” fodder which will never rin gut since there's always some-
thing rrore and more and more to say ahaut Corot or even Arthar Anybody's pasteis. So it
seems Lo me we have yet another useful device for perpetualing the middle life of the status
qua. As George Orweil said in Confessions of a Book Revizwer, the worst of the job was “con-
stantly lnventing reactions towards bocks about which one has ro spontaneous feeling
whalsosver” He didn't ke tne job bu there are plenty of people (with tenure and who are
“well krown”) who find il quite to their liking to prolong their cwn bureaucratic middle life,
But returning lo the peint: in "early” Conceptual Art there was indeed some {potentially)
strategic socio-material meaning---never mind what's happened since, (It should be saicﬁ
that "doing without the abject” is not necessarily to question the status cf the objecl. The
latter would of course involve us in looking ai the vectors with galleries and, ul rimately, with
saciely— which was partly the course of some of our earlier wrilings.) But I secm again to
be drifting from my point. Soing without the ohject—as 1 called it above—seemed at first
and most obviously to grow from questions raised by the Minimalism (Judd et al)) of the
mid-sixties. The need for us all to go on after their utilization of objects in (again as the cant
goes) an cxtremely robust “literal” way produced an art form which didn't. in the conven
tiona: sense, appear to need objects at ail- -again in the corvent’onal sense. Now suppose I
pursue tnis line of argument: it could be said that trying to reline gnd extend the };I;}dem

Art tradition after Minimalism procuced, in the form of Conceptual Art, a contradiction. This
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seems oxay. It seems to lead on to noting that, in the Marxist sense, a contradiction is a
process wherein the normat operaticn of a “sacial or culturzl system” produces a concition
which tends to uncermine normal operation itself. Henice change comes to take place be-
cause fhe system creates, through its ow inlernal contradictions, the conditions for its own
hreakdown. Such a characterizatior. of revolulionary change is, interestingly enough, also
fairly consistent with T. 5. Kun's “paradigm shifis”™: a system breaks down when "anoma-
iies” in one paradigm mode! force new paradigms to come into existence. Thus in both dia-
leclical social aralysis (Marxism) and an extremely fashionable segment of contemporary
philosophy of sclence, "reveintion” is considered sufficiently characterized as a dialectical
moverment out from a set of entrenched narms. So, it seemed (again to pursue this further)
thal whereas the AWC had been disarmed by an essentially inadequate reform program,
Conceptual Art might inceed be such a “revolution” It wusn’t, and there were reasons, First
of all it wasn't even a contradiction because it was basically limited to insular-tauzolegical
spectacle, It wasn't enough; it was a diversification, not a contradiction, because this is the
way the institutions make things work today. That is, today institutions have become au-
tonornous. They constitute a hureaucratic tyranny which brooks no opposition. They are in
other words logically separate from {our) practice, This implies that the just-doing-my-job
artist's role also severs the ties with social practice insofar as it s bureaucratic. To put ali
this another way: it may be that the range of maneuvers now available to us under Modern
Art are simply out of phase with the institutional conditions inherent under late capitalism.
Hence, if our labor and means of production seerm ic be our own free possessions to dowith
as we pleasc, "freely” so to speak. it's not only Derause we naively operate according 1o an
outmoced model of competitive capitalism. Ard this is just out of phase today, given the
Kunst-star rmedia-life which easily and greedily coerces {our) practice. The nability o really
bring about change, Concepual Art ratwithstanding, is because our mode of pperation is
“professionalized,” specialized, autonomous, and essentially guaintly harmless [bul essen-
tial ta) the mode of operation of the market structures, The basis of control of such a market
is its role-structuring and the artist as a-willing-cr-not-consclous-or-nat efficient. economic
unit. Of course we've ali moralistically refused tc see these problems as anything other than
incidental, ar, at best, somebedy else’s business. The siluation becarnes, to mie, @ven more
vain as we ourselves anally become our own entrepreneurs-pundits, the middle life of the
market our sole reality. To increase the frenzied manipulation of spectacle 15 absolutely

funcamental to New York adventurism. The cultural imperiakism unwittingly exported ev-

erywhete by this adventurism is helnous and alienating—inally even to those who produce
the expeorts. The bureaucracy will subsume even the most persistent iconcclasm unless we
begin to act on the realization that its real source of control des in our very concept of our
awt: "private” individual selves. The far-out and the outlandish is deeply rooted in the US.
as evidence of freedem and of the truly moral—il is the lack of examination of such a con-

cept that makes most present-day radical-art radical-daft instead of radical-fundamental.

Ths essay was published in The fox 1, ne, 1 {1975) &6 83,
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Christopher D'Arcangelo, Thirty Days Work, 1978. In QOctober 1978, Peter Nadin, in
collaboration with Christapher D'Arcangelo and Nick Lawson, renovated his loft space
at 84 West Broadway, New Yerk, in order to show a series of works aver a period of
seven months. Each of these works followed from, and added to, the previous one in a
progressive accumulation. The series began with the presentation of Thirty Days Work

and ended in May of the following year with a collaborative installation by Dan Graham,

louise Lawler, Peter Nadin, and Lawrence Weiner in homage to D'Arcangele, who had
died the previous month. Courtesy of D'Arcangelo Family Partnership.

The \_N‘ori( shown in this space s a response to the existing
conditions and or work previously shown withinthe spaco.
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lookers, buyers, dealers, and makers: thoughts
on audience (1979)
martha rosler

PRELUDE

The purpose of this article is to encircie rather than to define the questior. of audience, 1t
is discursive rather than strictly theoretical. The analytic entity “augience” is meaningfi.
ooy it relation to the rest of the art systern of which it is a part, and as part of the society
to which it belongs. This is nol to say that the question of audience must disappear in a
wellar of other considerations, but rather that there are certain relationships that must be
scrutinized if anylhing interesting is to be learned.

Photography has made what seems to be its final Sisyphean push up the hill inteo
lhe high-ar: world, and theretore the photography audience must be considered in terms
of its changing relation to the art world syster that has engulfed it. The most. important
distinctions ameng mermbers of the art audience are those of social class, the weightiest
detarminant cf one’s relation to culture. In the mediating role played hy the market in the

relaticniship helween artist and audience, the network of class relations similarly deter-

mines the relation betweer those who merely wisit cultural artitacs and those who are in

a posiion to bay them,

Hsrorical determinants of the artisTs presenl. position in the art system include
the _oss of ¢irect patronage with the decline of the Eurcpean arislecracy and artists’ result-
ing entry into free-markes status. One ideclogical consequence of modernily was romani-
clam and its cutgrowths, which arc a major source of currert atdtudes anout the artist's
proper response to the pubiic. Unconcem with avdience has became a necessary feature of
arl. producers’ professed attitudes and a central elemnent of the ruling ideology of Western
art set out by ils critical discourse. If producers attempt to change their relationship to
people ousside the given “art werld,” chey must become rnore precise in assessing what ar:
can do and what they want their arl 1o do. Tais is partizularly censral lo overtly politica: art,

Afler wrest’ing with these questions, arlisrs raust sqili figure out now 1o reach an
audicnce, Here a discussion of arz world inssitutions is appropriate. As phetography enters
the high-art worlc of shows, sales, and criticism, veople involved in its production. publica-
tior, ard dlairisution must struggle with its changed caltura: meaning,

In writing this article [ kave avoided assuming a close knowlecge of the mulerial

o1 the part of readers; 1 hope impatience won't tum the mote knowledgesble ancs away.

SOME FEATURES OF THE AUDIENCE

It seerrs appropriate to egin a discussion of "audience” by taking note of the fact thart there
iz ary:hing to discuss. There are socicties, after all, in which the social positioning of {what
we call) art is notin guestion, Bul segrnentation is apparent in the culzure of late capitalism,
where Lhe myths and realitics of social life can b seer to diverge and where there is an
unacknowladgad slruggiz between social classes over who determines “truth.” 1 our soclety
the contradiczions between :he claims made for art and the aclualities of its production and
distribution are abundar:ly clear. While cultural myth actively ciaims that art s a human
universal—transcending its Ristorical moment and the other conditions o7 its rmaking, and
anove all the class of its makers and patrons—and that % is the highes: expression of spiri-
+ua. and metashysical truth, high art is pazently exclusionary ir its appeal, casturzlly rels-

tive in ‘15 comeerns, and indissolubly wecced to big money and “upper-class” life in general.

{See tables 4, 2, 3 on the feilowing nages.)
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Percentage
Category 1578 1979 Change?
Architecture $4.018,263 $3,718,000 -2
Dance 6,539,231 7,783,700 +11
Exhibitior arts 7,201,210 8,005,000 +11
F otk arts 1532428 2,376,500 -36
Literature 3,772 800 4,000,070 +6
Media arts 8,077.281 2412400 +4
Museum aid 11,501,165 11,377.000 -7
Music 14,642,364 12,570,000 -15%
Opera 4,074,320 4,774,000 +15
Theater 6,577,686 7,098,300 +8
Visual arts 4,884,700 4,533,000 -8
Education 5074172 5,555,000 +4
Federal-state partnership 18,946,060 22,678,500 +17
Intergovernmental activities — 1,250,000
Special projects 2,973,002 3,369,000 +1z

Source: Adapted trom “NEA to Ask $200M for FY 1980 . .. 7 Arf Workers News (New York, lanuery 1373, 117,
1 Data farished by t1e National Endowment for she Ants, Office of the Northeast Regional Coordinater. The
columns do not sdd us o Ihe otal Sigures suso'ied: presurmably, adminstratyve costs accoant for the difference,

2, 1979 showed a 20 gercen® ircrease over 1878—ifrom 3121 millen to $149.6 million—and atout a 80 oercen:

iMcrease ovar 197775 budget of 594 mi-llion.

2. Droo reflects maney tsken out oF Masic category to establsh Opera-Music/ Theater calegory.

Note: The Art Workers News article clarif ed that the NEA was expeclad o request between 3180 and $200
milhar; the iatter figure, if acceplad, woala mean a 34 percent increese over the 1579 bucget of $148.6 millizn: “A
cpocesman . .. said that the Enoowment expects at least 2 modest increase . .. thcugh [Fes declined o spezuate
on the chances of receivirg the Tl a-pount requestea.” Tre Carter adminislration had earlier asked governmen:
agencies to imit increasss to 7 percant. {T1e 1979 budget increase of 20 percent over 1278 was 1 percent below
lhat proposed by Carter.d

Note *he sizes of music, Tedia, and rmuaseon allocations end the grants 1o slates, and compare the relatve'y
simall amount available in total to al wisual arls ooducess and crtics, Synrphony, sperz, and dance lobbes are repet-

adly wory powerful.

Table 2. Museum Attendance and Educationai Attainment’

Percentage of Each Categary Whe Visit Museums

Educational Level Attained Greece Polang France Holland
Less than primary .02 012 015

Primary education .30 1.50 0.45 050
Secondary education 105 104 10 20
Post-sccondary education 11.5 11.7 125 17.3

Sourazs: Adaptad fom Joln Berger et al., Ways of Secing {Lendon and barmorsdsworlh: BBC and Peaguin,
1972}, 24; dala origina ly drawn fram Siere Bourdizu and &lain Darkel, Lamour de lart {Paris: 2ditions de Minuit,
19697, anoandix b, tabe 4.

1. Tha dala. drawn from Eurosean surveys conduclad over 10 years age, can only be suggestive with resoect o
the United Slates, tut t scoms clear that having complsted a secorcary ecucetion fa higher leve of educatien in the
spcietes studian than in the Lnited States) oredispases a person to attend art rruseurs. Takieg the opposite tack -
querying art audiences asout educational backgraund—Iians Hzacxe po led visitors to t7e John Weaer Gallery i-
tacFattan's SatHo Lart dislric?) -n 1972, OF abaut 820 people responding, B0 percent wers T or had graduatad fram
zollege (84 percent of arlisls, // porcent of otrers wite a pro‘essicnal art interest, and 73 percent of 1hose without
sich ivterest), OF 4,347 raplas 10 Haacxke's guaery at the M waukes Arl Center in 1271, 39 nercent of people with a
arofessionzl interes:s nart #nd 59 percent of those without were in or had gracuatec from coliege, See Hars Haacke,
Framing and Being Mramen {hafilax: Press of 71e Nove Scota College of Arl and Des.gn: Maw York: New York Unive-
sity Press, 2975,

A mere statistical survey of high-culture consumership will delineate the audi-
ence and cutline its income jevel, iypes of occupation, and attitudes toward the ownership
of "culture,” serving quite nicely to show how iimited the audience really is to definable seg-
rents of the edicated bourgeaisie! and a minimally sophisticated opinion po:l will suggest
how exciuded and mtmidated lower-class negple feel f There are, however, no axplanations
ir1 the rute facts of income and class; oty a taeory of culture can account for the composi-
“ion of *he audience. Further, there is a subjective, ideclogicaliy determined element in the
vary meaning of the idea of art that is essential to people's relations to the various forms of
ars in heir culture. The truth is that, like all forms of connoisseurship. the social value of
high: art depends absolutely on the existence of a distinction between a high culture and a
low culture * Aithough it is part. of the logic of domination that ideciogical acceunts of the
meaning of high cuiture proclaim it as the self-evident, the natural, the only real culture of

civilized persons, ilg distinctive features are distinguishable only against the backdrop of the
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Table 3. Occupation and Attitudes toward the Museum!’

Skilled and White-

Of the places Isted below, which does a museum Manual Professicnal ang
reming you of most? Workers Collar Workers Upper Managerial
Church o6% A53%, 30 .20%
Library g 34 28
Lecture hall — 4 28
Department store or entrance nall in pukxic building — / 2z
Church and library g 2 4.5
Church and lzctuse hall 4 2 —
Likrary and lecture hall — — 2
Mone of these 4 2 19.5
Na reply 2 4 9

108 (n - 53) 100 {n =99}

100 (n =98

Scurce: Adapied fram John Barger et al,, Wavs of Seeing (Lendor and Harmordsworth: BRC and Penguic, 2972), 74, cata

arig rally drawn ‘ron Pierra Bourd-eu and Aain Daroel, Csmour de Vart (Paris: Editions de Minuit, 1869, eppendix £, takle 8

L. Pres.mably in [-ance, The occupat ona: categcries given de not reflect clear-cut ciass divisions, to vy way of thirking,

except hat "anua worker” cleany reoesets the tracitional wor<ing class.

Whan Fans Heacke po'led vistors to the John Weher Gallery in SoHo isse tatle 2 for 6 complete referencel in 1973, he askec

abaut their farents estimated 'socaezoncric bac«ground” (offening a vagle set o categeries having rers re ation tc i~come

tran scoaal classh Of the 1,324 repl es, 3 percert chose "poverty™; 18 percent. "lower m ccle income®; 34 percert, "uppmer

Tiddleancoma®; 4 percent, “wezlthy”; 11 percent gave no znswe (And 65 porcent reported thaic owa 1972 gross incore as

chder $L0.00C0 Inthe 1973 poll a1d in ove Heacke casried cut - the same circumstancas in 1572 (858 repl es), the foilowing

resporees ware obtaned with respact to cccupaton (@6 gercont reported an annual gross ncome under $10,0007:

ArtisTs

Professioral, technical, ane kindred workes (inz ucing

art profess.ona s other that dealers)

Managzrs, officials, prorietors (-cludirg declers)
Clerical workers

Sales workers

Craftsaren and feremen

Operatives

HioLsewives

Studerts

Othars

Mona

Mo answer

30%

rest of culture, Whas is obscured is the uoyuired nazure of the attitudes necessary for partak-
g i thar calture, the complexity of the conditisns under which ane may acguire them, and
the restriciedness of access to the means for coing so.

It can oe meaninglully claimed that virtually the entire society is par: of the art
aucisnce, but in making that claim we should be aware of what we are saying. The widest
audience is made up of anlockers—people cutside the group generally meant by Ihe term
"audience.” vhey know of high culoure mostly threugh neener and repert. The vast majortty
of people in the traditional working class are in this group, 23 are pecple in mest cifice, tech-
nical, and service jobs: they were probably taught the "valuie™ of high art in school and reraln
a certair: cnurchly feeling* about art but have little real relation te it Yet their krowledge
of the bare Jdneaments of high cuiture plays a par in underlining the seeming naturalness
of clags distinctions—that Is, in maintaining capitalist sooisl order—for the transcendental
loftiness thal is attributed to art arrifacts seemns attached a3 wel to those who “understand”
ard own them, the actugi audience. 1t nelps keep people in thelr place o know thaz they
intrinsicaly do not qualify tc participate 1¢ high culture.

Ag 1o whe does own aigh culture: Everyone knows whao they are, those men in
white ties anc tuxes, those women in [loor-enprh furs, the Rockefellers, the Whitneys, the
Kennedys, Russian balict cancers, the international jel set, the Beautiful Paople, the men
who run ke world of high anance, governrmens, and giant corparations, and their wives
and caughiers. They are very good al aniffirg the wind, and cvery time a cuitural praciice
is developed thas trics to outrun them and their ahility 1o turn everything into money, they
manage Lo huy it oot sooner orlater and tare it into investments. (7 their own cultural zren
“hey are, by definition, unbeatable.

Betweer the people wio owt and defline Lhe mearing of art as aigh culture and
these whoe are indmicated by it arc those who actively cultivate an "appreciation” of art as
evidence of elevated sensibilities. The rmew “professiona: and ranagerial closs,” someatimes
called the now petite bourgecisie, is marked by strong conscicusness of s agvantages vis- 4
vig Lne wage-enslaved working class and is just as strongly marked by its aspirations lowara
the cultural privileges of its class superiors, the »ig bourgecisie. Although the dimensions of
independence that cnce characterized this class pesition have been dramatically reduced,
lte professional and managerial class is still inciired o count s slessings whern It com-
pares itself with the working class, and it clings to its cultural pretensions as proof of I7s

unfetteredness in relation to the workaday world.
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THE MARKET AS MEDIATOR BETWEEN ARTIST
AND AUDIENCE

It i usefil 1o make a furtaer distinction ameng members of the actual audience for high
culture—that betwesn the audisnce simple and the market, a smallish subset of that audi-
ence. Such a distinction was of little meaning in Western societies when patronage relations
exislad hetween the dominant classes and artists, for then buyers closely controlled art
production; there was no other audience for secular works unti) late in the eighteenth cen-
tury. But artists developed a rheteric of productive emnancipatior: as patronage declined and
they entered into a condition approximasing the compelitive fres market—of which [ 52
maore below. Onee agaln, ideclogical accounts tend to obscure the conlours of both audience
and market, suggesting that everyone equipped with the right incinations may choose to
belong to either or both, The meaning of art {roughly, its “use value”) is helc to transcend or
even conlradic: its material exiszence, and discussions of the economics of art {izs exchange
relations} are confined o professional seminars anc susiness joumnals (and there is a for-
mu:laic ending for such ciscussions that is meant. to rescue them from philistinism: Taste is
the ullimaze iudge, buy only what vou like). The actual effecis of the market have thus been
made mystericus, But we can trace some of the parameters.

Certainly the very rich coilectors iinciuding corparate ones) arc stll the constant
substructural support of the art world. Big coliectors, now including photo collectors, aside
from keeping the cash flowing, have a great deal of leverage with museurn and gallery di-
reciors and curators and often are trusiees or hoard members of muscums and granting
agencies. They also donate {or selly contemporary works to museums, securing windfall tax
savings and driving up the financial value of their other holdings by the same artists In pho-
tograpny, what is now cast in relief is the collectors' ability to engineer the historiography
of the medium to suit their dnancial advantage. These are clear-cat influences of market
on audience at iarge.

There are, however, many people belaw the hign bourgeoisie who ouy art for dece-
ration, entertainment, and status—and very much because of art’s investment value, Thelr
influence is not formative, yet they constitute a vital layer of the markel. This marxet seg-
ment is far more subjecl to the fluctuations in capitalist cconomies than is big money,

though both are affected by boom-and-bust oy es.

As capitzlist economies experience downwarc swings, changes occur in buying
patrerns that bring abeut specifiable changes in what the audience at large gets to see.
For example, dealers have lately supported (by mcans of shows and even artists' salaries)
certain types of Lrendy art, inciuding performarce, which sell little or net at all but which
get reviewed because of thelr art werld currency snd which thercfore enbarce the dealer's
reputalion for patronage and knowledgeanilizy. Bread and bufter comes from backroom
sales of, say, American impressionist painiings. Whern money is tighl, the volume of invest-
ment declines and investors fall back further on market-tested items, usaally nistorical
material. This, as well as the general fiscal inflation, may cause dealers tc decrease support
to nen-sellers. But when cconomic conditichs are uncertain over a longer term and inves-
tors worry about economic and sovernmental stability—as now—many investors, incuding
institutions with millicns of deilars to ‘nvest, pat their money in art. Small investors aveic
the stock market and savings accounts and buy “collectibles” or "tangbles” Tangibles en-
compass gems, gold [notorious?y, the South African krugerrand;, real estale, old luggage, and
chjers d’art: vases, antiques, classy craft items such as silver and ceramics, and old art oy
dead artists—lately including *vintage" photo prints. People unconcerned with art discourse
can pe comtortatie with such work, especiaily when, thanks to the effects of the big collec-
tars, brand-name paintings and sculoture seem far too pricey. Thus, the level of safe, purely
investrrent, buying may rise dramalically while patronage buying ciminishes* With [he
falling dollar, inveslors from other countries ind trizd-and-true U.5. arl and colectibles <o
be good duys, thus also enlarging the marke: for those itemns—and skewing il toward thelr
parsicuiar [avorites, such as photo-realist painting. (At the same fime, countries such as
Britair that are in worse financial shape are experiencing an cuttiow of old master paintings
1o high biccers from everywhere else

As dealers concentrate on work that seils and show less of the less saleable, mu-
seums and nencommercial galleries alse show It less, Artists then make loss of it, though
Lhe newsr sorts of instilutional funding—teacning jobs and governmment grants—keep &
recuced amcunt of non-selling work in preduction and circaiaticn, at _east in the short run.
The balance begins to tp toward iceologically safe work. At any lime, the nen-buying audi-
arce {except for other artists) seems to have a negligible effect on what kinc of contempeo-
rary ar: gets supoerted and produced and therefore on what it gets to see. Popular resporse

ne deubt has somewhat mere effect on she planning for cultural-artifact museurn shows,
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such as the very heavily prometed King Tur exbibition at Now York's Metropoiitan Museum
of Av7 providing a convenien: reference for moves that granfing agencies and corporale
sponsors make toward these apparently populist and oflen wildly popular projects and

away from exhibis af contempeorary wark.

ART WORLD ATTITUDES

So tar T've talked about the actual audierce as relatively homogeneous and as beyond the
artist’s power to cotermine. But artists may want o reach a different audicnce frem tne
usual kigh-culture-consuming public or aifferent audiences at different times. The idea of
discriminating among publics is rare ir art conversation (though hardiy so in marketing),
with historical underpinnings. A cerlain lack of concern with audience toox hold with the
rormarsic moverent in catly-nineteenth-century Europe, s disconnection that was linkec
= Ihe loss of secure patronzage from the declining aristocracy and the State. Production
clearly predominatec, and rmarkeling wag treated as a necessary accommodation o vul
gar realizy.

The new conception of the artist was of someone whose productizn cannot ra-
tionally be directed toward any particular audience. In ore version the artist 1s a visionary
whose springs of creativity, such as Genius and Inspiration {or, in mid-twentieth-contury
Armerica, internal paychic forces). lie beyond his conscious control and whese audience
is "himself™ Alternalively, tne ardst is a king of scientst, motivated to perform “invesli-
garions,” “explorations,” or "experirmenis” to discover objective facts or capanilitics of, var-
ionsly, art, taste, nercention, the medium itself, and so on, for presentation to similarly
invesied peers,

& revolt against the carans ol high-arl procuction of the earlior, anstocratic order
helped clear the way for artists to choose their sudjects and styles more freely. But artists,
as a class now petit nourgeois, “naturally” tended toward a range of subjects and treatments
that was more in tune with the outlock of the new bourgeois audience-market than with
that of any other class, Yet artists’ marginality in thal class, and their new estrangement
frorm goverrment elites, contributec to a struggle against the wholesale adaption of the
bourgeois worldview and against the inereasing commodification of culture. Althcugh the
~ew mythology of art denied the centrality of the markel, questions of showing and sales

remained of great importance, even if successive waves of artists tried to answer Lnem with

rojection. 'Ihe language of beration began to oe heard at just the historical moment in
which all social relations were on the verge of domination by marke: relations. 'The varisus
bohernian-avant-garcist trends in nineteenth- and twentieth-centiry art have conslituled
a seriey of relections and repatriaticns with respect to bourgeois cilture, a serics united by
the'r initial contenpt for the market and he bourgeois audicnce at large. The art move-
merts of the late nineleenth and early twentietn centuries often were part of & larger op-
positional culture (and sometimes related to more direct political practice]. That was true of
a number of versions of “nedernism,” as most post-cubist art came to »e cailed. Yet, for the
moat restricted versians of formalist modernism, such as that propounded by the American
critic Ciement Groenoerg at mmidcentury, there can be no recoveranle reiation betweer Lhe
wark of art and its context other than thal composed of similar objects within the sesthetic
tradition and the answering faculty of taste.

Ir. the United States, Lne dominant kigh-art discourse from, say, the 19405 on has
&istorted the history of all forms of oppositional culture, whether explicitly part of a revo-
mtionary project or niot, into one grand form-conscious trenc, with a reientless blindress to
the formative influences of larger society and, thus, of the audience. Artists witn working-
class audiences or who ctherwise showed solidarity with revoluticnary and proletarian
straggles (or, indeead, their opposites, those who pracuced for the fiourishing academic or

"haurgeois reaist” marke?) are neatralized in this history Al most, it conceded that [passing

over the sirident thirtics in America, agairst which this history constitutes a reaction) art
and poiitics were [ruilfully linked orly in revolutionary France and the Soviet Union, and
sher but nriefly, in the transient, eupherically anarchic moment of liberatior.

‘The proscription. against a clear-eved interestin the audience is part of an elabe-
rated discourse on the nature of ar: that was developed In the period of conscidation of
industrial capizalism. Resting on the philosophy of Immanuel Kant, the eighteenth-century

£

German idealist philosopher, rmodernism has »ulitits house on the base of “artstic freedom”
“rorn the audience-marke? and used as its architect the faculty of taste. "Taste” is the con-
struct Kant asec (in Tre Critigue of Judament) regarding human responses, including anpetite
and sexual desire, morality, and religious sentiments. In the Kantian tradidon, the assthelic
has no chiect or affect ather than the satisfaclion of taste, and all cther concerns are ex-
cluded as contaminants. For the presert topic, the signal issue is the impossizility of 2 sense
of responsibility to any audience, a ban Lhat was related 1o the romantic figure of the artist

as utter.y alone, perhaps a rebel, unassimilable within bourgeois social order, and, finaliy,
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uncomfortable in his own existenice In the folklore of advanced capiralism this Zgurc les
behind <he unsympathetic mass-culture view of the average artist as & kook and a misfit,
ar az best a lucky {because financially sugcessiul) fraud, reinforcing the confinement af a
positive relation ta high art to the socially elite, speciaiized audience.

The protocols of laste inveive a curious attitude toward judgment; ludgment be-
comes z kinc of noncalculated, innate response 1o the work, almost a resonance wilh in.
Norrmal stardards of judgment about the mearing of whal one sees before one's eyes are
negated, and in partcular the referential ties between the wotk and the world—especially
the social world—are broken, The signal system itself becomnes the proper subject of con-
versation. Mass audiences know that there is a restricted body of Xnew_cdge that must
be used to interpret the codes of art at the same time that they recognize their sutsider
status. Omne s left confronzing a void of perrnissible respanses out of which the exit line is
often an apologetic and self-derogating "l don't know arything zbout art, but I know what |
|dor’l] like." For the art world audience, the knowledge that infarms their taste recedes into
unimperiance compared wilh the comnplirrent to their inborn "sensibilities” (laste) chat an
appreciaticn of high art offers.

Modernist American critics with the power to define a discourse and an art prac-
tice, such as Clement Greennerg, posited an opposition between bourgeais high cuiture
ard a more widcly comprehensible culture as thar between avant-garde and kitsch, and
imagired avant-gardism to be magically revolutionary through a liberation of imaginaticon
without any need tc change social structures; others, like Harold Rosenberg, derided the
valuc of art infermed by "community criticism,” inetead favoring idiosyncrasy and wnwilled
art; and seores ard aundreds of critical hacks have emulated, erchellished, and populanized
these dogmas.? Informing thie critica’ line was a militan: anti-Stadinist tearticn against the

thirties' art world progressivism,

THE CONCERNS OF ART

How might ardsts and other cultural workers abrogate the gospe: of genlius, isclation, and
formalist concerns? Once we even think to posc the question of now e construct an au-
dience, we are confronted by questions that Inzervene ™ We must, for exampie, ask our-

selves what the noint of our art is (despite the injunction against pesing this guestion),

For instance: to enfertain, amuse, divert, confuse, defuse, inculicate, educale, edify, mystify,

beautify, satisfy, tickle the sensibilities, alicnate, make strange, terrerize, socialize. Some of
these are incidental to other art world purposes, such as turning a prefit, getling grants, or
maxing a reputaticn.

All a1t, from the crassest mass-media production to the rmast esoteric art world
practice, has a political existence, or, more accurately, an ideological existence. It cither
crallenges or supports (tacitly perhaps) the dominant myths a culture calls Truth. There
was a dry peried in the United States, from about the Second World War through the Me-
Carthy pericd to the mid-sixties, during which the arl world slammed shut to even mildly
socially invested wark " But after the cultural neresies of the sixties, the neutralist cultural
mornolith pegan to crumble, and art with a conscious political crientation could enter the
hreach. Ineories of culture (as oppesed to simple ideclogies and journalistic promotion)
that began to gain currency in that period have proved useful ta the cevelopment of an
informed art practice.

Following a taxonomy of politicized art developed during the brief peroc of Sovie:
cultural experimentation, we may categorize art according to irs intentions: to agitate about
imrrediate issues, suck as pardcular strikes, health hazards, tenants’ struggles: 16 propa-
gand‘ze about more general questions, such as personal liberties, institutionalized violence
against wornen, right-wing insurgency; or broad theoreiical education, such as the social
significance of economic events, the strategies of cultural forms. The words "agitation” and
“propaganda” evake a tamiliar negative respense in us. They call up piclures of clenched- st
posters, yet iz skauld go without saying that culy crude works of agitation and propaganda
are crude. and only those that offend our idealogical precepts are dismissed oul of hanad.
Propsgandistic and agitational works from earlier perlods are often recuperated; photogra-
phy provides unending examples i the wheiesale legilimation of past photographic prac-
lice. State-propagandiss enterprises theorslically should strike us as most ebjectionanle vut
in reatity may be the most sasily recuperated; it is those propagandizing against the State
that are the least acceptable. The gigantic State-propagandist Farm Security Acministration
corous, or to choose a less momentous but more recent exarnple, the courthouse survey {in
whick a cocrdinated group of documentarians photagrapred aistorically significant court-
houses), are readily recovered for art—usually in dismembered form, culeur by auteur.

The theorelical, which is most sirnilar to the art-theoretical modernist project, has
the greaest snob appeal and is maost casily assimilable into high culture It s notoriously

prene to tutn back on itself and vanish into form-conscious academicigm. Yet there are
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fundamentz] theoretical 'ssues that deserve alring before a mass audience; even to deman-
strute how ideciogy is Tooted in social relations is to advance a theory of cullure.

The audiences for each: type of work deoperd not on the category but on the con-
zent, inciuding the (orm. The "audience,” ther, is a shifting entity whose composition de-
pends not only or who is eout thers bt on whorr yon want to reach with a particular tyope
of wark, and why There is a generalized passivity in artists’ relation to their sudiences,

Towever, built into the structure of the art world.

ART WORLD INSTITUTIONS AND SUPPORTS

The “art worlé" (revealing tern!) includes the produocers of high art, u segment of its reguiar
consumers and supporters, the institutiens that bring the consumers and work together,
including specialized publications and physical spaces, and the people who run them. Since
the art world is fundamentally a set of relations, it also encompasses 21l the transactions,
personal and social, between the sets of participants. The gallery system remains basic to
the art world. The conception of the galiery is tailored to the siill pervasively modernisl view
of kigh art: the gallery is a space apart from any concern other than Art, just as art’s unly
rightful milieu is Art. The gallery is a sccular iempie of Art, just as the art within iz is the
secuar replacemnent for religion. The invisible motto abave the galery deor reads, "Abandon
worldly concerns {except if you're buying), v& who enter here” The paradigm is ane in which
work is made apart from an audience and in which a space is then secured, at the sufier-
ance of an intermediary, where the audience may “visit” the work {and where the few may
appropriate i physicailyl. This seguential network paradigm of artist/artwork/gallery/audi-
ence severs any sense of resnonsibility or commiiment to an audience, and political artists
must seriousiy gueston wnether it isn'z against their inlerest 1o perpctuate it

A mrain arena for art discourse, the art journals—they are actually Trade maga-
zines—have played the utterly vital role of unifying information {anc therefore have helped
nail the coffin 1id shut on true "regionalism,” which could not persist in the face of interna-
ticnialized commurication and markeling). Botk: the front and the back of the beok- - both
feature articles and reviews—arce essential. In Lhe sarly seventies the major attention given
lo photography by Artforum, the pararmount journal, forged a mighty link in the chain tying
photography to the art world. Tre relaticns between jourrals and galleries are close and

oo often cover:ly financial. I will pass Lightly over Lhe fact that the field of art criticism ana

revicwing is peppered with puff pieces wrillen by peapie enjoying closc relationships with
dezlers, a fact too well known to be belabored, and a praclice thar may be more widespread
in Furope than I America. But joumals patently live on their advertising—gallery acvertis-
ing. The *new” Ariforum of 19/% to 1975, which ilonized photography and began a hesitant
nut injudiciously trumpeted foray into cultural criviciam, was slammed oy the art world
powers-that-be (who literally seemed to fear a Marxian takeover of the editorial policy}, and
was immed.ately faced with the danger of destruction oy the withdrawal of galiery advertis-
ing. Dealers folt that reviews, which are whal bring the biyers, were becoming sparse and
sloppy and that in any case the Journal was jecpardizing its impariously aesthetic vantage
point. Exeurs: the editors.

' additior: to commercial galieries there are other places where art is exnihited.
Thers zre txe musewns, of coitrse, but such institutions as large corperations, schools, and
even some un‘ons run noncommercial galleries as well. These galleriss lypically play only
a sma.l parz in those organizations; thelr reagons for existing arc ideologicai-—to salisly
puhlic-relations goals. Large corperations avoid controversial work, wanting to appear as pa-
wrons of Art-in-general, not as prometers of this or that trend. They wanl Lo hrand the work
ratner tnan have it brand them, This is not patronage but sales and hype.”* The 2udience
tha* cornorate gaileries attract is much like the general gallery-going publiz, though it may
include the more marginal members. The ticket of entry remains some previons mculeation
ir the social import of high art.

Sraze anc municipally funded art museurns play an intenmediate role. Having @
democratic mandate, Lhey cater to the broadest audiences they can safely attract but nave
special slots for each levei of culiure. In Lne disquiet of the sixties, many museums openad
Laken "communizy-oriented” galleries to show melangss of local work, mass culture, etnnic
heritage, and folk-art remnants. But the "tarlemn on My Mind" fiasco of Thomas B F Hov-
ing's tenure a* the Metropalizan Museum of Art in Now York demonstrates what trouble
high-culture cenizens can cause themselves when ey attercpt large-scale interpretaticns
of "mirority” cullure

Museums of modern and contemporary art address a more restricred audlerce than
municipal ones. New York's Museum of Modern Arl, a project of the Rockefeller family anc
the Kremlin of modernism, is the orototype in terms of its architeclure, its id=ology, and the
social group it addresses.™ I's dominalion extends to contcmporary photography and its pu-

Lalive antecedents as well, thanks to the etforts of John Szarkowski, curator of photograpiy.
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Museums and noncommercial galleries are under the Dameclean sword oi censor-
ship in the form of dismnissal of curators and divectors or withheld Hnancial support from
pawerful donors ar hoara meribers with conscrvative tastes. As [ suggestec earier, the
culzural climate for the showing of “advanced” work (zhus, likely to de of low market value}
darkens in times of econoric constriction, As museums are generally conceded to be in
some Lroubie, many have even opene boutiques selling copies ana cultural artifacts within
their walls: these thriving Husinesses create rips in the seamiess ideclogy of musealogy and
have upset many art world observers. The Decenber 6, 1976, issue of Newsweek reported
that "New York Times art critic Hilton Kramer has accuscd them of desiroying the 'sacred

nush’ that szould pervade musesms by distracting patrons with ‘counterfeit materjale ™ *

The advancing bureauoratization in lis corporate-sponsorsnip forrm is ominous, for here
audience taste may have its stronges! negative inflience. Corporate sponsors want treir
names to Teach the widest muselm-going aucicnce and. as in their owr: ga.lerics, wish to
SUpPPOTT oriy sure winners, art that poses the least challenge to entrenched points of view.
Corporations sponscr exhibitons of securely commodified art and that which is most ac-
ceptahle to mass culture.”

perhaps only the few union-run and community spaces, especially those of and for
“minority” commurities, regularly éraw audiences that are solidly working class. ln many
cases the art shown is art tade within the community (which, of course, is also true of the
art world community), and the work has some chance of being topical of cven polemical. Of
all gallery situations it may be here that radical, nppositional work has the best likelihocd
of realization. Although junier-college and library galleries may also take charces, most are
more likely to show work that reveais a missionary intenticn to bring a warmed-over high
art down to the viewers.

In general the gallery sysiem helps keep art directed toward tne raking ¥ proc-
ucts, toward individua: authorship, toward a consistency of mediurn and style, ang toward
a generalized content. in the art world of “he mid-sixties, there was a whoiesale rejection
af the tiny 2ut hegernonic New York gzllery system.* Some artists attempred to conlradict
the coramodity status of art by making work that seemed unsaleanle or that was muliiply
reproducinle; some began coing “performance” art. Butin the succeeding vears, the scores of
rew commetcial galleries that apened, and the older anes thal reoriented thermselves (later
coening cutposts in Solio, and so onj to cash i on he boom in the ar: market, provided

potent rerinders of how closely art has rernained tied to commodity production.

Efforts 1o hypass the gallery system ircluded the forrnation of mililantly insurgent
artists’ cooperative galleries, especially by women; the increasing use of elecironic and print
media, which could be distributed by artists themselves at [ttle cost; and the creation of
“alternative spaces” for showing work. The fermation of cooperatives was born of faminists’
resolve to reach audiences both outside and within the ar: world, Gespite the exclusion
of mast women from estab.ished instituticns, as evidenced by the minuscule percentage
of wamert ir exkibidens. More fundamenially, they meant to shake the profoundly male-
saprematist ortnodoxies of the art world, Cooperatives aveid the demination of an inter-
mediary but ofton requiite a prohibitive amount of time and money; and some are simply
alternate routes to glory—and the same old audience. As for elecironic and print media,
they can be quite expensive and are also now well along in trne process of commodification:
of coarse, their ootential for doing something different isn't exhausted.

Sn-called zlterrative spaces embodied a reaction againsl curatorial hicrarchies,
ofter: a certain cordempt for the glamsrous upper reackes of the audience and. outside
New York, sometimes a rejection of New York's deminasion. Begur as a democratizad way
of circuiaing work and iceas among a smal.er rather than a larger audience (producers
ratrer than shoppers or browsers—they are sornetimes called “artists’ spaces™), they pose
ra inherent challenge to art world iceclogics, and some have already “ndergone a fair de-
gree of ingritut’onalization, having latlerly been acapted tc provide a funnel for government
grant meney. Those run by artists tend to have a more-or-less explicit anarchilc philosophy
hut, contradictorily, often rely on state funding, They ofter serve as a testing groeund for
dealers and generate publicity that may lead to sales. They have been maripulated, by
clever dealers and others playing cn the issue of artistic freedom, into showing work tco
controversial for a more mainstream gailery. But again, iscal conscrvatism is taxing ixs toll
on alternative spaces {a few of whizh are known to have run througr astounding sums witn
small results), and many venues may become less brave as they also hecome less numer-

ous anc hurngrer.

THE ASSIMILATION OF PHOTOGRAPHY

The late sixtizs and carly seventies were the high period of the insurgency efforis [ just
described, which wers fueled by a largely antiwar, antiracist, and feminist ercrgy. That

was a'se the moement in which photagraphy entered the art world. Conceptual and pop
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artists who wanted to avoid the deadening precisusness and [inish of high art anc who
were moving toward a narrative literalism brought photography and video into the gaileries;
far pop artists, pholography was a form of quotation from mass cuiture, no maore intrins!-
cally respectable than comic boogs. Conceptual artists, moving away [rom “object mak-
ing," a’'so were attracted by the anorymity and negative valuaticn attached 1o these media.
But, never far behind, Gealers ‘earned to capitalize on the unscllanle, at thal moment by
adopting and reifying "documenilatior,” which relies most heavily on photography anc writ
ter: matenal.

In the early severties the lack of an estabiished new style, the escalating prices
of traditional art objects. the end of the stranglehold of the modermis: ¢critics, and the con
sequent weakening of the commercial galleries In the face of wider cconormic crisis helped
dirert attention loward photography as an art form and as a less exaited commodity. On
a more hasic level of society we can look to the restructuring of cultiare in this pericd of
advarnced capitalism into a more homnogeneous version of “the society of the spevtacle™
a process accelerated by the increasing Impoertance of electronic media {in wrich ali iradi-
tiona) art is represented rather than seen) and the consequent devaiuation of craft skills,
along with the collapsing of 21l tormz and understanaings of high social slatus inte celebri-

tyhood, or “sturdor.” Dominant cultural forms are increasingly able to absorb instances of

oppositional culture after a brief momen. and corvert thern into mere styiistic mannerisms,
thus recuperating them for the rrarket and the celebratian of the what-is. In the emserprise
of celebrity prarroton- -of increasing importance o tre art world from the time af the
abstract expressionists onward and now central lo the social meaning of az -the role of
photegraphy is funcamental,

It is possible that the meaning strucluve of arl has been uncergoing reorganiza-
tion while the market merely faltered briefly and Lnen regained its stride. The fate scventies
may turn out to have secn a revanchist period in whick the controlling interests within
the audience and market elites regrouped to reestablish the stralification of the audience
and is objects, thereby reasserting, ‘or example, (e preeminence af painting as standard
pearer and tangible investmenl. I any ¢ase, photography’'s position is neither threatened
nor threatersng but rather raticniulized within the system.

Whatever its causes, the rapid assimijation of photography inte high art has tukan
place within a continuing serjes of changes in the place of pheiography within our broader

culture as well as in the meaning assigned to photography as a force within art. The inter-

ming.ed histories of photegraphy and painting, formerly disavowed, are now paraded by
octh sides, tnough mare so by photography pecple The follow’ng chance quotaticn from a
review reveals the occasional absurdity of using these media to vaidate ezch other without
acknow.edging conditioning factors outside the ceuvre of parlicular producers: *Ter all his
criical sobnety, {Walker [vans| was cne of the fathers of pop art. ... Evans’ farnous prinl of
a small-town photographic siudic . . . looks forward to Andy Warkol's hundreds of Carmpeell
S0Up cans, each painted in its littie nicke on the canvas."® As photograply has moved closer
in and farther out and then nack again to the cnarmed circle of high art, it has renlicazed
the deology and many of the gambits of the more established arts. In the current prase
of art worlé acceplance, the “Eistory of photography” (oid prints. called “vintage” prints) is
doing better than conzcmporary work, & fact that seems unarguabiv markes-determined.
Fhotography is selling well and gelting regular critical attenten {and therefore atrention
from the art zudience); art world interest still tends to be confined o dead phatographers,
lo & few unassailabiy established dving cnes, and to those closest to conceptual are.* There
is little Intcrest, indeed, in the phaotographic discourse that was craft-orientec or a pale ver-

sian of ahstract expressionism, and a new discourse is being developed that can he betler

asgirnitated to art world discourse. Photo critice are retiring in disgust, outclassed by New
Yerk art critics working nard o create, vorrowing from oppositc European schocls of liter-
ary ct cultural criticism, wha often amounts to a mystified language of commenlary and
analysis in which toc couch ncreasingly escteric accounts of the supposed essential ele-
menis of phetocgraphy.

For maost of the art world the acceptance of shotography seems ded to a vision of
it a5 conforming to the modernism now moriburd in the other ars. That is not accidental,
It was neccessary to the process of ils legitimation that photography pick up the torch of
formalism and distantiztion from real-world concerns. Photography had to reconfgure its
own high culture/low culture split: a central reatter for photography, which has penetrated
daily life and infermed cur sense of cullure as ro form of visual representation has before.
Photographers are very conscious of Szarkowskls controliing influence, as regnan: photo
czar, in delermining whose carcer shall ne advanced and what gets sald about contempo-
rary work. Aside from his responsibiiily [or Lhe course of the careers of Arbus, Winogrand.
and Friedlander, Szarkowski has chagrined many interested cbservers oy his recent eleva-
Lior of William Eggleston from virtially nowhere, successfully cornering color phoiography

o recia nh Hers 1 nat Haag C Tt i i i
befere mass-mecia photograpners like Ernst Haas or postearc artists like Eliot Porter might
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be siipped inte the Lop spot. The specifics of ris influetce on discourse affect the most
= ndamental relations betweer “he work, the photographer, and the world. They include an
insistence o the privaie nature of photographic meaning {its ineffable mysleriousness) and
on tre disjuncture between The phoo itself and the occasion for its making— well-worn art
world commonplaces. It can pe argued that these clerents of an clder art world discourse
<till dominate most photograpzic procuction and sales prome:ion while the new art-critical
enterprise is Testricted to art journais and anti-Szarkowskian production.

Concomitantly wirh he elaboration of the reccived docirines of photography, the

picluze of fhe guintessentially modern {art] photogranher as a marginaliy socialized person

has frmed its owilines. il stands in contradistinctior: to the comeeption of photojourna
ind cocumentarians s hard-bitlen, still artisana., and rational, and to that of fashion pho-
tograpners as sycophantic {except the few with gooa publicily].
| can recapture my astonishment at Dorothea Lange, in an Zterview hlmed very
near her death, descrining a forgotten wartime photo she had rediscoversd when prepanrg
har retrosnective at MobMA (heid in 1986} Szarkowski hovers nearby throughout the flm,
We sec the photo, showing many men an¢ women filling the frame, frozen: In the ariihcial
ranks provided by a broad but unseen staircase; they are dressed as industria; workers and
they seem to be going off shift. Lange interprets the proto for us, niotn terms of the unity of
thase people it & comrmon purpose {war production); rather she says that each was lookin
oft inte a private internal world. There was & terrible approprisieness in this: For sameone
who had just survived he {ifties, the pericd of the deepest ardstic passivity and withdrawal
inlo a phantasmic universe, so tc rethink the meaning of her project was 10 stand it on its
read, converting a tight, utiiilarian identi‘ication inte a grossly atorcized indiwidualisrn.
Thers was no gun at Lange’s head; the role of cultural commyissar has been aiffused amorg
the multiveiced nropagandizers, Szarkawskl among thern. In a fundamental way Lange’s
account reproduces the changed accoun: of the documentsty enterprise itself, (rom an
outward-ionking, reportarial, partisan, and caliective one 10 a symbolicaily expressive. op-
positional, and solitary cne. We may take Robert Frank’s practice to mark this transition
from melonymy to metaphor.
Artistic solipsism has now advanced farther thar tne Lange narrative suggests, yet
the incident represents a turning, within tne course of development of a single artist, away
from social cngagemen: Inte the psychoiogical interior. Tre art photographer has laken on

some of the baggage of the familiar romantic arhst—In this case cne bound o the nuse of

upparatuses to mediate between self and werld—whose ulttnate reference is simply that
seif, More and more clearly, the subject of art has Become the self, subleclivity, and what
this has meant fer phetography is that phatography heading for the gaileries must be resecn
in terms af its revelatary characier not it relation to its iconic subject Sut in relation o its

“real” subject, the producer.

LEVELS OF AUDIENCE AND MARKET
FOR PHOTOGRAPHY

For most of the art audience and especially for buyers who wan: inveslment that wiil ap-
preciate in value, the cerlainly atlaching to elevated sentiments, to the Kanitian rhetoric of
removal and tormal values, to the denial of the relevance of subject anc context, offers the
reassuring familaricy of a discourse that sounds lixe art-ten-years-age, dishing up again
the ruling ideas of painting fram the lats forties through the sixties. Many photographers
produce for this market, and young ones are trained to do sc. leaming as quickly as young
professionals in any field what the road is to success.

So photography penetraled Lne high-an audience in its mement of nesitation and
ralsed 1ts sights above 15 previous audience o cther, often amateur, photographers, Tac
clder, hoboy-onented phote magazines may still concerirate an craft: printing papers, films,
lenses, exposure times; but elsewhere Lhe new semiological discourse appears. The new
phote journals are being constructed on the moedel of art jourmals anc the newer, cheaper
newspapcer-sormat publications. A great urgs for respectability emanates rom their very
typefaces anc laycurs. Nevertheless, Lhe armallness and newness ¢f the [leld s betrayec by
the existence of an avademic journal calling itself simply The History of Photography.,

In the reglm of producden, a theory-inspired aporeaca refetred to as structurzal-

ism, a latter-day minimalist rmeodernism berrowed from small flmmaking, appears in art-

photo galieries, wrereas it could never have entered the phote galleries of an earlier epoch;
it has not made it into the controlling commercial aealerships such as Neow York's Ligat or
Marlperougn galeries. It is usuzlly art audiences and hip fringes of “he photo aucience—
maostly irieresied professionals, including curators and critics—that are the audience and
potential market Zor such work.

While art photography was divorcing 25 old audience and remancing a classler

pne, the industry was increasing its pursuis of the amateurs.™ Reports of the new statuz
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of pratography are disserninated in versions appropriate to ever-widening circles o the
audience. Tre vaiue of the categoties of photographic pracice, from high art to advertising
to family commemorative, ’s raised, and ali the corresponding markets swell in response.
Photo exhibizions and arl world attention to potography sell camera and darkroom eguip-
ment ‘n 3 way tha painting shows never scld prushes and paint. What accident can there
he i the fac: that the Mussum of Modern Art slarted prorioting color pholography just
wher: the fncustry staried pushing horee color darkroom equipment in a big way? One can
imagine the bornanza of one-dimensicnality in store for us if photo corpora ticns like Kodak
can sponsor prestiginue exhbitions of auratic prints “rom photographic history that will ot
only serve 23 terrific pudlic relations hut also lead 1o an immediate leap in corparatc profits.
Perhaps Fastman House can have itsell deciared a national shrine as well.

A new intelligen:sia of photography is currently developing in universily ore
grams. They will be equipped to dispense the correct culturai line on the meaning af the
events being used to mark the march of photography znd to shape tne recelved utterances
=bout current work. There is a muluai legitimation at werk: People are engaged in codliving
a body of knowledge, lhe study of which will lead 1o the slatus-conferring professional cre-
dentialing of nersons who will be emnpowered to gran’, by their public utterances and other
forms of publicity, a legitimacy to that reified cultural entizy “the history of photogranhy”
and 1o specific works within it. As the erterprise of art history {izsclf coalfied precisew to
vatidate works for collectors) has amply proven, tre elfect of this iepitimation on the mazket
is direct and immediate

The pantheon of past greats will surely continue to he enlarged with new "dis-
coveries,” ta forestall the exhaustion of the stock of vintage prints. Photographers will at-
tend parties at which they can meet art and vccasionally photo critics, may read a few art
journals, and will leam to control public staternents ahout their work. One may ba sure
2150 that the firmer the rold photography gairs in the ari. world, the more regular will be
the attack on photography’s truth-telling abilily and on itz instrumentality. Already there is
listle distinction belween Winogrand, Arkus, and Avedon in their rela:ion to a truth above
the slreet. Further, a helief in the truth value of photography wil oe ever mors expiicitly
sssigned to the ancuitured, the naive, and the philistine and will serve to define e out

of lre audience of arz photagrapiny.
1 confess 1o looking at the transformation of photography with a mixture of

armusemens, frustration, and aws. [ nave no sentimental longings ‘or the clubby days be-

fore the surgs of the market swept the photo world away,” but I am pained to see the
mass-hypnotic oehavior of those who thoughl they lived in a camnfortable backwaler bus
now find themselves at the portals of discavery with only a haiting znowledge of the lan-
guage of utopla. [ won't forge: the theory-terror exhibited at the Last meeting of the Sociely
for Photographic Education (my first], or people's (zar of cffending anyone at all, an the
chance that a job, a show, or a ¢ritical netics mignt walk away fram “hem: [ 2oth understand
ard den't understand the pull of fame s it roars near. Arlists have had a longer time to
learn the pame *

Thereis z sense in which photography, the most reifying of representational farms,
verbal or visual, is a sitting duck for the 9ig guns of art. Even in the earlier moments of
pnotography’s gal.ery life, the cralt orientation was pervasive; the tradilion of single fine
prints ir: white overmats merely replicated the presentational s#yle of paintings and graph-
ics. In Stieglitz's universe, art hiad to be a proptar hoc motive, not a belated discovery ir; wWork
originaliy meant. [or use. The conversion of photographs that once did “werk” ir*e noninstra-
menta; expression marked the next great Zeap inlo art. In the historical moment of ite witer-
ance, as [tricd to show earlier, this insistence on the uselessness of art was meant as a crv of
the producers’ lineration from the object relations of their product. In an ironic reversal, the
derial thal the meaning of phatograpks rests on their rootedness in Lne stream of social life
preserves the photograph at the level of object, a mere item of value hanging on a wall,

[t requires quite a lot of audience training o transform the relalion between a
viewer and a photograph to one primarily of mysteriousness, though Lhe gallery dislocation
kelps. The dual questions of art’s instrumentality and of its Lruth are particularly naked
in reiation to pholograpky, which can e secn cvery day outside the gallery in thé act of
answering 1o & utilitarian purpose, in assertions of truth from legal cases to acvertising
o news reports to home a'bums. This cullural disjunction, made possible by commuod-
ity fetishism, accounts for the desperation. with which young photographers snatch at the
vulgarism that only lies are art and that the truth of phetegraphy must therefore be that it
{s all ar:ful lies, constructions cutside the understanding of the commor mynd. There is an
exquisiteness to this hermeneutic, 4 quiet ecstasy that acesmpanies the nurported li*t in
understanding that sces beyond the world of appearances through the agency of racre light,
magical light, ir. a leaden culture gone unidimensionally objecl-bound. But the art world's
sleight of hand consists in substiruling another mystificatory veil of “neaninglessness” for

the naive one of transparency.
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Tot us now imagine a relation: hetween viewer and phetographic project in which
the producer actively shares a community with the audience in a different way from the
comraunity she or ne shares with other producers. [ will ngt make an argument here for a
vractice that comes far closer to this understarding of art and its place in the world® As
a polar situation, we can imagine the disappearance of the idea of aucience, along witn,
perhaps, the ubiquitous standard of the sirgle producer. In the real warld we can maintain
the movernent toward this pole as a lendency. Iimagine the Implication of the audicnce in
the formation of work: Tt is just this 'mplicaticn of community that is profoundly embecced
in the meaning of art_Its present lack of d’sconnectedness is more powernical than real, and
it nas loft preducers at the mercy of everyore but their wicer -nonpurchasing—audience.
It was art historian Arrolé Hauser's observation that the doctrire of art’s USCLESSILESS WiHs
the result of the fear of the uppet classes after the French Revolution thas they would lese
control of art.

The lie of of4cial culture is that social'y invested art is sulied, deficient ir: its con-
ception, deformed in its gestation, brutzlized by <he conditions of its birth, and abused inits
liferime. To rescue ourselves from this damaging fiction surely requires a new erzancipation
frorm marxet relaticns, and i dercands a rethinking of 2/l the facets of the produciion of art
within culture. The lcveiing effect of money, of comrodity relaticns, sc tnat all photographs
are equa; regardless of whal frey depict ard ir which standards of guality are exterral to
iroriographic staternent and ntent, canrot go unchzllenged:

To supply a productive apparatus without trying ... 10 change il is a highly disputable activity
guen when the material suppiied appeurs o be of a revolulionary nature. For we are corfronied
with the fact . . . that the kourgeois apparatus of preduction and publication s capaie of gssimilat-
ing, indeed, of propagating, an astonishing amount of revolutionary inemes Without euer seriously

o o . e e iR .
pulting into question ils owr confirued existence GF that of the class which cwnsar

To mzke this argument s not to cadl for arlists to change masters bt to effect a
break with preceding praciice in a strang and meaningful way. We are in a period in which
appositional practice is regaining swength and taking on internaticnal aspects. We must
inventivaly expand our contrel over vracuclion and ¢nowing, and we st $imutaneausly

o : | 1 Zor Wi :
widen cur oppcrtunities to work wit~ and for pecple outside Lre audiences for high art,

not as annunciatory angels bearing the way of thought of the hautz monde, but to Tipture
the false bouncaries hetween ways of thinking aboul art and ways of actively changing

the world.
NOTES

1. Hans Haacke's sLrveys at warious locatiors indicatz that the audicnce far contemporzry work seemrs L be
made Jp of a very high pereentage of peon e who are occupatena ly involves in art—museurn and gallery orofessionals,
ari'sts, art t2achers, ert studenls, critics, and at Sistorians. Sce Haacke, Frarming and Being Framed (Hzli‘ex: Frass of
the Mowva Scotia College of A znd Design, 19755

2. Picrre Bovrdieu and Alzin Darbe’, Lamour de fsni: | es mosdes darf euronsens of iowr pubiic ! Peris: Edisons
Za M nuit, 1968),

3. Thersisadynamic betwesn high and lw culiure, aswell, inwich clenents with.r 2zch represent either in-
corpovations or rejections of corrasponding slemnsnts withi= the other, though thal doss not affect the zraument he-e.

4, Bourdiew ara Darbel, Darnour e Vart, 18,

5. For this army of amall celectas, the project of e late Nelsor Rockefeller to praduce up-market mitalions

hefc out ths prom'se of imiten-ediv'on, lessy looking art chjccls with me tantatizirg combination of ‘maginary and reai
ownarship: imaginary company with the rich, te hint of solid nvestment bould to rise i value, Scz nole 16

& Tounderling this poont: Investment in ail has beer ciscusssd increasingly oflon i busicess magazines and
cthe periocicals addressing people with money, sspacialiy in light of the stock markel's “Cotober massacre” cevalu-

alion of 1978 In "The Art Market Inveslurs Sawars,” i1 the Affannc Monih)

Laruary 1975, Deboral Trusiran

zordresses the market’s incredible boorn: "Artis big business. Sothetsy Parke Bernet, the ‘nternaticnal auctio= house . . .
arngunced sales (in Americal of $172 mallion for ... 1577-48, an nerease of $32 rullior over the provious yeas .
More Amaricans 1ave becorme wary of irflatior and Pave begr - pulting mare capital . rtc works of art.” She qolss a vice
president of Sotheby's v New York whe cited a market survey showing that “the young prefessicnals, e high-sa aried
lawyars and business exscutives” maxe Up a large segment of the newer huvers.

7. "TheTreasares of King Tutarkharmer,” #1e g0 d-Feavy mid 19703 traveling cxhisilion of loat from the omb of
Ihe 1&th Dynasty ohzrach (the tamt: lamously spenad by Enghsh archaeclogist Howard Garter and othars in L922), was
the origina blockbuster exkibizion, the art show w0 which the term was lirst applieg. Drawing crowcs of unprecedenlo:d
size ard composition to New York's Meropclitan Musaum ot Arl asd b ts numerous subsecuent verues, i se Iba
standard for muscum allandance, and penzps for popu isl ype, 1o the dismay of mary.

8. "Hersell” was very rare,

a. From a randomly se'ectec book and page: “oritics and histonzns are temptod o blame the [Lnsatisfactony’
siluatan on the dominance of caollectors” or tastemzkers' wa'ms. Yet white these laciors can have consideranie effect
an memestary prices and popualarily, thay have never Fad muach effect on the rear artist. Rembrandt and Cezanne are
farmouz for their discais of sacial prassures . . sculptor David Ha-e has remarked, ' is a classical complaint that the

artist '3 forzed into corta’n schiors by society. The artist nacd nol be s forced, urless itis b s gesire to ba so for molives
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iwent Layrian's Guide fo Painting, frorm mores-

cutside art" Ie John P Sedgwick Jr., Discovering Madern Art: The Int
sionism fo Pop (New York: Randcm House. 1966), 199,

f
10 “here are always penty ol peopl whe have sheir markete wall staked cut. 1 -erains to be saer who the

pomoier photographess will De, bayind the predictatic sexual panderers like Davic Hamilton anid Hesmul Mewtan.

11 The simplast expedicnt was tre frrgaing of represanation in faver of abstraction. " Tre a- of Ben Shahn o
Lenrars Baskin may hawe a quicker ana s2sier appeal, but it lime it seems o rave less ‘content'—thet i3, iess mean-
irgful experience- tha the pairtings ol Mare Rotrke of Clyftzrd Stil, which at <irst glance gt loak almost emaoy”
(Sedgwick. Discovering Modern Art, 1960,

12 Tue irvnption ol minimat art in the swdes proved forturats: having ne genc-ally intelligible mesning and
tran strav bils of modular architecture, it hes gald very wall 1o Qg companies 4%

loaking remarkakly live nolhing cthe”
i i 4 - . - i hili L ey
approcriate decoration for corporate affices and chbies, wnich reflect e same Rauhals-dedyed senshilities, b seel

i W% 10 SRIVE whe i [ i sired —woak-koced surealisT, 52y,
there Must be appropriztely lofry ohotegrapns 0 serve where smaller work 15 de

might be the -ight £hoice.
13 In Jarary 1959, the Metropoitan Museun opened w
ess of Harlem in he twentieth century ug Lrtil thas pairt, Wilh its ruge phota

Fat was [kaly toe Sirst major exibition in the Lnited

Slates to crronicia the cultura' riced

irdi 2 T ma i a starms
pawlps ard projections but no nngina works of art on the grder of pairtings cr sculpture, |t manage 1 ko evoka st

of rape from several peanerful corstitvencics. African-American #rLets nicketea 1o protest tnair exclusicn and the ‘.'Tu:t
that lhe show was organ zed without signilicant asssiance from ihe black carmunity. [0 fact, at this time ol rising
tersions between Naw York’s Afrcan-Amercan and Jewish commua.ties, [he main organizar was a Jewsh man, Alcn
Schoenar —but trat did not save e institution “rorn tha rage of the Jewish community twhose militant right wing gls0

peketew), incensed over whaat it percewed to be anti-lowish slghts in the proface of the cala'ogue. That the remars,

i E i i inan's farous study
were dnattribused guatations from Nathar G'aser ana Daniel Patrick Moyninan's famaus y

e News York Jimes arg Mayor Joha Lindsay dencunced Lhe

according ta Schoenen,

ol immigration, Beyond the Metting Pat, maltified roone;
cilalogue, which was belaledly withdrawn [but reissues #'mast {hirty years ater). Pantings elsewiara in the museum
were vandalizea, and the show —whicr sgslurad phatography ‘ran carly instance of viscal cultare-  becams the s.gna'
irstunce of ncaJtiousk speaking for cthes.

14. on the ideslogicsl role of Lhe maedern-day musewr, see Card! Duncan &na Alan Wallach. “Rilua, arid 1de-
alogy #i tae Museur.” in Eroceadings of the Caucus for Mardsm and Art tuos Angeles, January 1978). ora r.nc-re
extansive treatment by 11e same: authors, ses Dungen and Wa'lacr's “Museurn af Madern Artas Lale Capilalst Ritugl

Ar lconugraphic Analysis,” Marxist Perspectives 1, no. 4 IWinler 1978, 28-51 [and Carol Duncan, Civitizing Hituals

{Loncon: Routedge, 199511

15 On a panel ahout fundirg at the 1379 mesling of the Col'ege Art Associalion he'd ir Washingtzn, G

sorme of *he wuman meaning o art emergec. 01 the senel were a represenlative of Exxon, Roben Kingsley (now dead],

i a "sonidl ubricart” nec af the maintenance
neacled by Hans b laacke n s work Gn Soci Gramso for calling art a “socisliubricant” necessary [or the mainte

of busiress exccUtives ir Dig cities; sumapre ram the Rackeleller Founaaton: someone from the MNaticha) Endowrnent

Sor the As (NEAY, somenre o a stale granling agency; and a gal'ary cireciory at & huge Caufornia state univers'ty.

. o ) o e of it
The Exxan and Rockefslizr men suavely offered facts. fwures, and oescriptions af their cxpanding grderarting o &

The waman from NEA was positive bu ceutious; the federal a7 budget wasr'l running misa ahead of inflation. Tre
gudierca shared aor pcasura over ne fact that President Carter's budgotary slringensy hadn't affected the arts, and
everycene refrained from mentioning what dig feel that ax: sceal services and aid to cities. But the galiery director acicly
skerehed a picture of slashes in statz and local art budgets, of carceled stows, of museum and gallery closings, of
abruplt fifiegs. The session encapsulazed the work ng of 1he liscal crisis, inwrich faderal cortral may be censslidalsd at
the expense of state aro loczl contral and iv which the puslic sector—with muricipalities like New York and Cleveiand
expariencing the cnsis mest acutely—-must code 3 wide range of fundirg, services, and ;obs o e privale sector. Far a
powerful 2nalysis of the more gencral relalionship betwesn the state 2nc the private sector in acvaniced capitalist society,
see James O'Corner, The Fisea! Crsis of the State (New Yor< St Martn's Prass. 1973),

16.  Think of the upreas ever the “traitorous” orojzct of sirulacrum produstion that Newswesk 1ead'ined as
“Rocky's Art Cones” (Delober 16, 1978), Fortune had it as their cover slory, captioning the cover phota “Nalson Rock-
cloller, Salesman” (Dotober 23, 1978),

17. Tne largest corporate spensars nelude gant conglomerates anc muitinat cnals, among therr Xerox, Mobil,

Faxor, Rothman's, and Ph.lip Marris, for whom patronage is part of 2 campaign to counter 1egative pubilicity (over the

social cost of their procucis or industeal practices) by constructing a corporate “perscrality,” replacing & treatering

facelessness with a humas imaga. Priliz Marris Fas alse used artto create a culturally vzkorized workplace to *motiva?
and pacify workers. | will cwell on this awbile, because it represents in concrele form the instrumertal relaticn that
corsoralions have o art, here nat merely far “image buildirg” bl alse in alternpting to manage preductivity and work-

ors” salsfaction,

In 1974, when massive corporate financial inz.arsiors inio art had necome a schject of talk. a pair of arlicles by
Marylin Bender appeared side by side o the Sunday Mew York Times (Cotober 200 19740 “Busirass Aids The Ars
. And tself” and “Blending Automation and Aesthetics,” The first - es the rise of corpurale spending to the severe
effects of the bearisk market on the portfalios of ants fourdations and musewms dining a periad of rapidly rising profits
11 certain indaslriss. The secend describes Prilio Momms's naw plant in Richrmond, Virginia, desigred arsund cop art. It
provides. among alher lessans, a textbook examoe of Fow a shift ir audiences immediataiy destroys irany. The ‘oss of
the arl werld Aranee (which had occlreed long belore 1974, wilh the reincarporaton of postmodern, oop inage-y in ils

new, vaiidated form back ivta mess culture) meanl 4n airfkssness betweer the visual artfact and its representalioe, a

adu atory menumentalization. Overs se graphics as art were, a7 the Philip Mores pant—"the world's tiggest 2nd most

higrly sutemated © garelle faclery™ —strategicaliy oiaced to cantrad:ct she utilitarian characser of e jobs done within:

o drown aut symbalicaly workers' alienatior and its peycological -nani

slaticons; to argue the existence of a shared
cultasal anily batwser owners, managars, and waorkers: 2nd 1o slao g veneer of civilized décor over material issues of
et Th gne? sa'ety, wegs demands, and the cesire lor seit-determiration. Bender writes, *The plart represents a strivirg
for rnaximsin® aesthetic seturn 7o he p attain sucn mundane busitess objectves as increasing produclivily and edging
out competitars in & tight laoor markel .

To guote Robert W. Sarneff, collzctor of cantemperary ar, vice chairman ol the Business Cormmittee far the Ams,

caunz | memnber of 1e Cooper-Hewitt Museum, *ormerly a trustoe of the Whilney Mussurm of American Art and currently
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af the John F. ®enmecy Chrary Corporaten, as well as formar chai~nan of the board and past chief executive officer
o hoth NBC and RCA. who has numberec amaong his postions direclorseips of tre Mew Yors Stock Excnange, the
A-rerican Hame Procucts Corporalion, the Plannitg Research Foundation, the American A-Ditration Association, ard
the Reoper Public Servize Opinion Reseqrch Corter, and executive positons at Cowles Publications, and diractarships
ol Manufacturers Hanaver Trust, Random Eouse, Banguet Fooas, and Herle: who is a board mermber of the inslitu’e of
sudicial Administratior 2nc ol sevarat colleges snd universities, irclud rg Harvard and UCLA: and whe has many other
muginess and cultural affiliations, spaaking in Toronta nan ntaneew nroadcast in Marck 1973: " Mhe hislory of Westera
civilization is Lhat Dusiness has been patren ard sponsor of lhe arts. What's happening in our coantry is that it's a new
phencmeron. BLsiness is beginning tc be d major scpport of the arts, pariculaly over the past cecade, and it's tasing
tre place of the indwidual patren, because, trankiy, of size and cost.” The force of pop-as-art-form is sumarized inthie
fifteen-stary "pop abelisk” [designad by lvan Chermayetf of Chermayeff & Geismar Associates] converting the olant's
“nerely artily gasigned sigr covered with corporate Fademarks into & culiarel monament. Art's role here 's to acc its
impacable actharity to that of the corporatan.

18, Trie rejuction was of art's commedity status and its corsequent vulnerabilily to market demination far more
than of tre ideolegy of art as 2 specialzed entity witmin culture, Farmalsm moved awey from the stress o composition
and transcendence symrbalized by Bauhals aesthelics in favor of the formalism of the Duzhampian art-as-iosz. There
was little overl poliicizalion of the iCea of art, nor was much attenticn paid to e role of art within ciass snciety. Anc
excepl far 2 secior of the crganized leminists, Tew artists really went after audiences with less art eduzation. Finally, the
fact that the formaton of trie work cotlectives or CoilaDorations was hardly aver sericusly considered reveals much aboul
the retention of auleursrip.

It can be argued thas she lurn away trem commodity wroduction was ar incvitaoie further maove into Lhe “twentietr
sentury.” sinze handicrzfts had long been soparscded in Lhe culture at arge by ndusinal ohiects and images whose
axistence and power ware unreated to 1eir sa ieanility as artifacts and depended, rater, on their existence as texts,
kodies, ar signifiers. Thus pop appeats as a conrtinuation of arlists' prenced pation with the processes of signification.

19.  See Guy Debord, Sociely of the Spoctacie, “ov. Englist trans. (Detroit: Riack & Red, 1977) |renrintad, ed, Dar-
ald Nicralsan-Smith (Mew Yorks Fore Bocks, 199477 and Walter Berjamin, “The Work of Arl in the Age of Mezhanical
Reproduction,” in Benjarmin, Mumirialions, ed. Hermah Arandt, trans. Harry Zohn (New Yark: Schocken Books, 1969].

at.  Alfred Frackerslain, n San Francisco Examiner & Chromicle Sunday World magazine, January 21,
1579, b

21, There are a few celebnty fashion phowgraghers recognized for their agpivations to ar art prachice.

22, “Forawic week o December photoking packed # dozen halis in Cologne, . . . While comrmerce refgned sd-
prerme in *he frotbal'-feld-sizec hils, the asustretic side of the medium was revealed across the Rhine wit photograrhy
exhimilions at the city's arl musewm and a* olher gatlerics. The growth of photoiina, from s'eepy trade show to big-time
waric's fair, reflecls the surge n poprlarity & phetography itself. Today phatugraphy is a bounaless industry wite mil'icns
of dollars in annua’ saes. ... Inaged, it is hard tomagire a mara isatizhle buying public thar that existing in luday's

photographic mMarselplace.” i Jore von Hartz, * Frotoknz: Worc's Fair of Photograpty,” Marketplace section of Fan

araflrtercartinentz| Hotel's Clipper Magazing, Janaary 1579 Artand commerce are ngre seen o march in step.

S S

23. Dieales and buyers kook up artists and works, pasi and oresenl, o see whal | angting has baen said about
tharmn, for axample. A liny further exampla of The day-fo-day retations wihin a sysiem: At ine recant Coclege Az Asso-
ciation mesting (see note 15), there was a scholarly session cal'ed “Atget and Today,” two of whose partcipants were
Srarkowski and Alen Trachtenberg, a respacted social historian with an inierest in turn-of-the-century photography. At
the back of the tall a yourg wontan handed ot diszreetly printec cards announc ng "ELIGENE ATGET, An exbibinan
af vintage prints, Reception in hancr of the delegates [sic] to the College At Association .. Lunn Galery/Graphics
International Ltg,,™ with address.

24, For precisely this fament, see Sqclley Rice, "Now York: What Prico Slory” (Afferdimage, lanuary 1978] fomn
which this cxzerpt is drawne "IPs infimidating towals inlo ar opoeneng whers esaryone is over 80 and wearing mink ane
nrntographers are justilied in fealing co-optad. From this poicst on, the creative individuals are ony the grist for the
economic mlls. Collectors and potendal collectors are now (e siar of the show,”

25, Tais waould be the place to point fo the autrageous sexism and white-skin privilegs of t1e phcto establish-
ment, desote the large 1urber of women invclved in photography and the far greater rumber o° noaw tes Than we
ever get o know about profassional’y. There s also the further proklem that the fokenistc partial incorparaticn of some
of warman's protog-aphy inta art world shotegraphy is used 1o abscure both the question o oggoesiiona) practica and tho
dismia- inattenton 1o minorily-callure photography. That is, & supsrficiae aeeeplanca of somea basic fzroenist demands s
used te divarl allenton friorm the retrograde practices that prevail. But in these matters photography seems aboot equai
taart; again, the art warld has had the dime t2 construct a better defended fagade,

26, Instead, | refer you to Allar Sekula's “Dismantling Mocernism, Reiaventing Documentary (Notes on the
Palitizs of Representation)," Massachusafis feview 19, nc. 4 (Werter 1978): 859 33 [reprinted in Phaofography against
the Grain (Halifax: Press of the MNova Scotia College of Art anc Design, 19841, which dofines an oppositionai précti-:c
emerging from a conscious broak with the lae-rodermist paradign.

27. Waller Benjamin, “The Author g5 Producer” in Undersfanding Brecht, rans. Arna Bostack (P ondon: New
Left Books, 1973), 93-94.

This essay was first published in Exposure (Spring 19790, It was repablished in Marha Rosler, Decoys and Disraptions:

Sefected Writings, 1975 2001 (Cambridge, MA: MIT Press, 2004}, 9-52, from which the present version is ta<cn.
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2.7 : Barbara Kruger, Your Gaze Hits the Side of My Face, 1981, Courtesy of the artist.




caution! alternative space! (1982)
group material

Group Material started as twelve young artisis who wantes to develop an independent
group that could orgarize, exhibit, and promote an art of social change. In the beginning,
aboul two years ago, we met and planned in living rooms after work. We saved money col-
‘ectively. After a year of this, we were theoretically anc firancially ready. We locked for @
smace because this was aur dream—to find a place that we could rens, control. and operate
in any manner we saw fit. This pressing desire {or a roor: of our own was sirategic on hoth
the political and psychological fronts. We knew that in order for our project to be taken seri-
ously by a Jarge public, we had to resemble a “real” organized gallery. Without this justifying
room, our work would probably not pe considered art. And ir our own minds, the gallery
became a security blanket, a second horee, a social center in which car politically proveoa-
rive work was protected in a friendiy neighborhood envirorment, We found such a space in
a 600-square-foot starefront on a Hispanic block on East 13Lh Strect in New York,
We neover ronsidered ourselves an “alternative space” [n fact, it seemed to us thal
the more prominent alternative spaces were actually, in appearance, character, and exhibi-

sion policies, the children of the dominant commercial galieries. To distinguish curseives

anc to raise art exhibition as a political issue, we never showed urtists as singuiar enti-

ties. Instead, we arganized artisis, nonartists, childrer—a broad range of people —to exkihis

about special social issues (from Alienation to Gender ‘o “The Peopie’s Choige,” a show of

art from the nouseholas of the hicck, to an emergency cxhnibition on the child murders
ir Allantal,

Because ol ourlocation, we had in effect Lmited our audience to Easl village pass-
ersby and those curlous enough o venture out of their own neighborheods to come and see
art aulside oi Sohe. But cur most rewarding and warm and fun audience was the people on
the biocx. Because they integrated us into the lifc of Thair slreet, our work, no matter how
tedious or unrecagnized by a broader puslic, always had an immeciate social meaning.

mriernally, Group Material's first public vear was ar encouraging success. Bul in-
ternally, problems advances. The mainlensgnce and operation of the storefont was becoms-
Ing a bali-and-chain on the ceilertive, More and maore our encrgies wers swallowed o the
space, lne space, the space. Repairs, new installations, gallery &'tting, hysterically paced cu-
rating, tuncraising, and personal disputes cut inte our very limited time as a crealive group
whohad to work fuli-time jobs during the day cr nigh-. People got broke, fruslrated, andvery
tired. People quit. As Group Material closed its first season, we knew we could not continue
Lnis course. Dverything had to change. 1he mistake was obvicus, Just like the alternative
spaces we had set cut to critic’ze, here we were sitting on 13th Street waiting for sveryone
o rush cown and sce our shows instead of us taking the initiative of mokiizing r2o public
areas. We had to cease being a space and s1a7t becoming a working group once again. .,

if a more fnclusive and democratic vision for art iz our project, then we cannot
possibly rely on winning validation from: brighs, white rooms and full-color repros in the art
warld giossics. To tap into and promote the lived acsthetic of a largely “non-art” punlic -
this 15 our gozl, our contradiction, our energy. Group Materiai wants ta cecupy the ultimate
alternative space—that wall-less expanse that bars artists and their werk from the crucizl

social concerns of the American public.

This text was ¥ st published and distrizatec as a pamphletin 1982, The crosent vers on, an excesot of e origiral, was
puzhished n Aan Maore end Marc M ller, sds., ABC No Ric Dincra: The Storv of 5 Lower East Side Art Galtary (Mew
York: ABC Mo Rin, 1985, 23,
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statement (1983)
group material

Group Materizl was founded as o constructive response to the ursat’sfactory ways in which
art has neen conceived, produced, distribuled, and taughs in American society. Group Ma
terial is an artist-initialed project. We want o maintain control cver our work, directing
our energies to the demands o Lhe social conditions as appesad to the demands of the
art market.

Wwhile most ar. instititions separate art (ron the world, neutralizing any abrasive
forms and contents, Group Malarial accentuates the cutiing edge of art. We want our work
and the work of others to teke a rele in a Broader cultural activisr.

Croup Malerial researches work from arlists, non-artists, the media, the streets,
(>ir approach is oriented toward bath peaple not well acquainted with the specialized lan-
guages of fine art and the audience nat kas a long-standing ~ierest in questions of arl
theory and praclice. In our exnibitions, Croup Materal reveals the multiplicity of meanings
that surrcund any vital social ssue. Gur project is clear. We invite everyene to guestion the

entire culture we have taken for granled.

This slaterment was weitten in 1983 by Dodglas Ashford, Julie Ad t, Mundy Mac: aughlin, and Tirn Raollins. 1 was repai-
isned ir Alan Moorz and Marc M-ller, eds., ABC Nao Ric Direra: The Story of 2 Lower Cast Side A Gallery (New York:
ABC No Rin, 1985}, 22.
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I J— Michael Asher, The Michael Asher Lobby, 1983, The Museum of Contemporary Art, Los Angeles, “In .
l 2.8 Context," November 18, 1983—Jjuly 18, 1985, Plastic sign designating The Michael Asher Lobby in
- the museum’s characteristic type. Courtesy of the artist. Photograph by Michael Asher.
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some thoughts on the political character of this
situation (1983)
adrian piper

Galleries and museums are public spaces.

Public spaces are pelitica’ arenas in which nower is gained, recognizec, underarit
ten, disputed, attacked, lost. and gained. These inleractons arc often obscured when power
relationships are stable, ideological programming is effective, and the players col.ahorate o
defealing their owrn best interests,

Ga'leries and muscums are pelitcal arenas in which these conditions no

longer a0ola.

1. Power relationships are umstable. Many artists are increasingly unwilling to
adap: the form znd conlent of their activity to the explaitaiive requirements of “main-
slream” art commodity oroduction and distribution. Many viewers are increasingly impa-
tient wiln Lhe oofuscations, posturing, ard haute-couzure double talk Lhat characterize
reuck of this art, Many oritics are increasingly uneasy and rebellicus in their role as arbiters

and disseminatcors of an art increasingly regarded as fatuous wnd irreievant.

2. Idenlogics] pregrarming is no longer effective. The principle “art for art’s saxe”
1 oeing gracually replaced by the principle "art for people’s sake” The conlext of high art
1s being infilerated by a gradual, paintul, shamefaced awareness of a world beyand the art
werld, a world in which poverty, unemployment, discrireiration, starvation, and war iliumi-
nate as sclipsistic and trivial the corncerns of much "mainstream” art.

3. The players, thai is, 21l of us, are increasingly unwiliing to collaborate in Gefeat-
ing their owr nesl interests. Many artists are less willing lo pay the price of success, that is,
1o sacrifice thelr creative autcnomy, and are more interested in speaking for the particular
socia: and polidcal constituencies they in fact represent. Many viewers are becoming in-
creasingly receptive to this social and nelitical conlent and increasingly dissatisfled with
palitically neutral nteric-decoration-siy.e hign art, Many critics are choosing aciively 1o

encourage and articulate this rrend, rather than continuing o disseminate nonsense,

Gaileries ana museums are palitical arenas ir which strazeges of confrontation
and avoidance are calculated, diplomacy is pracuced, and weaponry is tested, a.l in the
service of divergent, and often cenflicting, interests.

We who collsborate in perpelrating the existence of gafleries and museurns are
not spectaters out pariicipants, not audiences but players, planning and executing tactics
Zor Lhe pursuit of our own self-inzereats.

My interest is o fully pelilicize the existing art-worlc context. to confront you
here with the presence of certain representative individuals whe are allen and unfamiliar
te thal context in its current form, and to confront you with your defense mechanisms
against them: meckanisms of fear, hostility, raticnzlization, and withdrawal (Four Intruders
plus Alarm Systems). If yeur interest is to enioy, then our inrerests diverge. If il is Lo categorize,
Lhen our interests condlic, If it s to be diverted, or to consider new sources of ‘nvestment,
o7 to get caiiured. then our interests are irreconcilable.

I your inlerest is to reintegrate your art cansciousness into your social conscious-

rass, lhen our interests converge.

This essay was firsT pubhshed in Art of Conscience: The fost Decade (Davton, OH: Wright University, 1980 Ir was
republshed in Adriar Piser, Owf of Grder, O of Sight, vol, 2, Salacted Writings In Art Crticiaim 1667- 1992 (Camibrides.

WA W7 Prass. 15561, 43-44, from which the presert versio= is teken,
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power relations within existing art institutions
(1983)
adrian piper

My targel in this ciscussion is what | shall call aesthetic acculturation, the process by which
individua’s are recruited into the ranks of ar: practitioners as artists (and also. sccondarily,
as critics, dealers, etc.) within existing ari insritutions ard thereby abdicate trneir social.
intellectual econarmic, and creative autonomy.” T want o analyze this process geneticatly,
by cescribing in stages the way it might be experienced oy paradigmatic and representative
art practitioners. This abstract, genetic analysis is intended to complernent, rather Lhan
compete with, a more factually and historically ariented one, Thus the very general claims
] will make about the workings of this process, ara aboul its mutually victimizing effects,
will not apply, ner apply with egual strenglh, to everyond, Those for whom my analysis does
rot ring truc at all, on reflection, should exempt themselves from my caims. Overwnaiming
rizmbers of exceptions to Ty ciaims will undermine the nlausibility of the analysis. How-
ever, [ would he surprised if the analysis were Jound to have 10 sunslantive application at
2], T shail conclude by suggesting and evalualing some ways in which oir autonomy might

he restorad.

“&t's begin by speculating on who is most Exely 1o make a carecr commilment to art, either
as an artist, critic, dealer, or collector Art ingtitutions in thelr present incarnalion seerr: to
kold out great promise to aspiring art practitcners. They seem to offer the oppertunily to
achieve tae highest standards of one's freely chosen craft, and the valued peer recognition
anc approval that accompany it. On the cther hand, posthumeus or belaled “discoveries”
of unrecognized artists, as weli as successful publicity carnpaigns for prepackaged enfants
rerribles de la minute, demonstrate the lack of correlation of merit anc professional success.
Simiarly, aspiring dealers and critics may learn all too quickly the economic dangers of
staxing their professional credibility or a ¢ingle movemens: or individual Her.ce cne must be
ecanarcscally prepared Lo ensure one’s material well-being in some olher way, in case one’s
gambie on an art career js unguccessful A commitment 1o a career as an art practiticner
requires that one is financially indepencent, or that cne's family is, or that one possesses
olher eccnomical ly reraunerative skills, or that a permanently Spartan lifestyle can be re-
garded as a novelty or virtue, rather than as preof of soclal failure,

This nrecondition of professional commitment functions as a mechanism of selec-
lior: among creatively inclined individuals. For it discourages those individuals for whom
econamic hardship has been, up to that point, a central reality. Typically an individual
whose early life has been affected by econcmic deprivation, social instability, and political
prejuciceis less likely to choose a career thal promises at least as good a chance of perpetu-
ating those conciticns as ameliorating thern, and is correspandingly more likewy to choose
a career that prorcises the social and econcrmic security such an incividual nas previously
lacked. Art irstitutions in trheir present incarnaticns, ther, will tend <o attract indiviguals
for whom eccnomic and social instanility are noe sources of anxiety, for they nave carre-
spondingly less reason to sacrifice Lhe vicissitudes and satisfactions of self-expression to
:he necessities of social and econcmic survival.

One immedizte effect of this scciai and ecoromic preselection is to create a shared
presumption in favor of the artistic values and interests of those socially and economically
zdvantaged incividuals, that is, a concern with beauty, form, shstraction, and innovations
in media, to waich nolitical and szeial subject maiter is either largely subordinate or comn-

nletely ahsent. Let us roughly characterize these as formalist vaiues, Because existing art
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nstitutions favor the selection of individuals with such values, it follows that these institu-
tioms will be popaiarized orimanly by individuzls wao share these values.

This means that there is a bread consensus, within the inter.ocking system of
art ‘natitutions, on the goals viewed as worth achievicg Artists, for exampie, will gtrive o
rezlize broadly formalist values in their work; critics will sirive to ciscern and articulats he
acnievernent of such values: dealers will strive "o discaver and promote artis's whose work
successfully refiects these standards; and coilectors will strive 1o acculre ard excnange
such work.

[ndividuals whose work or acsthetic interests fail w0 conform to formalist criteria
are unlikely to pursue a career successfully within the constrainls of exising art insiitu-
tions. For the commitment of most art practizicners to the standards and vaites expressed
ir: this consensus is a deep and central ane, rocted, as it often is, in the orior socloeconomin
nalance of respurces that engendered and continually reconfirms it For such individuals,
these values are a direct expression and idealization of their lifestyles. And their Sifeslyles,
in tarn, are justified and vaiidared by the valuss such art expresses. Thus it is natural that.
such individuals tend to be less than receptive to critical scruatiny of these values and to
aiternative conventions of art raaking Lhat violate them. For in questioning their universal
legitimacy, such critiques implicitly question the socicecansmic balance that generatec
‘hem. And for individuals wha have a very deep personal investmer? in that balarce, such
critiques may seem 10 question the iegitimacy of these very incividuals themselves.

‘The _ong-range effect of this tightly defended consensus is that the art practitio-
ners wha snare il determine—:hrough their shared values and practices, and the econormnic
and sacial factors tha: determine them—tie criteriz of critical evaluation for ali art shat as-
pires to entry ‘ntc existing art institutions. | shall descrie L Lis as a state of criticar hegemeny.
That is, the socioeconorically determined assthetic interests of thesc individuals define
ne only whas counts as “good” and “had” art but whar counts as arl, periac. Througa art
cducation, criticism, exhibitions, and otner practices and institutiors devated to preserving
and disseminating what [ sha'l refer to as Euroethnic art, the socioeconcmic resources of this
ciass of individaals enable its art pracitioners e promulgate its fascinating but ethnocen-
tric artifacts as [iigh Culture o a universal scale. According to these sharec criteria, then,
hase creative products that sre dominated by a concern with politicai and secial injustice
ar econcnic ceprivation, or which use wraditicnal or “folk” media of expression, are citen

not omiy not "good” art; they are not art at al.. They are, rather, “craft,” “folk art.” or "popular

culture”™; and individuals for whom these concerns are cominani are correspondingly ex-
ciuded fror the ari context”

Tais exclusicn may manifest itself in a number of ways. Recently, Tor exampie, a
respected mainstream critic with & genuine interest in diversifying the range of work recog-
nized as mainstream art wrote & monagraph on 2lack foik art and submitted it to a major
art magazine for pubication. Because he knew his audience would be drawn primarily
from the white upper-riddle class, he spent a good deal of time researching and descriving
in the paper the impact on the work he discussed of the artist's being poar and biack. The
paper was rejecled on the ground that it had nothing to do with art. This rat’onzle seems
not ¢ recognize the exienl ‘o which shared secioeconomic and cultural assumptions that
also “have nothing to do with art” are presunposad in our criteria for identifying semething
as art. By dismissing ¢ifferent ones as irrelevant, it effectively dismissec Lhe possibility of

scridnizing and expanding our own,

The conscquent invigthiliy of muck ronformalist, ethnically diverse art of high
quality may explain the rermark, made in good faite by ancther weli-established critic, that
if such work didn’'t generate sufficient energy to “bring itself to one’s attention,” then it prob-
ably d'd not exizt, It would be wrong Lo atmrizute this claim to arrogance or cisingenucus-
ness. I7 is not sagy to recognize one's complivily in preserving a state of critical hegernony.
That one should 9e guided in one’s aesthetic nterests by consclous and ceiiberate choice,
rather than by one’s socioculturaliy delermined biascs, is a great deal Lo ask. But by refusing
to test consciously those niascs against work that chatlenges rather than reinforces them,
a critic ensures that the only art that is ontolegically accessible to him® is art that narrows
his vision ever further. Anc then it i& not difficult to understand the impulse to ascribe 1o
such work the magical power to "generate its own energy” introduce ilsell to one, garner
irs owr audicnce and market value, and so on. For nearly ail onjects of consideration can
ke experienced as animately and aggressively intrusive if one's intellectual range is suf-

ficiently solipsistic.

Suppoze ore decides w0 make a career cormitment to becoming a professionsl artist un-
der these condit’ons. Typically, this means being acculturated by a fne arts program in arl

scheal, college, or university, in which the course of training offered is imiensively oriented
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toward Eurcethmic art. Often the assthetic standards of Fureethnic art may be implicit in
the student's own sacioeconomic background. Bur they may not. If one's socioccon.omic
hackground is black or Kispanic or Asian mide.e class, ar white wording c:ass, or both worg-
ing class and immigrant, or if one is & worman, to name just a few possibliities, Lhen the
cransitian inla art education. may require some soclocultural adaptation; indeed, even the
rejection of those concerns and vaiues that generated the orginal impulse la artistic self-
sxpressior e begin with. Artists whose commitment to thase tackground socizeconomic
values and rondidens s deep are confrantad oy an unoleasani chaice. Either they must
modify or reject the kind of art making that is maost personally meaningful {or them, orelse
they must largely abandan hopes of professicnal success.

Now there is a great deal Lo me saild for such a program of training. Often the
courses in skill arnd media develepment are bolh comprehensive and intensive. One's seit-
confiderce and motivation are enranced by the knowledge that one has mastered the es-
s=ntials of a medium or technigue regarded as canonical by the arbirers of mainstream art.
The history of formalist art and its rogts in Euroetknic artis equally fascinating—if not as
a cotrse of sclf-know'edge about ane's heritage, then as an anthropological sludy of the
evolution of an interesting and complex. though alien, culture. Firally, the experience of
roie confirmatiaon by the art community is, a5 | suggested carlier, particularly signifcans tar
individuals who have decided to devote their lives 1o self-expression.

However, the crizical hegemony of formalist art, and particularly its pretension to
zranscend its ethnicity, can have a cemoralizing effect on art students {rom different back-
grounds, for in oresuming o furnisk and inculcate universal criteria of fine arts produc-
tion, il irmplic’tly subcrdinates and devalues the creative products of ather cthnic graups.
It <hersby encourages the belicf that such products are aesthetically or cultural'y inferior
to those of the Eutoethnic art tradition. Thus T encourages a1t students from ather ethnic
groups to Teject their owr culturally sportaneous modes of arlistic expression, in order to
ermulate this one. Ard in so doing, the pretension of formalist art to universality chokes off
izs anly sources of cross cultural enrickment. In this hothouse atmosphers, il is little won-
der Lhat cbservers of currert trends in art conclude that there is nowherc for ar: to evolve
bt retrogressively.

Some have attempted to justify this pretension by appeal to purportedly universal
and ethnically neutral criteria—claiming, for exampls, that {ormalist art is “high” arl be-

cause it serves anly aesthetic and nonpragmatic ends. But this line of defense is difficult to

$is7ain, in tnc abseroc of furtner arpument demonsiraang that the acteration or expansizn
of che's perception of rea’ity, the professiona: success of tne artist, the communication of
some ides, experiance, or insight, receiving a profitable retitn on one’s investment, and so
on, are purzly aesthetic and nonpragmaric ends. Anc even f this coulc be shewn {which is
unlikely?, 2t would n any case remain a rmystery why art that satisfies these criveria should
be lheughl cullurally superior to ard that does nol. Par these meta-assthetic criteria are no

iess etanocentric than the aesthetic critena they are invoked to justity.

Aszecend, major disadvartage of art educaticn qua aesthelic acculturation is ts specialized
division of labor. The inlensive lraining in the skills and hislory of cne's crall as an arlist
1s purchasec. as the orice of other skiils needad e e a fully auonomous and respomsible
pracritiorer in the art commmunity, and in socisty at large. The conceptial articulation and
evaiualion of anoartist's aims and achisvernents, lor example, is a task oflen relegated 1o
the art oritic, who researcacs the artist's past, interviews kim, and fics his acivity 1o
tae familiar conceptaal framework of formalist art discourse. This validation, yieldec by
the critics imerprelation, & usually a major precondition for the worcs validation by the
art cornraunity at large. Even a negative roview, in this regard, 1s oetter than ne review
at ali, and the grossest critical misuncerstanding is preferable to the most pellucic an

self-critizal appraisal by the artist, Recently a promising young artisl was corfroned by
the olowing dilemma. After years of working hard to produce and promote her work to
critics and dealers, she encountered a critlc whose response 1o her work was enthusias-
tio and fervent. He proposed a major, comorehensive article on ner work Lo appear inoz
maior a1t magazine. Of ceurse, the artist was deiighted. Unfertunately, she felt that he

had completely misunderstcoc her work. At the same time, she was offerec the opnor-

tunity toowrite an articiz on her work in a much lesser-anown, artists run publication. OF
coursc, =ac could not do both, She weuld Josc tac cnitic's support, and all the recognition
zrd financial support that would hring, if s1e made clear her rejection of nais reading of
her work. If she allowed nim toowrite the artic e, or the other hand, she would lose control
over the public meaning of her work. She decided that cconomic support for her waork was
more important, ceclined the offer to write about her own work, and let him write the

article insiead.
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Usually the interpretive function Is one toat the critic 1s eminently wel: sulted 1o
perform. For the critic as usually recetved the training in verbal and intellectual skills that
the artist has not, and often has thereoy purchased the ability to interpret conceptually the
artist’s products at the price of the fwl development of the critic’s own artistic impu.ses.
Thue the phenomenon of the critic as closet artist: Many art crtics (as well as dealers and
curators) whose views and proncuncemnents are high'y influentianin determining standards
for the evaiation of art products are themselves artisls—whose awn artwors, however,
is often corpletely independent of ar even in conflict with the views an wrich thelr own
critical reputations rest. To descrize their attitudes toward their owxn artistic products as
self-effacing is an understatement. The process of aesthetic acculturation tends to divest
the artist of conlrol over the irnterpretalion and cultural reeaning of the work, by relegating
tha- roe to the critic. But in accepting it, the critic assumes responsibility for disseminating
crirical standards from which he himself may be alienated.

Ther there is <he related phencmencn aof the conflict of interest. Many art practi-
domers who have achieved recognition within the art. community for their eritica. writings
are justifiably reluctari te nromote their own artwork, for both sell-interested and ethical
reasons. To utilize their ewn, highly developed critical anc pelitical tesources to Dromote
their artwark would open them to the charge of opportunism. But many such art Tiractl-
lioners alss anticipate that their artwork would be found unsophisticatec or unintelligent
by comparisor: with their critical cutput in any case, by an andience accustored to expe
only a certain kind of output [rom these incividuals. Indeed, such an art pracitioner may
e led to adont a pseudonym under which Lo exhibit his work, merely to get an unbiased
hearing “or it. But even here the templation may be great to utizize his political c.out n its
support. The paenomena of claset artist and of conilict of interest covetail in the recogni-
Fon that, as things now stand, the role of cultura: interpreter and evaluator of works of
art ig a source of art-political power that is largely incompatible with the role ol creaang
works of art.

Oire reascn Lhis division of labor ie suspect is because— to butcher Kant's observa-
sion—words without artworks are empty, artworks without wards are dumb. To relegate the
creation and interpretation of art objects to different subjects i to bifurcale the experience
ofbotn, Ariists a1e civested of autiarity and control over the cultural maanings of their own

creative mpulses by critics, while critice are denied access o t2elrs In exciange.

I™is highly specialized division of labor between attists and critics exaccrbates the provlemn:
ol critica: hegemony. That ar? critics and not arasts determine the cultaral inlerpretatior.
of an art orodact implies that there iz no necessary connection betwean the set of contox-
luzlized experiences, associalions, belisfy, and intenticns an ariist brings to the produc-
tion o- @ wark, and its resulting cultural mzerpretation. These factors may of course enter
e this interprezation, sut only at the critic’s ciscretion, and only insofar as ir serves the
aritic’s own theory of the work. This is particularly evident when that theory falls within
the consirainis of formalism as [ have characterizec it Formalism cncourages us 2o ab-
stract from the persona. subject matter of the work, and consider its universal {actuaily
its Euroethric art-historical) significance. It also encearages us to evaluate the work in
werma of such purely formal properties as shaps, line, coor, and so on, incependently of s
subscct matrer

Inscme respecls Lhe formalist stance can be extraordinarily enriching, for it frees
ug to view all abjects as containing the promise of beauty and meaning, without regard to
function cr context.” On the otner kand, It reinforces the alienation of the artwork from
that particular meaning intended for it by its creator. if the art-contextually legisimated
meaning of the work is both independent of its functicn and context, and also—zherefore—
“universally” accessible {that is. to anyone schooled in the canons of formalism), then irs
creators intended meaning is obviously irrelevart, And indead, many young atlisis who
seek recognition within existing art institutions quickly leam to discuss their work in the
impersonal and decontextualized manner that formalism requires.

1 conler The Dusion of understand-

Through ils very impersonality, formalism o
ing and accessitility to otherwize unfamiliar and ethrnically diverse artifacts {witness, for
cxample, the art cormmanity's appropriation of African tribal imagery as a consequence of
Picassa's cubist investigations). Here recognition and a genuine appreciation of otherness
are sacrhced in arder te preserve the appearance of sutherity anc control. But formadism
can only achicve this in collaboration with the division of labor earlier describec. or of
course the purely formal sigrificance of such artifacls can be maintaired only if any dis-
senting interpretation 1ts creator might oifer can e sately disregarded. And this, i turm,

requires the belief that the artist’s own, preacculturated cortribution o critical discourse
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is irrelevant; or at best, of subsidiary Imporlance. Thus formalism ilsell implies a certain
critical hegemony, in subardinating all objects to criteria of evaiuation that are indepencent
of the’r original context, function, and subject matier

But why, it may be asked, do artists denied access to existing art institutions on
these grounds fail Lo protest this exclusion {or worse, tailor their work aceordinglyy? Why
co they fall to assert the aesthetlc value of their own sociopolitically informed concerms,

and of Lnelr pride and creative interest in the ethnecultural arsifacts that characienize ther

owr mitieus? -
O7f course [ canne: hegin to provide a satisfaciory answer to this question in tis
essay. Part of it is that many such artists righty fecl this exclusion as an insult anc sc wanl
nething mare 10 do with existing art insttuliors. They choose to sacriflce professia_'-nal sta-
»ility and critical recognition Lo the preservaticn of thelr artistic integrity. But arotner part
of the answer is to be found in the message these aspining young artists reccive from thie
moment they begin their art educasions, that is, that artists are net supposed to talk about

ot = al i - SUCCE: FRNR S s 2 H SE dge I’enders
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many artists largely unable to prolest, assert, or argue againsl any perceived injustic
treatmenl they may receive from existing art institutions, ana not merely the injustice of
crizical hegemony. In accepting the division of labor preseribed by cxisting art inslizutiors,
artists from other ethnic backgrounds are citen divested of a major resource for redressing

their exclusion from these institutions.

Similarly, there is litile room within cx’sting aryists’ educaton programs for & course on the
maragement of the economnic and legal aspects of art produciicn. The cnteria oy which a
wark is priced may scem a mysterious matter indeed. And it Is often claimed that only a
practical and thorough familiarity with the vicissiludes of the art market, plus a “good busi-
ness sense,” enable one to do so. Legal control over the distributlon, exhibiticn, or exchange
ol Lhe work is similarly dependent, in mystericus and mystifying ways, on the trustwortii-
ness and good character of the dealer. Thus the dealer, rather thar: the artist, hecornes the
custodian of the market- -and 9o aesthet'c—value of the art product. and of its material

faie as well. To stggest that such control should be shared with the srtis:. then becomes an

insul: to the relationship of trust and gooc wil! that exists between thern—and ay. indead,
lead the dealer to take the initiative in dissolving lhat relaticnsnip.

Itis not gifficult to sce why this snould he se. For in addition to tne cealer’s chyi-
ous financia! motivation Tor cantrolling the economic and legal fate of the artis:'s product,
there are social and psychologiral considerations as well. The deajers success gt maraging
the product is wiso corsidered an index of his cultivation, taste, and assthetic discernment,
that is, the proof of the legitimacy of his claim ta be a dealer. To pick a wirmer is supposed to
demenstrate the pread:h of kis aesthetic vision and *he depths of his art-historical insight;
and it is that trained insighl, finally, for which a Snancial reward, as wel® 25 social vzlica-
tion, may seem appropriate. Similar consicderations apply to the rele of critic, Thus the artist
relegates Interpretative, social, and Enancial contral of the producer to the dealer and critic,
whose intormed judgment and taste are accountable for its fale,

Thiz is an overwhe ming responsibility for anyone, ever: the mos® kighly cultivated
ana well-infermed dealer or critic, to shoulder and so 2 is ot surprising that dealers may
cellabarate with critics and co'lectors ina “gentleman’s agrcement” in order to ensure that
an art product gets the critical and financia? atiention the dealer feels it and he, descrves.:
[tis a rare dealer indeed whose vision and Ineight have been o fuliy established without the
heneft of such collaboration that his decis‘ons of whar art to exhibit themseives Sinclion as
critical arbiters of what art should be exhibited. Having survived the unprediclableness of the
art market, ofter: with the help of money. prbicity. and dming, such individuals are in Lhe
urenviabie position of having no evaluative criteriy, mmdepencent of their own sucioeconoms-
ically conditiored taste, by which to confirm *hat their taste Is,in fact, 2 reliable index of high-
quality art. Thus power to determine aesthetic standards through ore'’s choices is purchased
a2l tne cost of those standards as independent and nonarbitrary criteria of evaluation.

A third fealure that is usually absent ir the training of artists is attention *o the
skills and information recessary ta analyze anc critique tne social and economic precondi-
tions for producing art; this is rather the provenance of the historian of CONtemporary art,
Nor du artists usually learn how (o scrutinize and iasect *heir own iceolagical, socigliy
determined presuppositions; this is the prevenance of the sacial theerist, who s able to vew
the entire interlocking network of art instituticns as a historica!ly specific. sociocultural
phenomencn that engenders its own Heviogica. fustification. But this, too, is ofton thought

to be of no preseing concern o artists. [ will retum to this Juestion .ater.
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Thus the end resuit of this process of specialization in sesthetic acculturation is & severaly
iopsided division of labor. The artist's function is the bare productien of the work a.one.

[1e is naither cxpected nor encouraged to exert any contral over the meaning, price. vaiue,

social and politica: impact, or material fale of the object; these are ngtead the provenance
of the eritic, cenler, and collector, respectively. Nor is he expecied or encouraged fo develop
brouacer views anout any of these things: these are rather to be relegated to the art historian
or secizl thecrist

When these points wers rafsed at a recent art conlerence, an influential and weli-
known muscurn director respordad by avowing slncerely that I+ was quite enougn in the
way of responsibility for artists to make art, and tzat the task of the rest of us was to enabie
the artist to do th's witaout fuss, werry, or interrupticn. Many artists may concur with this
opinion. and i+ ’s easy to sec why. There is somelhing enormously attractive abous the dea
of having a bencvalent parent, or servant, to attend w all cne's needs, o that cne can be
comnpletely free to create. On the other hand, the affituce expressed in this clairn seerns not
very different, in esserce. from thal which loving husbands used to express with complete
sincerity to their wives, when they insisted that all they needec to do was leok pretty and
make bahies, and leave the complicated business of running the world to the men. It iz dubi-
ous to sUppose that a guardian or custedlan frees ane todo anylhing. itis, ra “her, a condition
of oendage, rogardless of The activiry in which one is then permitied to engage.

"T'ne result of this division of labar is. then, the essential infuruilization o the art-
st as Dare producer of art, Eaving divested himself of power and corre. over the work, be
car: then hardly be expected to pariicipate in the interpretative, economic, and social pro-
cesses by which the art producs is assimilzted inte the arl. context—nar, therefare, into the
political and cultural life of saciety at large. The artist “just maxes the stufl” ana “herefore
iz rot to be heid accountable for its aesthetic, social, or pelitica: conseguences beyona its
bare praduction.

A racent, distursing i'lustration. of Lne sensisility thereby proquced was the furor
caused by a yourg white male artist a few years ago who exhibized a set of conventioral,
fourth-gereration abstractexpressionist drawings in a well-respected alternative space ard

ircomporated a vacial cpithet into the title of the show. Cf course, this generatad sharp pro-

sest from minority artists and other politicslly concerned members of the art commenity,
When asked why he had chosen that title for nis drawings, the artist implied, in essence,
that it would gain publicity and attention for them.® His insensitivity to the pe.itica” impli-
cations of creating a culturally legitimating context for the use of damaging racial epitnes
may have been the expression of a malevelens character. But it was mare likely the conse-
gaence of a type of ethical narochialism that was cncouragec rather than alleviated by the
process of aeslthetic acculturation ne underwent in art school. For as we have already seen,
prevailing art institutionis commitied to the formalist assthetics of Eurce:hnle art are ner,
as a rule, sengitive to the ethics of political onpressicn, nor conversant with the damaging
effects that seemingly innooucus sehavior can have,

This institutionalized naiveté was amply demonstrated by Lhe gallery's response
7 the protest, whick was to defend its decision to permnit the exhibition, by appealing lo
the uncanditicnal right to freedam of artistic expression. 3t this resporsc scoms tnply
inadequaze. First, suppose she exhibition nad fnveived o shooting or lynching in the galiery,
or the injection of aercin inte the artist's arm five times a Say for the duration of the exhibi-
sion. These are ethically easy cases, inwhich it is obvicus that the right o freccom of artistic
cxpression Is net unconditional and is i fact ezsily outweighed hy other values—such as
_ife, health, undisturbed civil peace—that we rccognize as mere important. The questian
ther arises of why Lhe actual situation was so much less clearcut for those institutienal
representatives than for those artists who were gutraged by il. That it was implies that
defending rinorities against the insidious offects of a culturally legitimated use of racizl
epithets simply was not as centrally important to tnose institutional representatives as de-
fending themseives—and all of us—against the spectacle of physical viclence, murder, or
drug addiction would have been: whereas for the orotestors, the first was just as important
a5 the second. Bul it bas already been suggested that this bias is a conscquence ot formaliist
aesthetics and is largely determined by its socioeconom:ic precendidons.

Seccnc, the wight to Trecdom of cxpression is a permission, granted by Lhe state, to
engage in ceriain activities. Bat not everything that is permittec is required, nor can every-
thing that s permisted be justified. Technicaily | am permilied to spend all my evenings
howling at the moon if 1 so choose, Taat doesn's mean it is a good idea, nar that anyone
should give me moeney and a streten of mountain glade to do s [ndividuals who cnoose

to produce or sunport work that incorporates gratuilous racism co so not just because it
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is permisted to do so (they are permitted to do many chings they don't bother to do} but
because they actively want aznd choose 1o do so. Itis the valucs and impuises that motivaze
guch choices that are objectionable.

TTird, tae right to unlimited freecom of artistic expressicn in any case can only
have apolicalion 7o 2 legitimate subject of nights. We normally grant such rights only to fully
sna-ure and resporsible adults, who understand in some sense the differcrce hetwoen right
and wrong. and who can be relied upon not to abuse their freedom. For this reason, we do
not. nermally grans such rights <o children, imbeciles, ar the mentally disturbed. The gallery
and the nrotesiors indicated n thetr behavicr that they understood this praciice perfecily
For it was, after 2.1, the gallery ard not the artis: who was held accounlable for the exhibit,
and the gallery, not <he artist, who defended it. Tous both parties to the dispute seemed to
agree, finally, that tae artist whose aesthetic cecision raused the controversy was neverthe-
less mal to be held acccuntable for having mace it, and the artist’s own statements lenl
sredence to this view. [ T.eve seems ro be sometning amiss with a set of cultural conventions

that validates this degree of irresponsibility for artists.

iafon of labar, inherent in the process of aesthetic accultura-

The result of this lopsided d:
fiow within existing art ‘nstitutions, is a pervasive alienatcn of the artist, Lot Zrom his own
creative processes and products and also from the tackground soclocultural environment
that engendered them. For by abdicating contral over the meaning, value, price, Tanction,
anc material fate of the artwork after it leaves the artist’s sludio, he thereby abdicates
his cla‘m to have a specia’ relation to that product that is significant and valuable in its
owr: right. The art producl is appropriated by the art institutions that legitimale it and is

thereafier governed by its cultural and economic .aws, rather than the artis’s intentions

and wishes. Tais means that ultirarely neither the crealive process nor the final proguct is
determinred by the artist's own acstheiic imneralives,

Ore manifestation of the alienation that resuits irom this division of labor is the
phenomenon of overproduction. For example, a newly discavered artist may contract with
a gallery to show new work, say, every Twa years. For some artists, the rate of production
necessary to fulfil! the contract may corresponc perlectly with their natural whythm of art

procaction. For others, this rats of producticn may e (ar Zoo nigh, praducing stereotyped

and superficial work that the artis: kas been pressured, by the torms of his contract, inta
producing New one might think that the abwious solution wou'd be to contract to exhibi
lews freguently, say, ance every four or five years rather than once every two. But this s
improbable. For the dealer’s interest in contracting witn the artist at a cortain time is predi-
cated primarily on his Selief that the work will be inancially marketable at that lime, not on
his faith in the enduring zesthetic value of the work, That is a faith on the basis of which
only a few cxperienced dealers are wiliing to do busiress.

Nat long agn, a flourishing Curcoean gallery contacted & yourg, unaffilialed artis

with the offer of a major exhibition, 1o be traveled within Curove ard the United Stazes. The

artist responced enthusias:ically, explaining, however, that »er beliefs about the importance
of maintaining the mutual indevendence of aesthetic and fimancial value required the ‘m-
position of stringent confrols on the pricing and distrbution of the work. These controls,
she expiained, ensured that the fnancial value of the work wus permanently indexed to
the labor and malterizl invested in it, on which na profit could, in good fa’th, 2e made. ‘the
gallery responced by professing a continuing interest in her work, but regrelling that finan-
cigi exigencies made it impossible to show it wnder these condilions, until the gallery had
consiaerably increased its capital resources elsewhsre. "Ihe artist did net hear from that
galery again.

From the gallery's perspective, the decision was clearly a rational onc. & dezler
may, by surveying and helping to promote current trends, develop a market aralyst's sense
of waat kind of work is in demand right mow. To promete suck work withoul the expecta-
tien of econemic return would seem to be irrational. And the resources necessary to cnsure
a continuing dernand for that work five vears hence would outstrip those of even the maost
well-equipned stockbroker. And soif an artis: desires gallery affiliation, and the prestize and
recognition it orings, he must be prepared to adapt his rate of ars oracduction to the cemandas
of the cconomic, nob Lne creative process. Siredlar conclusions apply to the nonaffiliazed
artist whaose work is currently in vogue. That the admittedly grueling rate of production
Necessary to sustain one’s visihilily, by participating in ail the invited exhigitions, perfor-
mances, lectures, residencies, or conforences, may be so extreme as to endanger the artist’s
physical or psycnological wel-being is irrelevars for most artists. Tor they understand the
economic and political workings of existing art institutions well enough to know that their
professional success depends upon sztisfying the extra-aesthetic demands that are made

or: thern at the time they are made. That they are *hereby manipulated by these demands,
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and alienated from their own creative nrocesses, may seem a small price o pay for the

recognidcn and support to which cvery sericus artist aspires,

4 related manifestation of this alienation iz what | shzll cali the phenomenon of deforma-
tion. Faced with the pressures of averproduction, the artist has a few alternatives, besices
that of simply refusing tec mneet ali of these dernands. [ may produce shoday work, or he
may modify the product. in ways that make it easier Lo produce, or he may employ otiers to
rnake the work for him. Be may thereby delegate to others an increasing v large proportion
of the creative decisions that neec to he made i1 the process of execution. 17 all cencur in
regarding the final product as a collaborative effor, well and gocd. If the arlist does not, his
col:aborators’ responses, as they confront an artwork atiributed to the artist but ‘hat pri-
marily manifests their creative decisions, may be mixed indeec. Fach of these alternatives
represents ways in which the form and content of the final art preduct can be modified to
accommodate the extra-aestheiic demands of the sconomic process, to which the creative
process is subordinate.

Sirmilar deformations of the art producl zre often required by the artist's own
desire to achicve and mainiain a certain level of wisibility and critical approval, ever when
the pressures of overproducsion zre ahsent. It has alrcady beent suggested that crtical and
sccial recognition from within the art community is naturally and centrally important to
anyone who aspires 1o professicnal success as an artst. Bul if the community's standards of
aesthet’c excellence arc not ‘ndependent of econemic pressures, then the critical approval
and econctnic reinforcement an artist receives for deing econemically and critically viable
work encourages that artiz. Lo prodiuce more econamicaily and critically viable work, even
if it conflicts with his natural creative dispesidons to do so. This we have the phenomeron
of the artist who produces cne kind of work for his galiery and another for himself. and of
the artist whe s reluctant to risk unfashionabie deparlures from a successtul and wel:-
established formula, alter having heen reprimanded by silence or negative revicws Zor al-
Tompiing suen departures in tae past. The cbverse phenomencr: is the artisl whose cutput
ras hecn: 30 cempletely canonized for the annals of ars history that anything he produces.
na matter how unskil.ed or superficial, sutomatical’y acquires aesthetic vaiue and critical

appravai--in direcl proportion to the orice it can be expectec to command at the rext in-

ternational auction. Taese are &

~her ways 1 which the artist’s alienazion from his product
may be manifested hy deflorming his preduct in respense Lo extra-aesthetic imperatives.

Art products may a.52 be deformed in rezponse to imperatives from dealers for art
that is sellable. Art that requires too great an effort at comprehension, or that violates Loo
chtrusively traditional crileria of art, or that seems too difficult to commeoeditize may be the
target of 2 concertsd erfor: to make it just plain disappear from the annals of art history,
“hrough comprehersive survey exhibitions that igrore it or cridcal writing thal marginal-
izes it. This conveys o artisls a less than subtle message that Lo continue producing such
eccnomically nenviab.e work is to court cbscurily. Those whe take the hin: often reform
neir art procuction accordingly.”

Finally, the artist roay deform his procuct in respanse Lo the demand for innova-
tion. [r. crder Lo preserve the srofizable functcning of many existing art institutions, a can-
linuous demand for new art must ve crealed. And this can ba done only 2y crealing o desire
tor new art. This, in turn, requires the allegiance of the art communily to nnovaticn as an

intrinslc valug; that is, the recognition: of an artworx as good precisely and only becauss it

does what has never been dene hefors, advan

28 some acsthetic 2 step further, offsrs us

2 new and excling experience, or forces Us to rovise our view of the wor d. And 52 artists

]

often compele with one anotner in thelr quest for visibilizy and professicnal standicg by
presenting increasingly sizarre and shacking work to an audicnce whose polite applause is
predicated upon their inabilily to have conceived or pradicted s advens,

In response o this funcamentally econcmic imperative of product innovation,
artists rnay deform not only their wark but themselves to the point of sulcide by hanging,
shooting. burning, starving, castrating, or maiming themselves, all in the name of High Cul-
wure. Just like the tewn in Florica whose inkabitants are known o amputate or maim their
awn limbs In order to collect the nsurarce, these arists gradually truncate themselves arid
thelr creadvity to survive economicaliy as artists. That a recen® work of an artist prohcient
in this genre cansisted in broadcasting an extendead plea 1o his raio audience to scrd him
maney s both an fronic comment on and & natural extension of this “aesthetic” stance.

Thus the comforting and often self-sustaining vision of the arlist’s studio as a self-
contained realm of personal power and creative control, Lo which the artist can retreat Trom
a chaotic and unmanageable externa’ world, is 2 myth, For cven his creative activity within
thatrealmis largely determined hy extermal sociocconemic immeratives that are, within the

scheme of existing art institutions, »eyond tae artis’s ahility to withstand.
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The notion of the successful pro‘essional artiss as nne who hay been freed, by his gailery
affiliation as1é critical and financial successes, to devese all his time to creation, ‘s, ther,
an ideciogica! fiction. It is ideological because it serves the interests of those who orefer 1o
preserve rather than improve exisling art institutions. And it 15 & fiction Decause itis false
that this hrand of sucress promotes genuine freedom or creative expression. Years ago 1
was doing research for an arlicle that would have proceeded zlong somewhat similar lines
of analysis as this one but was to have been reuch more specific and detalled. My plan was
to interview certain prominent artists, crizics, and curalors whe had participated leng and
exiensively in the systerr of existing art inslitntions and whose visions were botn cleat and
somewhat jaundiced. From these discussions 1 planned o extrapolatc a genera. analysis
based or their recournled experiences. The article was never compleied because, cltnough
the artists contacted were gererally quite genercts with “heir time and information, they
volunteered thal information only on the conditions that (1) they not be mentioned Sy
name, ar:d (2} no information be used in a form that was detailed or specific encugh to
identity any actual individual, instizution, or situatien recounted. Their worry zhout antigo-
nizing the individuals and institutions that supportec themn, and thereby losing the politica.
anc economic supporl that nuttressed their success, was a real and completely rational one,
And it made clear with pariicular poignancy the abdication of power, conlrol, and freedom
ultimately required for success.

That this expropration of power, responsibility, and freedom in exchange for pro-
fessional success need nol e the nerm is evidenced oy comparing the vondition of the artis:
ta those af other creative producers in higher educaton. Take, for example, the nistorian. Like
+he artist, the historian draws upor availasle information, personal expericnce, insight, and
an internalizec set of standards—intel eclual and academic ones, ir: this case—to synthesize
an original creative product, that is, a book or article. The standards by wrich the product
is evaluated are themselves creatsd and promuigated, through teaching, by that historian
the

and hiz or her academic peers. And those peers, all equaily practicing historians, subje
product to Lhe criticat scrutiny of those standards. That an article or book on history shogtd
ne evaluated by others who do not |nemselves participate in the creative process is untrink-

asle. And thas the crizeria relative to which the product is evaluated shoudid be articulatec,

amplified, and imoosed by equally distanced sthers is equally unthinkable. Historians cre-
ate, control, and survey critically thelr own creative products. They do not recruit others Lo
nerform the hard task of inteliectual self evalualion for them. For that is the surcst way
10 abdicate control over the scif, and over the expressions of the self that one can imagine.

Simitarly, the pricicg and public distribution of the historian's creative products
are cantrolled by the community of historians. Articles and baoks submitted for publication
are refereed by other historians, who thereby control the vehicles by which such products
ate brought o the public. A historian does not abdicate econoric or legal conlrol over the
disscminasicn of an article or hook 1o a journal editor or publisher, merely for the privilege
of havirg the work disscminated at ali. Rather, the praduct is pratected by strict copynight
laws, the producer is reimbursed, in part, by royzalties, and the audience o the work is
determined by the producer's congclous, strategic decision as to whom the wotk shall he
addressed {other aistorians, students, the genetal public), and 1o what kind of publisher it
should therefare be submitted.

INow one might be lempted to think that such a system could never work far
artists, because, unlike ooks, art producss are unigue ohjects or events tahat can never be
replicated. | have argued eisewhere that this convicticn is false, and (hal the assumpticn
of uniquensess s, sireilarly, an ideological foton., cetermined largeiy by economic inter
ests, that serves o legitimate the economic and rmarkel criteria for pricing art preducts by
equating those criterla with aesthetic criteria for evaluating them ® If arl products are not
unique, ke precicus jewels, there is no reason why they should cost so much. if they cost
“ess, artists would be unablie to support themselves solely by producing them. They might
ke more inclined Lo seek out sunplerrentary jobs as critics, teachers, dealers, or curators
of art in order to ensure their livelihood, ard <hereby encourage critics, teachers, dealers,
and curazors to cxperience the artist's role firsthand. This mutual exchange of roles and
skitls mighl engender both more artists who are criticaily adep: and socially responsinle
and more critics, dealets, and curators whose interests in art are persona: and social, as
we_l as professicral. The possikilities for dizlogue, cooperation, and coliective action ameng
such individuals, who would be both informed and experienced in a multipicity of roics,
scern potentially unlimited. Allhough artists would then have less time to produce art, the
art they produced would be more fully their own, For they would collectively determize its

meaning, value, price, public disseminaton, and material fate?
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Now much of what [ have sz27d here should be familiar, in cne form or ancther, tc long-
standing denizens of exisling art mnstitutions. and there are certain siock responses 1o the
proklems [ have mentioned. One frequenlly suppested soluticr: for the critical hegemony
and social aliemation of existing artinstitctions i that arlists shouid simply abancon these
nstituticns ard reintegrale themselves into socicty at large, by producing socizlly and po-
litically effective art, Quite independently of the objectonasle implication thal ariists as
such are saciccultural free variables who can be flexibly positioned I any convenlent so-
clocultural nicre according o the reciirements of some prevailing poelitical program. this

solution is weerally unrealistic. Artisls whose personal anc professional investrnents in ex-

isting artinstitutions kave been suthcient o yield them schszantal professicral returns are
typically rendered socially and economically powerless in the ways already described, Taey
are, for those reasons, frequently incapable of creating art that can oe genuine.y socially ana
polizically effective 1 saciety at large—rthat iz, the soclely tnat incsides art practizieners ini
zheir sociceconomic dimensions, as welt as others, inits rames. In order to do so realistically
racuires that they have not inveslaed so neavily I those art institutions to segin wila.
Tosee this, consider the distinetion between Lhose artists who deploy the medium
af arl, and thelr professional roles as artists, as politically effective instrauments; and those
wno deploy their peliitics as an artistically and professicnally effective instrument. Some
artiszs identify thomselves primarily as members of particular political groups, such a5
womern, blacks, artists, or the working class, and utilize their creative talents in the ser-
vice of political goaw they share with other members of these groups. Thess artists can be
dist'nguished by the fact that their polizics and :helr political identitics, rather than their
professicnal aspirations, determine the acsthetics of their work. This is ercphatically not to
deny that their work meels slringent and Ztrinsically valuacle aestnetic standards. Butif
thelr choscn artistic medium and content do nol happen o mest the acsthetic standards

i poged by existing art institutions, they will nevertheless refuse to modify them. They will

tend to sacrifice professional, art-contextuzl acceptance Zor the sake of social and poditi-
cal effeciivencss,
For exarpie, a Chicana artist has put ner formicable creative and organizational

rescurces in the service of cellaworating with disadvantaged Chicano yeuths lo reciaim

and publicly disscminate their commoen cultural meritage, threugh puslic wall murass tha!

wortray their own, ciherwise largely neglected, soclal and pelitical mistory in an artistic
-nedium that is indigenous to Chicane citture, Simiary a orominent white male artist has
utilized the protodocumentaticn medivm to present acute and highly revealing analyses
of corporate exploilalion of existing art institudens Zor thelr cwn ideological ands; analyses
s¢ effective that they have succeedsd In provaking overt poiitical confrontations within

the art context that reveal the coraplance of these Instilullons in their exploitation of art.

Tae form, subjecl matter, ard alms of both these artists' work exoresy [neir identities as
political and politically committed, razher than professicrally ambitlous, indivigiials, Nes
ther -he Chicana nor the whitc male artist utilizes the work primarily as a vehicle for art-
contextuzl success. Instead, ' funcricns as a means or megam for the atiaiament of social
=i political goals—tne recognition, legilimation, and social integration of Chicanc culturs,
and tne exposure of the ideological anc seciceconomic underpinnings of "ILge Culture.”
respectively—to which ils producer has & prier and overriding corrmitmeril s Neitqer art-
ist sacrifices the form of her or his work o Lhe imoeratives of art-contextual legitimation,
for this would he o destroy its integrity as well as ity politiosl effectiveness. Artists who
refuse to make this sacrilics are enabled =o Ao sa by neychological, seciosrancmic, or pro-

‘egsional resources that are largely indevendent of existing art institutions. Thus they are,

by definition, those whose investment in the continued benefils of art-contextual legii-
maticn 15 comparatively smalt io hegin with. Hence they are net the artists lo whar the
supgestion to abandon the quest for legitimalion, for the sake of pelitically etfective art,
properly applies.

By contrast, some political art, ostensibly collaborative or in the service of shared
political goals, seems to function primarily &4 a mears to tne professional artistic success
of its producer within existing art institudens, irrespective of ity political effectiveness, Tais
is not to ceny that some such waork may be pelitically effective. But often tnis effectivenass
may seem a rather naphazarg atfair: A singls work may exhioit, secming’y fortuitously, a
degree of political depth or insight thatis lacking in the artist’s statements or other work; or
the artist's commitment to a political project may require, as a necessary precondition for
his participation, a positior: of professional visihility or authority; or the work may be for-
mally sophisticated or interesting, but politically naive, ambiguous, or downright damaging
in its offects on its audience; or it may communicate political views or experiences that are
general enough to be innocucus or platitudinous on Lthe one hand, or to carefully aveid ap-

plication to the artisl's personai situation on the other. What ali such cases have in commorn:
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15 the sunoraination of the artist's political effectiveniess te tae dernands of professional and
artistic success. Ior to increase the work's political effectiveness wouid recuite sacrificing
the likelihocd of art-contexiuat legilimation, And this is z sacrifice that most artists who
aeslre enlry Lo existing art institutions simply are net wiiling to make.

Artists whose polizical effectiveness in soclety at large is thus constrained by theiy
alleglance to the professional and aeslhetic imperatives of existing art instituzions are often
accused of opportunism- -as though it were a crimc, or at least 2 neral flaw, to aspire to
success and recognition by cne's pecrs zs an artist: as though, indeed, it were morally and
politically suspect to affiliate ard identify anesell privnarily as an artist, rather than as a

merber of sonre ather podtical group. But this critical stance is itself morally suspect, for

It encourages artsts to ignore the political dimensions of their cwn roles ay artists, and
thereby to perpetuate their institutionatized powerlessness and cependence on existing
art institetions. And this, ir turn, further vitiates their capacity te be poitically effective
msociety at sarge. For In conceiving art practice itself az politically neutral, or unworthy of
serious attention, both these so-called oppertunists and their pelitically correct critics seerm
implicitly to accepl. the same ideological fictions. generated by existing art institusicns, (nat
often obscure the artist’s compiicity in defending and perpeiuating the very system of social

Instiiutions he purparts, through his art, to crizicize,

For examnple, one effect of the purported political neutrality of art praciics within
existing art institusions is that artists terd o have trouble getting other peopie 1o take

thelr political views sericusly. Thiy is o be expected: If art practice is pelitizally neutrzl,

tnen art practizioners as such must have no firsthand experience of peliical oppression or
expleitation. $c what gives them the autnarily o proncunce ¢n anyone elze’s? Morcover,
artists themselves exacerbate the misleading impression of political nevirality by abdicat-
ing responsibility for the social and peliticat implications of thelr work: I an artst's primary
respongibility really is just to "make the stufl,” rather than to control its critical and material
destiny as wcll, why sheuid Lne political subject matter of the "stuff” he hanpens to make
courz as evidence of his political credindlity? If artists are not to be held responsible for the
consequences oi thelr own creatdve autharity, 1t is kard to see why they should be recog-
nized as socialiy and politically responsible agents at all. Thus the ideological fetion of art
practice &3 politically neutrai reinforces the vowerlessness and dependence of artists on
existing art mstitutions and vitiates their capacity effectively to charge these nstitutions.

Anc since, as we saw, Lnose institutions themsclves are founded on a particular politically

selective distribution of socloeconomic resources, it thereny vitistes artists’ capacities to
change that distributicn as well,

A second effect of the ideclegieal ficlion of the pelitical neutrality of art-making is
“hat the ability of professiorally committed artists to make polilically effective art is under-

inedin ways that are renderad invisiole by thelr alleglance to this fotion, Tor politizally e

fective art requires, at the very least, an understanding of the adience it is moes! polizically
k. E E i

effective for an artist to acdress, of the Internai, sociocconomic dynarnics of that audience,
ol what it is mos: politically effective to comnmunicate to that sudience, and of what media
would be most effeclivery stilized to that end. These requirements are exwremaely diffics!t o
satlafy, and il is harder still to know whether cne has done sc or nat. But what can be said,
al least, is that if is much harder o ascermain which audience it is In fact most potiticaly
effective for one o address, when one has a slrong, snexamined—because purportedly
inrocuaus—attachment to that audience or audiences that are mest likely to confer upon
sne the professional or aesthelic approval that every artisi neads,

Simlarly, it is harder to secome sufficiently familiar with the internal, sceiosco-
noriic éyramics of one’s peliticaily targeted audience to commuriicate with i successfully,
when one s laboring under the delusicn that the interna’ dyramics of the audience with
which one has the greatest persona. familiarity—:hat is, the art audience—iz no! socio-
ecenomically determined at all but is rather tesponaing to purely aesiheric imperatives.
For this delusicn ignores a major ingredient in an artist's successfui communication with
the art aucience, that is, his extendec, firsthand experience of the interna: socioecanommic
dynamics ol tnat audience and the strategic skilis of presenracion he develops in response ‘o
s demands. This blindness to nis own resources may. In turn, lead him to subpaose it tanec-
essary to acquire a comparasle familiarity with the internal sociocconomic dynamics of his
polidcally targetec audience, or <o develop comparable sirategies for cornmiunicating suc-
cessfully with it. Thus ne may ascribe any »roblems of communication to its insufficiently
developed aesthetic sansibility, when in fact itis nis own provincial acsthetic sensibility thas
needs to be developed. The result of such insensitivity is likely to be pelitical ars that strikes
its targeted audicnce as condescending, manipulative, naive, or irrelevant, and so further
adenates tne artist from the community at iarge, rather than integrating him.

Finaily, it is aarder to ceclde what media would be most sacially and politically
effective It communicating witn one’s targeted audience when one is inflienced oy a poiiti-

cally umexamired concern with those mediz and that content whizh cefine the domirant
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“hin existing art insttutions, for

or currentiy fashionable stanadards of art proc.ction
than one's medium and content, in attempting o satisty fwo sels of criteria tnat typically
conflict, are more likely ta satisly neither.

Thus the real cbjsction to much peliticaliy sriented hut ineffective art (s not that
it is opportunistic; this comlaint culy rascs an implicil assumption that azpinng 1o pro
seusional artistic success ie nclizically Hllegitimare, The rea) objection is that it i3 generateq
from a position cf institutionaized nower essness and ideclogical sel{-deception. Thaz such

H

work shauld e nolisically ineffective o7 naive Is 1o be expecteq.

11

The problern, then, with many ars practitioners who avow sircerely the thesis that artists
chould overcome treir social alienation by woring in the comrmunity for pelitical reform
through their artis that they arc ofter in the g5 of the ideological fictions earlier described,
2rd thus helleve it unnecessary o scrutinize their own positions as exploiters ana victims

whir the art conlext. This leads thern 1o believe that their positions, as artists, critics, and

50 on, are privileged in the ways thosc fheiicns prescribe. And this beilef disposcs {nem to
protect and preserve their pasitions within existing art institutiors, by exempting those
positions from polifical criticlsm 2nd dellecting attention exclusively to other COMMUrities.
Thus, for example, o promirent and influential ar: practifcner whose pelitical comrmitmens
is genuine and iong-sianding once expressed the opinion that artists should abandon their
chsessions with the art world (however, the dependen’ and helrless are invariably obsessed
with those who conlrol them). Instead, it was claimad, artists should develop a more socially
responaive art practice. This same art practitioner failed 1o appreciate the nolitical implica-
tions of using an availabie photodotumentation of an artist's work as a book iliustration of
zr entirely different genre without soliciling the artist’s permission beforehand, and then
pleading the pressure of a publication deadlire as the excuse for not. having done so. Of
course this brand of exploitation of artists” work In the service of putatively overriding pro-
fessicnal and acsthetic imperatives is a familiar story. But wien coupled with an explicit
conviction that artists shouid forgel about such things and turn their attention instead to
miore important matters, it is a very reveaing one,

“his studied obiviousness 1o one's own politically manipulative or manipulatad

‘wehavior within the art context has certain obvious advantages. For comaidered attention to

its broacer implicalion may require one e change it or abdicaze some of the nower or pres-

lige one hes thereby enjoyed. A professionaly ambitious art prs

diticner who also happens
to maxe art with political subject matter, or whose reputation Is predicated on nis political
and moral integrity. cannol, in geod conscience, cont'nuc to cxploit 21l the professicnal ap-
noriurities offered by existing art nsttutions, once he has acknowledged nis complicity in

maintaining the Inherent Ineguities of these institutions. Jo cnoose toignore that com

ity

in order to get o with the imporian: bhusir

ot aking socialiv responsive art is thus in
fact to put ana’s professicnal amiitions ansad of one's political and moral convictions. 1o is
like throwing stones at a glass hcuse from the safety of ils inner courtyard,
Acknowladging or altering such priorities may have severc and viclent repercus-
sioms in ore's personal and social a3 well as one'’s professional relationships. ndeed, one
index of one's real emhecdedness 2 and commizment o existing art institutions is the
degree to which explcit serutiny of ore’s poitical role within ther might endanger not

cnly one’s nrofeasiona.

+atus But one's personai attachrments as well. Thas it is not hard

to urderstand why such scrutiny s asually resisted, or nerformed desultorily and self-
deceptively. Tor 1T is finally one's self-cancepricn, and the persenal and secial relfations that
buattress it, that are al stake.

Tnis sort of 1declogical deuplething will ke familiar Lo many women whose
straigatfcrward commitment to the civil rights &nd antiwar moverments of the sixties were
gradually transfarmed by thelr dawning awareness that they were being exploited primnarily
us waltresses, nurses, and camp followers by men who professed a radica’ politica| concern
for ~he truly pressing issues at hanc. Nor widl il seern wnfamiliar to those blacks or their
children whose “ater years were embittered by the realizaticn: that their patriotic defense
ol the United States in the Tirst anc Second Wor.d Wars merely deflecled their attention,
temporarly, from the ongeing racism they experienced at home, rather than ameliorating <.
That imreediate and pressing political resentments can be made 1o seem trivial by focusing
on distant objects of poitical concermn is not news. That politically concerned arl {.)ra(_:titio-
ners might practice this fermn cficeological evasion cnthemselves and others should not he
surprising either. For Lhave suggested thas this lack of seif-awareness not only short-circuits
thelr effectiveness in the social community at targe but also perpetuates an ethrically and
soc:occenomically menolithic system of ars inslizulions that tends to discourage or sup-
press the creativity af those who are cenied access to them. Hence it wolld be surprising

maesd 1t the exogencus art-political activity of incdividuals wedded la that sysien: were
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offective in political reform or revolution ever the long term. wren their own inlerosts are

so inherently conservative,

12

Many young ardsts regpond Lo the apparent typocrisy of palitically committec atl practi-
tioners with distilusionment and cynicism, and s easy 1o understand why. 1l is a general
fealure of iGeologival sclf-deception as I have descrized il trat the more precaricus one's
actuzl position becormes relative to one's staled ideciagy, the more dogmatical'y one insists
upor: ©=, ard the more defensively it furctons Lo preserve one's self esteem. Just Ske, for
example, many members of the Progressive Lanor Parwy, politically commitied arl practitio-
ners aften seem to become jncreasingly dogrmatic, sel{-righteous, and impervious to rational
argument, the more seeming inconsistencies in their positions come ww light. The mote cam-
plately they conceal their rrofessional ambitions anc seil-interests fram their own critical
scruliny, the mere and raore politically correct than thou they seerr to become; the mate
institurional 1ewaras they garner. the more pristine their aura of palitical incorruptibility,
ol tae same Pme that their pelitical retaric becomes increasingly stridgent, moralistic, and
inflexible, This can be an alienating and demoralizing spectacle for artists whose moral and
welizical concerns are both inchoate and extend naturally to questions abous Lhelr own per-
somal integrity. That poiitical commitment in art ig the best game in town, o just anolhear
se.f-gerving scam that one may as well play for what it’s worth, may secm (o be the cbvious
canclusion, Indeec it may seem that the only way of genuinely preserving ore's personal
rroral integrity in the tace of this apparent Yyporrisy is Lo shrug one's shoulders at the in-
evilanility of co-optation, or retreat. {rom any active palizical involvemnent altogether.
But shrugging one’s sioulders is disingenuocus. It i co-optation o willingly em-
Yraced and respansibility toc easily abdicated. We have already seen kat the factors de-
rermining rhis kind of social irresponsibilily are deenly embedced within the structure of
existing art institutions, regardless of how it is rationalized by those who benefit from it. In
rhe fnal analysis, there can de no rotreat, for the lssues raised are nol false or superfcial
pneg, regarciess of whe raises them. Thave alrcady tried <0 suggest some of the LesTlons
aocul croative autenamy thas most artists invariably encounter, regardless aof their politi-
cal orieration. the only aiternative to confronting ther head-on is the creation of some

ather conservative iceclogical fiction that raticnalizes one's dism:isaal of theri—the value

of art for art’s sake, far example, or of the pursuit of self-interesl, or of free enterprise, or of
learned helpiessness as an adaptive survival strategy— that {s just as precaricus and self-
deceptive as its 1dcolegical opponent.

This is 1o suggesl Lnat sustained, apelitica: cynicism as such is not & psychologically
viabie pesition for any moderately socialized individual. il engenders the same brand of de-
fensive, self-protective rationalizaticn as any atner stance that reguires us to ignore obvious
facts about our position.!- It requires that we insulate ourselves not only from interaction
with our politizally correct nemescs but also from our own sense of self-respect., Tor that
is the only perspective fromn which the politically hvpocritical behavior of others gives us
armything to deplore: If we had no psycholegical invesunent in the ideals of genuine political
reform to begin with, there would be nothing in their behavior to disi’lusion us. And this
would require us to deny that the ariginal issues of concemn to us were deserving of concern
in the first place. Of course [ do not mean to claim that neople never abandon nelr poiitical
and ethical ideals; but rmerely that the consequent feelings of self-dislike and misanthropy
are a high price to pay Zor deing so. They are hurdly conducive to long-standing personal or
professional attachments of any kind,

Rather than risk the degrec of psycholegical alienation sustained apolitical cyni-
cism would bring in 15 path, many disiliusicned artists consequently replace those ind-
tial feelings with some varianl on the conservative ideology aireacy described; or perhaps
merely with the uneasy Neoplatonic conviction that being a Lruie servant of Art is incompat-
inle with sectarian political invelvemenl. Bul all of these stories arc ideological fictions in
that they are both false and serve the interests of ar: institutionally conservalive political
program. They are thus no wes5 noiftical than those they appose. And since these insttu-
lions furction to vitiste the creative autonomy of their practitioners in the ways aready
describec, such idealagical fclions are particularly unconvinecing when adopted hy artists

winose own crealive autonomy is at stake.
13

Avariant on tne suggestion that artists shouid abandon the art context for the “real” world,

in order to amelforate their alienalion from society at large, is that art practitionars should

work o hring the art preserved and cngendered by existing art institutions into the sur-

rounaing communities; there should ke more funding for public and open-air projects, as
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well as programs to “bring culture io the masses” This formulation of the proposal makes

Cear, I think, cne major objeciion ta it It is the concescending assumption of c7tical he-
gemony thal those outsice of existing art institutions requite cultural enrichment, mereiy
by virtue of lacking access Lo what we are often pleased to refer to a5 High Art. Having

effectively collaborazed to ceny them access 1o Dbegin with, we are now Lo confer v a dis-

irserested display of charity and moral concern. But Eurce:hrnic culiure is but one amoeng
many, ail of which are similarly enriching. The “masses” often largeted for enrichment have

their own ricn, highly developed ethnic cultares, and therefore dc not need Furccthnic art

Zor the imprimatur of aesthetic culdvaiion. What they do need is moere econorric and secial
so That they will

legiimation of their indigenous cultures from existing art institutions,
be more dispused to protcct and develop rather than asardon them as they increasingly
achieve pelitical and economic parity. And this socioeconomic legitmation js a cullural

resource that art practitioners within existing art institutions are in the unique position

to redistribute.

Again, this is not to maintain that Furoethnic ar is no: worthy of disseminaticn
in the calture at large; but rather Lo poinl cut that trere is muck ocher cthric artikat is al-
ready out in the surrcunding society and has an even greater claire 10 be brougntinto exlst
ing artinstitations and appreciatec or its own terms. The ldea that forrnalist art should hald
a preeminent place in the absojute scale of wvalues, and so appropriate preeminer: space
in our ethnicaily and socioeconomicaliy variegated cultural scheme, ‘s another idecicgical
fction, generated by existing art instildtions, chat is difficult to justify chiectively.

Firally, then, we devolve onto the function of various ideological fictiors them-
selves, which prevent us from seeing clearly our awn conditions and acting inteiligently i
“mprove therr, which deluce us as to what our best interests are and ow they are to be
achieved, and which rcinforce our involuntary allegiance to practices and conventions that
distorl our vision and stunt aur creadvity as political and artistic incividuals, Our prereflec-
tive or unguestioning acceptance of these fictions would seem to be al least one primary
' pritin perpetusting the shared Tusion of power, resnonsibility, and value within existing
art instisutior.s. The question then naturally arises of what to do about this situation.

[ should iike to conclude <his discussion by suggesting that cne necessary condi-
tior. of effective political reform of any socia! institution is a clear undersianaing of how
trat institution funclions, and of one’s own role in perpelaating it. Just as placks and women

needed 10 have 2 clear erough understanding of their own wights and best interests o rec-

ognize that they were heing cxploited by racist and sexist institutions and how, in order to
lake effective political action to comnbat that oppression, simiarly with art practitioners
regardless of thelr particuiar political affiliation. As purveyors and cus:odians of contem—.
porary culture, art praclitioners have a tremendous potentia® for influencing the course of
social change. Bul as long as they fail to recognize the ways in which that potential is being
Lamperad by their own self-defeating ideclogical allegiances, they will me unable to utilize
itin the service of their aesthetic and political interests.

Yot artists, unlike blacks and women, it may be said, are condilicned by their art
production to he aciive agents, not passive conlemplators, and their ego-investmen® in their
work is In any case too great to change that orientation. But there is o biological necessity
anout a soclally conditioned disinclination to perform the ditficult and aflen ‘;hankless task
of political sell-analysis. It is noi as though artisls ave congenizally incapacitated by having
right cerebra; herispheres the size of a watermelon and lefi. cerebral h:?mispheres the size
af & peanut. As women who have experienced the benefits of consciousness-raising collec-
tives aiready knaw, the mere discovery that one’s ostensibly unique experiences in a certain
role are in fact universa’ i3 {tself a major step toward altering those experiences for the
belrer, T believe thal artists, and other concemed art practitioners, would benefit by taking
serlously the consciousness-ralsing model with respect to their participation in existing ar;
institutions, For if we do rot spend more time collectively contermplating our Socit}econémic

navels, we will continue to be led by our umbilical cords in the wrong dirsction
NOTES

1. Earlier wersions of this paper were prasented at the NEA Conferance on Yisugl Arts \n Los Angeles (Octcber
1282}, The Ranff Schoal of Fins Arts and the National Fxhibition Centre of Calgary {Novernber 19821, *hie Maova Scotia
Cuolkage of Art arc Design (Marzn 1983), and the NEA Sentinar on Art Criticism {September 19831, | have oenefited
friarn corimerts recelved or those occasions, and fram Jeffrey Evans and Ingric Sischy,

2. Richard Galdsta:r makss essentially this point @ "Arl Beat: Race and the Stale of The Ars " Village Voico
Aagust 23, 1983, 31; and in *Art Beat: 'Darksy” Cnic,” Yilage Viice, March 3E, 1980, 34. Also see Robert Pear, © R:—m-l
gan's Arts Chairman Brings Subtle Changes to the Endowment,” New York Times, April 10, 1983, |

3 In genera’ | uee tae masculine pronoun gender-specificaily, as the systarn of art institutiors | reat is popu-
lated prismarily {t7o0ugn rot cxcliusively) by white middle-class men of Europaan descent,

4, Of course this aesthetic vsion can be taken too far, as when il blinds cne to the central significance of such
nkjects, |twas this v'sion, oresumably, that led a famaus art critic al a panel discussion on ad and pilitics in the carly

19705 to dismiss publicly the acuvities of lhe Black Panthers on 1 grounds tiat thoy ware without aesthetic merit
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5. The economic exigencics that lead naturally 1 suca agraements are reahstcaly descriocd in Jahn Bernard
Myers, "The Art Biz,” Mew York Review of Books 30, na, 15 {October 13, 19833, 32-34.

5. Sesthe artists corments in Richard Goldstein, “Ar Beal: Tha Romance of Racem,” Village Ve, Apnl 2.
1679 and Grace Gluek, “"Racsm’ Protest Slated over Title of Art Show.™ New York Times, Arei] 14, 1979,

7. Sce Michael Brenson, “Aists Grapple with New Roalties.” New York Tmes. May 15, 1983,

8. Ad-an Piper, *Performance and the Fetishism of the At Object,” Vanguarg 10, ac. 10, {Deuzcember
1981 —January 16823 16 19; and "4 Proposs’ for Pricing Works of Art.” The Fox 1, ro. 2019751

9. Ab'he ooint, arsts’ contral of these factors sCCms 10 ba targety [mited to tneir partaipation on DERr-TeYew
{unding panels, where thay a-e reauired ho exarcize a degrea of criveal and financial respansitbhity ior the art 10 De -
poried that s largely absent elsewhiere in seir professiond. lives,

10, The laller a7 procucer has described viriself as taking & pragmatic stance towarc his oo status in e art
world: He lee's e sometimes compramises his poldical comictions in order le maintain bis position [elthough 1 st
be nated al this posivon itself increases the vis.bility and sfiectiveness of his crivguas), whis at other simes hic simpiy
refuses to cooperate when this seems best,

11, This goint is Giscussed at greater 'engih in part 3 of ry Rakicnality and ihe Struciure of the Salflin progress)

Inow avaiable at hepfwwe.adrianci per.comirssfindex.shtmil.

Thie essay was wrilte in Cotcher 1983, It was frst published in Adran Fuper, Out of Order, ut of Sight, vol. 2, Selecied
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museums, managers of consciousness (1984)

hans haacke

) 4TS i icul to what has aptly been called
‘The art world a5 & wiaole, and museums in paricuar, belong to ptly

TY ty : Tl 5 MAgnLs
the "consciousness incdustry” More than twenty years aga. the German writer Hans Mag
insi i ; is industry in ricle which used
Crzensherger gave us some insight info the nature of this industry in an arficle wh 5
. STger gave
. i i g he art world, his ar-
that phrase as its title. Although he cid not specifically elaborate on the 3t W orld,

~icle did refer to it in passing. It secms worthwhile here to extrapolate from and io expand
[RASeRS - 2]

upon Enzensberger's troughts for & discussion of the tole museurns and other art-cxhibiting
institutions play.

Like Enzensherger, [ believe the usc of the term “indusiry” for the entire range of

activities of those who are empioyed or working on
ugh the romaniic cloucs that envelop the

a freelance basis in the art field tas a

salutary effect. With one stroke that term cuts thro

often misleading and mythica) notions widely held about the production, distribution, and

leries joarnalis ding
consumption of art. Artists, as much 25 galierles, MUSeWms, and journalists, not excsdicg

hesiiate to discuss the industrial aspect of thefr activities, An uneg
mest entered

uivocal
art historians,

acknowledgment might endanger the cherished romantic ideas with which

the field, and which still sustain them smaotionally today. Supplanting the traditional ho-

e S

hemian image of the art world with that of a business operation could also negatively af-
foct the marxetahility of its products and nterfere with fundraising efforts. Those who in
fact pian and execute industrial strategies tend, whether by inclination or need, to mystify
art and conceal its industrial aspects and often fzll for their own propaganda, Given the
prevalent marketzbility of myths, it may sound almost sacrilepious 1o ins’st on using Lhe
term "industry”

Om the other hand, a new oreed nas recently appearcc on the industrial landscape:
the arts managers. Traired by prestigicus business schocls, they are convinced that art can
anc should be managed like the preduction and marketing of other goods. They make no
apologies and have fow romantic nang-ups. They do not blush in assessing the receptivily
and potentizl developmenl of #n sudience for their product. As a natural part of their edu-
cation, they are conversant with budgeting, investmenl, and price-setting strategics. They
hive studied organization goals, manageriz) structures, and the peculiar social and pelitical
envirenment of their organization. Fven te intricacies of labor relations and the ways In
which interpersonal issues migh: affect the organization are part of their curriculum.

Ot course, all these and other skills have been employed for decades by arl worid
denizens of the old scheal. Inslesd of enrciling in arts administrat’on courses taught ac-
carding to the Harvard Business S5chool’s case method, they have learned their skiils on the
jeb. Following their instinets, they have oflen been more successfil managers tharn the new
graduatces promise to ne, since the Jatier are mainly taught by professors with little or ne
direct knowledge af the peculiaritics of the art world. Traditionally, however, the old-timers
are ¢hy in admitting to themselves and athers the industrial character of their activities and
mest still co not view themselves as managers. It is to be expercted that tne lack of delusions
and aspirations among the new art administrators will have u noticeable impact oz the
state of the industry. Being traired primarily as technocrats, they are less likely to have an
emotional zttachment to the peculiar nature of the product they are promoting. And this
attitude, in turn, will nave an effect on the type of products we will soun begin to see,

5

My Insistence on the termn “industry” is not motivated by sympathy for the new
techrocrats, As a matter of faqt, [ have serious reservations about thelr training, the men-
tality it fosters, and the consequences it will have. What the emergence of arts adminisira-
lion departmen:s in business scheols demanslrates, however, is the fact that in spize of the
mystigue surrounding the procuction and dissribution of art, we are now—and indeed have

been all alorg-- dealing with secial crganizations that foliow industrial medes of operation,
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and Lhat range in size rom the cottage industry to national and multinational conglormer-
ates. Supervisary boards are becoming aware of this facz, Given current financial proslems,
they ity to streamline their operation. Consequently, the present director of the Museum of
Moderr Art in New York has a maragement background, and the boards of trustess of atner
1.5, museums kave or are planring to split the position aof directer into that of & business
manager and an artistic director. The Metropolilan Museurr in New York 1s one case where
this split has already occurred. The debate ofter cenlers mercly on which of the twg execu-
tives should and will in fact have the Jasi word.

‘Iraditionally, the boards of trustees al U.S. museurns are deminated by members
who come from the world of business and high finance. The board is legaily respansihle for
the instituticn and corsequently the trustees are the uilimate authority. I'nus the business
mentality has always been conspicucusly stromp at the decision-making level of privaze
museums int the United States. However, the state of affairs is not essentally different in
public rruseums in ather parts of the world. Whether the directors heve an art-historical
background or not, they perform, in fact, the tasks of the chief executive officer of a business
organization, Like their peers in other industries, lhey prepare budgets and developrrent
plans and present them for approval to thelr respective public supervising hodies and fund-
ing agencies. The staging of an intemnational exhibizion such as a Biennale or o Documenta
prescnts a major managerial challenge with repercussions not only for what is being nean-
agad, but zlso for the future carcer of the executive in charge.

Responding to a realistic appraisai of their lot, even arlists are now acquiring maz-
agerial training in workshops funded by public agencies in the United States. Such sessions
are usuaily well sttended, as artists recognize that the managerial skills for running a small
business could nave a bearing on their own survival. Some of the more successful artists
employ their own business managers. As for art dealers, it goes without saying that they are
engaged in running businesses. The success of their enterprises and the future of the artists
in their stables obvicusty depend a greas deal on their managerial skills. They are assisted
by paid advisors, accountants, lawyers, and public relations agents. Furthermore, coliectors
too often do their collecting with the assistance of a paid staf?.

At least in passing, I should mention that rumerous other industries depend on
the ecoramic vitality of the arl branch of the conscicusness ndustry Arts administralors do
not exaggerate when they defenc their claims for public support by pointing to the nurmber

of Jobs that arc affected not only in their own institutions, bus also In communications and,

particularly, in the hotel and restaurant industries. The Tz show at the Melropolitan Mu-
seumn is estimated to have generated $111 miliion for the economy of New York City. In New
York anc possibly elsewhere, real-estate speculators follow with great interest the move of
artists into low-rent commercial and residential arcas. From experience they Xnow that art-
ists unwiliingly open these arcas for gentrification and lucrative developrnent. New York's
Soho district is a striking example. Mayvor Koch, always a friend to the realtors who stuff Lis
carmpaign chest, tried recently to plant artists into particular stree!s on the Lower Last Sice
to accamplish what {s euphemistically called the “rehabilitation” of a neighharhood, but
what in fact mesns squeezing out an iadigenous poor population in order to attract devel-
opers of high-rent housing, The recent “Terminal Show” was a brainchild of the city's Public
Developrment Corporation: it was meant to draw attention to the incustnal potential of the
farmer Brooklyn Army Terminal building. And the Museum of Modern Art, having erecied a
luxury apartiment tower over its own building, is also now actively invo.ved in real estate.

Elsewhere, city governments have recognizec the importance of the art incustry,
The city of Hannover in West Germany, for example, sponsored several widery publicized art
evenis in an attemnpt to improve ils dull image. As large corporatinns peirnt to the cultural
lite o their lacation in order te attract sophisticated personnct, so Hannover speculated
that the outlay for arl would be amortized many times by the attraction the city would
gzain for businesses seeking sites far relacation. it is well documented that Documenta is
held in an out-of-the-way place like Kassel and given economic support by the city, state,
and federal governmenl because it was assumed that Kassel would be put on the map by
an intermational art exhibition. [+ was hoped that the event wouid reviralize the econcmi-
cally depressed region close to the German border and that it would prep up the local tour-
ist industry.

Anather German example of the way ‘n which direct industrial benefits flow from
investmenl iz art may be seen in the activilies of the colicctor Feter Tudwig. It is widely
belicved that the motive behind his buying a large chunk of government-sancticned Soviet
art and displaying it in “his” museurrs was to open the Soviet market for his chocolate
company. Ludwig may have risked his reputation as a connoisscur of art, but by buying into
the Soviet consciousness industry he proved his taste for sweet deals. Morce recently, Ludwig
recapitasized his company by seliing a collection of medieval manuscripts to the J Paul Getty
Museum for an estimated price of $40 to $60 million {see Art in Ameriza, Surmmer 19831 Asa

shrewd businessman, Ludwig used the money to establish a foundation that owns shares in
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his company. Thus the income from Lhis capital remains untaxed ard, in effect, the ordinary
taxpayer winds up subsidizing Lucwig's power ambitions in the art world.

Aside from the reasons already mentioned, the discomfort in applying industrial
nomenclature to works of art may also have to do with the fact tha: these products are
nat enlirely physical in nature. Although trapsmitted I cne raterial form or ancther, they
are developed ir: and by consciousness and nave meaning oniy for ancther conscicusness.
In addition, it is possible to argue over the extent to which the vhysical cbject determines
the manrer in which the receiver decodes it. Such interpretive work is in turn a product of
comnsciousness. performed gralis by ezch viewer but potentially salable if uncertaken by Cil-
rators, mistorians, critics, appraisers, weachers, etc. The hesitancy to use industrial concents
er:d language can probably also be attributed to our iingering idealist tradition, which as-
socates sk work with the "spirit,” a term with religious overtones and cne lhatindicates
the avcidance of mundane considerations.

The tax authorizies. however. have no compunction in assessing the income de-

al” activities. Corversely, the taxpayers so affected do not sty away

rived from the "spi
from deducting reievant business expenses. Thev norma.ly protest against tax ralings which
dGeclare “heir work to be nothing bul a hobby, or to put it in Kanilan termns, the pursuit of
“Cisinterested pleasure” Cconormists consider the cansciousness industry as part of the ever-
growing service sector and include it as a mafter aof course in the computation of the gross
national produc:.

The product of the consclousness Indusiry, however, 15 not only ehisive because
ol its seemingly nensecular nature and its aspect of intangibility. More disconcerting, per-
haps. is the facs Lthat we do not even lotally command pur individual consciousness. As Karl
Mark observed in The Germar ideology, consciousness is a socfal procuct. Itis, in fact, notour
private property, homegrown and home to retire to. [t is tne result of u colicctive kistorical
endeavor, embedded in and reflecting particular vaiue systems, aspirations, and goals. Ane
these do not by any means represent the interests of everybocy. Nor are we dealing witn a
universally accepted nody of knowledge or bellefs. Word has gotten around that material
conditions and the ideciogical context in which an individual grows up and lives determines
1o a consideratle extent his or her consciousness. As nas been pointed out, anc not only
hy Marxisi sceial scientists and psychologists, consciousness is rot a pure, independenl,
valua-free entity, evolving according to internal, seit-sufficient, and universal rules. It is

contingent, an open system, responsive to the crosscurrents of the environment. It 15, in

{ace, a battleground of conflicting interests. Correspondingly, the products of consclousness
represent interests and interpretations of the world that arc potentially at odds with: each
other. The products of the means of proguction, iike Lhose means themselves, arc not nei-
tral. As they were shaped by their respective environments and social relations, so de they
In turn infleence our view of the buman conditiorn.

Curren:ly we are witnessing a great relveal to the private cocoen. We see a lot of
noncemmittal, sometimes cyrical playing on naively perceived social forces, along with
other forms of contemporary dandyism and updated versions of art for art’s sake. Some
artists and promoters may reject any commitmens and refuse to accept the notion that
their work presents a point of view neyond itsclf or that it [osters certain attitudes; never-
theless, as 500N 35 WOTK enjovs larger exposure it inavizably participates in public discourse,
advances particular systerns of belief, and has reverberations i the social arena. At that
point, artworks are no longer a private affalr The producer and the distributor must then
weigh the impact.

Eut it is irnportant to recognize that the codes employed by artists are aften not
as clear and unambiguous as Lhose in other ficlds of communication. Controllec ambigu-
ity may, in fact, be one of the characteristics of much Western art since the Renaissance. It
is not uncemmon that messages arc received i a garbled, distorted form; they may even
relay the opposite of what was intended—not to menticn the kinds of creafive confusion
and maddle-headedness that can accompany the artwork’s production. 1o compound these
proalerns, there are the historical contingencies of the codes and the unaveiduble biases of
those who decipher them. With so many variables, there is ample room for exegesis anc a
livelihood ‘s thus guaranteed for many workers in the consciousness industry

Altnough the product under discussion appears to be quite s.ippery, it is by no
means nconseguential, as cultiral functionaries from Moscow to Washington make clear
every day. 1t is recognized in both capitals that not only the mass media deserve monitor-
ing, but also those activities which are normally relegated to special sections at the back
al newspapers. The New York Tires calls its weekend section “Arts and Leisure” and covers
under thig heading theater, dance, filin, art, numismatics, gardening, and other ostensibly
harmless activities. Other papers carry these items under equaliy innocuous tities, such
as "culture” “entertainment,” or “lifestyle” Why should governments, ang for that matter
carporations which are not themselves in the communications industry, pay attention to

such seerning trivia? | think they do so for good reason. They have understood, sometimes
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betzer than the people who work in the leisure suits of culture, that the term "culture” cam-
oufages the social and political consequences resuldng frorm the industrial distribution
of consciousness,

The channeling of consciousness s pervasive not only urder dictatorships, but
also in liberal societies. To make such an assertion may sound outrageous because, accard-
ing to popular myth, iiberal regimes do not behave this way. Such an assertion could also be
rmistncersiood 23 an attemnpt to dewnplay the brutality with which mairstream conduct
is enforced in totalitarian regimes, or as a claim that ceercion of the same vicicusness is
practiced elsewhere, Lao. In nondicta tarial societies, Lhe induction into and the maintenance
of a patticular way of thinking and seeirg must be performed with subtlety in order to
succead, Stay'ng within the acceptable range of divergent views must be percelved as the
natural thing to do.

Within the art world, museums and other inslitutions that stage exhibitions play
ar important role in the inculcation of opinions ard atritudes. Indeed, they usually present
thernselves as educaticnal organizations and consider education as one of their primary
responsibilities. Naturally, museums work in the vineyards of consciousness. To siate that
ohvious fact, hawever, is not an accusation of devious conduct. An institution’s intellectual
and moral position becomes tenuous only if iz ciaims To be free of ideclogical bias. And such
an institution should be challenged if it refuses to acknawledge that it operates under con-
straints Geriving from its sources of funding and from the authority to which it reports,

It is perhaps not surprising that many museums indignantly reject the notion that
they provide a biased view of the works in their custody. Indeed, museurs usually claim to
subscribe ta the carons of imparrtial schoiarship. As honorable as such an endeavor is—and
it is still 2 valid goal te strive for- il suffers from idealist delusions about the nonpartisan
characler of consciousness. A theoretical prop for this worthy but untenable position is the
nineteenth-century doctrine of art for art’s sake. That Goctrine has an avant-garce historical
veneer and i1 its time dig perform a liberating role. Even today, in countries where artists are
openly compelled o serve prescribed policies, it still has an emancipatory ring. The gospel
of art for art’s sake isclates ar. and postulates its self-sutficiency. as if art hac or followed
rules which are impervious ta the social environment. Adherents of the doctrine believe that
art does not and shouid not reflect the squabbles of the day. Obviousiy they arc mistaken in
their assumpticn that producls of conscicusness can be created in isolation. Their szance

ard what is crafted under its auspices have not only thecretical but also definite social

imvlications. American formalism updated the doctrine and associazed it with the politizal
concepls of the “free world” anc individualism. Linder Clement Greenberg’s tutelage, every
thing that made worldly references was simply excommuricated from ar? so as to shicld the
Grail of taste from contarminalion. What started out as a liberating drive turned inte its op-
posile. The doctrine now provides rmuseums with an alibi for ignoring the ideeiogical aspects
of artworks and the equally ideciogical implications of the way those works are presented
to the puslic. Whether such neulralizing is performed with deliberalion or merely out of
hahil or lack of resources is irrelevant: practiced over rmany years it constitutes a powerful
form of indoctrination.

Every museur: is perforce a political institutdon, no matter whether it is privately
run or maintained and supervised by governmental agencies. These whe held the purse
strings and have the authority over hiring and firing are, in effect, in charge of every ele-
ment of the organization, if they choose ta use their powers. Whike the rule of the boards of
Lr.stees of museums in the United States is generally uncontested, the supervisory hodies
of public instizutions elsewhere have to contend much mare with puablic opinion and the
prevailing political climate. I {ollows that political consideraticns play a rele in the ap-
paintreent of rruseum directors, Onee they are in office and have civil service slalus with
tenare, such officials often enjoy more independence than their colleagses in the United
States, who can be disTnissed from one dav to the next, as occurrad wilh Bates Lowry and
John Eignrowsr at the Museum of Modern Art within a few years’ time, But it i3 advisahie,
of course, to be a political an‘mal in both settings. Funding, as much as one's prospect or
prometion to maore prestigious posts, depends on how well one can play the game.

Directors in private 1.5 museums need to be attuned primarily to the frame of
mind represented by the Wall Street Journal, the daily source of edification of the board mem-
wers. They are affectad Jess by who happens to be the cccupant of the White House or the
mayor's office, although this is not totaliy irrelevan: for the success of applicalions for pub-
lic grants, In alher countries the outcome of elections can have a direct bearing on museura
policies, Agility in dealing with political parties, possibly even mernbership in a party, car be
an asget. Tne arrival of Margaret Thatcher in Downing Street and of Frangois Milterrand at
the E.ysée noticeably affected the art institutions in their respective countries. Whnether in
private or in puslic museums, disregard of political realities, among then: the political needs
of the supervising bodics and the ideclogical complexion of their members, 13 a guarantee

of managerial fallure.
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It is usually required that, at least to the public, instituticns appear nonpartisan.
This does not exclude the sub rosa promotion of the interests of the ultimate boss. As in
other walks af life, the conscicusness industry also knows the hidden agenda wkich is more
likely to succeed if it is not perceived as such, It would be wrong, however, to assume that
the ohiective and the mentality of every art executive are or should be at odds with thosc
on whose support his organization depends. There are naluval and noncrable ailegiances
as much as there are forced marriages and marriages of convenience. All pluyers, though,
usually see to it that the serene tacade of the art temple is preserved.

During the past twenty years, the power relations between art insututiors and
their sources of funding have becorne more complex. Museums used to be maintained -
sher oy public agencies—the tradition in Europe—or through denalions from private irdi-
vidua's and philanthropic organizations, as has been the pattern in the United States. When
Congress estublished the National Endowment for the Axfs In 1965, U5 museums gained an
additicnal source of funding. In accepting public grans, however, they became accountanle.
cven if in practice only to a limited degree, to governmen: agencies,

Some public museums in Curope went the road of mixed suppert, Loo, aithough
in Lhe opposite ditection. Private donors came on board with attractive collections. As has
been cuslomary in U8 museums, however, some of these donars cemanded. a partin policy
making. One of the most spectacular recert examples has been the de facto takeover of
museunms (among others, museumns in Cologne, Vienna, and Aachen;) that received or bo-
lieved they would receive gifts from the Gerrnan collector Peter Ludwig. As is well knowrn
in the Rhineland. Count Panza di Biumo's attempt to get his way in the new muscum of
Ménchengladback, down the Rhine from Ludwig’s headquarters, was successfully rebuifed
by the director, Jenannes Cladders, who is both resolute and a good poker player in his
own right. How far the Saatchis in Lendon will get in demninating the Tate Gailery's Fa-
trans of New Art —and thereby the museum’s policies for conternporary art—is currently
watched with the same [ascination and nervousncss as develepments in the Kremlin, A re-
cent, much-noticed instance of Saatchi influence was the Tate's 1982 Schnabel show, which
consisted almast entively of works {rorn the Saatchis’ collection. In addition te his position
oT: the steering commitiee of the Tate's Patrons of New Art, Charles Saatchi is also a trustee

of the Whitechapel Gallery. Furthermore, the Saatchis’ advertising agency has just begun

handling puslicity for the Victoria and Albert, the Royal Academy, the National Portrait Gal-

lery. the Serpentine Gallery, and the British Crafts Council. Certainly the election victory of
Mre. Thatcher, in which the Saatchis played a part as the advertising agency of the Conser-
wative Parly, did not weaken their position (and may in turn have provided the Conservatives
with 2 powerfal agens within the hallowed halls of the Tate).

If such collectors seerr: to be acting primarily in thelr own sclf-intcres: ana to
be buiiding pyramids to themselves when they attempt {o impose their will on "chosen”
insdtutions, their moves are in fact less troublesome in the long run than the disconcerl-
ng arrival on the scene of corporate funding for the arts—even though the latter at first
appears Lo be more innocucus. Starfing on a large scale toward the end of the 13605 in the
United States and expanding rapidly ever since, corporate funding nas spread during the
last five vears to Sritain anc the Continent. Ambitious exhibition pregrams that could nol
be financed through traditional sources led mussums to lurn 1o corperations far support.
Tne larger, more lavishly appeinted these shows and their catalogues becarne, however, the
rore glamour the audiences began to expect. In an ever-advancing spiral the pubic was
made Lo helieve that only Hollywood-style extravaganzas were worth seeing and that only
they could give an accurale sense of the world of art. The resulting box-office pressure made
the rmuseurms still more dependent on corporale funding. Then came the recessions of the
14705 and 19803 Many indivicual donors could no longer contribute at the accustomead rate,
ard inflatior. eroced Ihe purchasing power of funds. To compound the financiat problems,
rany governments, facing huge deficits, often due to sizable expansion of military -udgets,
cut their suppart for sociai services as well as their arts funding. Again museums felt they
had no choice but 1o turn o corporations for a bailout. Following their own ideological inci-
nations and mazking themn national policy, President Reagan and Mrs. Thatcher encouraged
the so-called private sector to pick up the slack in financial suppart.

Why have business executives been receptive to the museurns' pleas for money?
During the restive 1960s the more astute ones began to understand that corporate irvalve-
menl in Lhe arts is teo important to be left to the chairman’s wife. Irrespactive of their own
love for or indifference toward arr, they recognized that a company’s associalion with arz
could vield benefits far out of proportion to a specific financial investment. Kot only couid
such a policy attract sophisticated personnel, but it also projected an image of the com-
pany as a good cotporate ciizen and advertised its progucts—asl things which impress

investors. Exscutives with a longer vision also saw that the association of their cornpany,
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and by implication of business in general, with Lhe high prestige of art was a sibile but
effective means for lobbying in the corricors of government. [T could apen doors, facilitate
passage of favorable legislation, and serve as a shield against scruliny and criticism of cor-
porate condict.

Museums, ol course, are nict blind o the altractions for business of lobbying
through art. For example, i a pamphlet with the teliing sitle "The Business Bchind Art
¥nows the Art of Good Business,” the Metropolitan Museum in New York waos prospec-
tive corpotate spansors by assuring therw: “Many public relations oppoertunities are avai-
able through the sponsorship of programs, special cxhibitions and services. These can often
orovide a creative and cost-effective answer ‘o a specific marketing objective, particularly
where international, governmental or consumer relations may be 2 fundamental concern.”

A public relations executive of Mobil in Now York aptly called the company's art
support a "gocd will umbrella,” and his colleague from Exxon referred o it as a “socizl lubri-
cant.” [t is liherals in particular who need to be greased, because they are the most lixely and
sophisticated critics of corporalione and they are often in positions of influence. They also
happen to be more ‘nterested in culture than other groups on the politica! spectrum. Luke
Rittner, who a8 outgoing director of the British Associatior of Business Sponsorship of the
Arts sheuld know, tecently explained: “A few years ago companies thought sponsoring the
arts was charitable. Now they realize there i also another aspect; it is a tool they can use
for corporale promertion in one form or another” Rittner, abvicusly in tune with his prime
minister, has been appointed the new secretary gencral on the British Arts Council.

Corperate public relations officers know that the greatest publicity benefits can be
derived from high-visibility events, shows that draw crowds and are covered extensively by
the pepular media; these are cshows that are basec on and create myths—in short, block-
nusters. Az long as an institution is nol squeamish about company inveivement n oress
releases, poslers, advertisements, and its exhibition catalogue, its grant propesal for such
an extravaganza is jikely to be examined with sympathy. Some companies are happy 1o usn-
cerwrite publicity for the event (which usually includes the company Jogo) at a rate almost
marching the funds they make available for the extubition itself. Generally, such companies
look for events that ate "exciiing,” a word that pops up in Tnuseurmn press releases and cata-
logue prefaces more often than any other.

Museum rmanagers have learned, of course, what kinds of shows are likely to at-

tract corporate funding. And they also know that they have to keep Lheir instizution ir. the

iimelight. Most shows in large New Yark museums are now sponsored by corporalions. Insti-
tutions in London wiil soon be catching up with them. The Whitney Mussum has even gene
one step further. Ithas estahlished branches—almeoest dHterally a merger—on the premises of
twe cormpanies. ILis fair to assume that exhibition proposals that do not fulfill the necessary
criteria for corporate sponsership risk not being considered, and we never hear about them.
Certainly, shows that couid promote critical aweareness, present products of consciousness
dialectically and in relation to the social world, or question relations of power have a slim
chance of being approved—not only because they are urlikely to attract corparate “unding,
but alsc because they could sour relations with potential sponsors for otner shows. Consc-
quent.y, self-censorship is having a boom. Without exerting any direcs pressure. carpora-
tions have effectively gained a veto in museurns, even though their financial contribution
ctten covers only & fraction of the costs of an exhibition. Depending on circumstances,
these contributions are tax-deductiole as a business expense or a charizable contrinution.
Ordinary taxpayers arc thus footing part of the bill. In effect, they are unwitting sponsors of
private carporate policies, which in many cases are detrimental to their health and safety
and to the general welfare, and in conflict with their personal ethics,

Since the corporate blankel is so warm, glaring cxamples of direct inferference
rare, and the increasing dominance of the musewmns' developrment oflices hard to trace, the
change of climate is hardly perceivec, nor is it taken as g threat, To say that this change
might have consequences beyond the canfines of the institution and thar it affec's the type
cf art that is and will be produced therefore can sound like overdramatization. Tarough
raivetd, need, or addiction to corporate financing, museurns are now on the siippery road to
becoming public relaticns agents for the interests of big business and its ideological allies.
The adjustmernts that museums make in the sclection and prormotion of works for exhibi-
don and in the way they present them create a climate that supports prevailing distribu-
tiong of power and capital and persuades Lhe populace that the status quo is the natural
and best order of things. Ralner than sponscring intelligent, critica: awareness, museums
thus tenc to [oster appeasement.

These engaged i coiaboration with the public relations officers of companies
rarezy sec themseives as promaoters of acquiescerce. On the cortrary, they are usuaily con-
vinced thar their activities are In the best interests of art. Such a well-intertioned celusion
CAN HUTYIVE ONiY as -0ng as art is perceived as a mythical entity above mundangs inlerests

anc ideological conficl. And it is, of course, this misunderstanding of the role that products

SSAUSNOIJSN0D Jo s1afeusW ‘SWhasnw

ayoeel SLHEey

£82




288

of the conscicusness industry play which constituies the indispensable base for a’l corpo-
rate strategies of persuasion.

Whe-her museums contend with governrments, nower trips of individaals, ar the
carporate stearnroller, they are in the business of molding and channeling consciousness.
Even though they may not agres with the systern of beliefs cominant at the tirme, their
options mot 10 subscribe to them and irstead to promote an aliernative consciousness are
mited. The survival of the institution and persond careers are often at slake, But in non-
dictatoria societies the means of tre productiorn of comsciousness are rot all in one hand.
The saphistication required ta prorote 2 particular interpretation of the worla 15 potentially
also availanle to question that interpretation and to offer other versions. As the need to
spend encrmous sums for nublic relalions ang government propagandas indicates, things
are not frozen. Poiitical comstellations shist and unincorporated zones exist in sufficien:
numbers to disturk the mansiream.

It was never casy for ruseumns to preserve ar regain a degree of rrancuverability
and inzellectual integrity, It lakes stealth, inte'ligence, determination—-and some luck. But.

a dernocratic seciety Gemands nothing less than trat.

This assay was nitizlly pablished in At in America 72, no. 2 (Febraary 1984, The aresent versan. sightly miod lied
f:om tre origiral, is ken om Bnan Wal's, Hars Haacke: Unfinished Business, exh. cat. [New Yourk: Naw Museum

o Corternoorany Arl, 19861, 60 72
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Barbara Kruger, { Shop Therefore [ Am, 1987. Courtesy of the artist,
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in and out of place (1985)
andrea fraser

In 1980 1ouise Lawier asked three art critics to collaborate with her cn the production of

a matckbock by submitting shorl 1exs to be printed an its cover, The crtics— ail of whom
; ; . - . P : .| AFE-
are rvolved in critical analysis not simply of works of art, but of the institutional apoar.

7us in which they circulate—apparently thought matchbocks too vulgar a sormat for their

texts. Perhaps resisting the impropriety of being presented by rather than presenting the
artist, they opted to preserve their oroper place of publication, their proper function. Con-
seguentiy, this particular mat choook was never realized.

Produced. far specific contexts, distriputed in galleries and at cultural events, Law-
ier's matchbooks o not rerain in their place of origin, but are continually placed, replacad,
displaced. While only one aspect of het praciice, they are characierstic af rauch of her work.
Tor Lawler consisiently challenges the proprieties both of place {Lthe divisions of art worid
labor that assign artists, dealers, and critics propet places and furctions) and of obyjects [the

jdeclogical mechanisms which establish the authorship and ownership of art). Althcugh

sne frequently collaborates with other artsts, (ot Lawler, artistic production is always a col-

ian't si i e chetic sign’ i alue, but
lective endesvor, Tt isn’t sinply arlists who produce assthetic signification and value, b

an often anonymous contingent of collectars, viewers, museurn and gallery workers  and
ultimately the ca’tural apparatus in which these positions are delincated.

U wil generalize and say that Lawler operates primarily from three different yet
interdependent positions within this apparatus: that of an artisl who exhibits in galieries
and musecums; that of a publicist/museum waorker who produces the kind of material which
usually suppiements cultural objects and events: and thar of an art consultant/curator who
aTTanges works by other artists {for exampis, her 1984 show at the Wadswarth Atheneum's
Matrix gallery in Hartford, A Seleclion of Objects from the Coilections of the Wadsworth
Atheneumn, Sol Lewitt and Touise Lawler™,

For an artist to write roviews, curate exhibitions, or run a gallery is a contempo-
rary art world commonpiace. 34l these oooupstions are usualiy regarded as sccondary;
the artist is denlified primavily as a producer of a body of works, which other zctivities
only supplement. By abdicating this privileged place of artislic Identizy, Lawler manages
to cscape Institutional cefinificns of arlislic activity as a1 autonomous acsthetic cxplora-
tian. Her chisctive is not so much to uncover hidden ideological agendas, sut to disrupt the
instizutional ncundarics which determine znd separate the discrele dentities of artist and
artwers from an apparatus which supposadly merely supplements them.

Lawter trangforms the seemingly irrelevant plethora of supplerrents—eaptions
whica name, prooer names which Zdentify, invitations which advertise (to a select com-
rmunity). installatcn photos which document, catalogues which historicize, "arrangements”
which position, eritical texts which function in most of these capacities—into the objects of
an ar: practice. Her usc of these formats constitutes a double displacement: she brings the
oZten invisinle, marginal supporls al art inlo the galiery and situates her own practice at the
marging, in the production, elaboration, and criticue of the frame.

Engagement wita the institutional detsrmination and acculturalion of att can
be traced back to the historical avant gardes  Duchamp, Dada, and Surrealism on one
hand, Ihe Soviet avant-garde on the cther Lawler's work has a more immediate relation-
ship, however, with the post-studio practices of the 70s, parlicularly Lhe work of Michael
Asher, Marcel Broocthaers, Daniel Buren, and Hans Eaacke, While very cifferent, all these
artists engagel(d) in institutional critigue, ranging from Asher’s and Buren's situational con-
structicns {or deconstructions) of architectural frameworks in galleries and museums, to
Broodthaers’s directership of a fictional nuseum, to Haacks's docurncentation of high art’s

corpurate athliations.
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But Lawler can also be differentiated from these artists, for rather than siluate in-
stitutional power in a centralized building (such as a museum) or & paowerful elite which can
be named, she locates it instead in a systematized set of presentational pracedures which
name, situate, central’ze. Unlike Asher's constructions of exhinition spaces within exhik:-
tion spaces, which critically conteraplate the frame but centinue to fanction within it as
sculpture,: Lawler's work is often nonceived as a tunclioral insert into a network of supports
which is exterior o the gallery. Unlike Broodthacrs, Lawler doesn’t occupy even fictional
positions of institutional autherity, but works instead to dissipate ali such concentrations
of power. Unlike 1Taacke’s, Lawler's relatiorship with corporate and market structures is one
of ironic collaboration, simultanecus'y revealing the place ol high art in a market econamy
and rmoving toward a reposiziening of the artist within it.

In both her early inslallations and her later “arrangements” of pictures, Lawler se
lects and presents work by other artisis as well as her own. Her main contribution ta a 1978
group show at Artists Space was the installalion of a painting of a racehorse borrowed from
the New York Racing Associalion. Placed high on windows in a wall dividing twe galleries,
the painting was flanked by twe theatrical spotlights directed not at the painting but at the
viewer, thereby interfering with the painting's visibility and, at night, projecting viewers'
shadows onto the facade of the Citibank across the street (a Buren-like strategy of connect-
ing the inside and outside of an exhibition space).

While her Artists Space installation is in many ways reminiscent of pest-studic
meditations on institutional context, on this occasion Lawler also dealt more procuctively
with the frame, presenting the gallery rather than being passively presented by it. [nstead
of supplying the catalogue with the custorrary reproductions of her work, she cesigned
an Artists Space logo which was printed on the catalogue’s cover and also distributed as a
poster around lower Manhattan,

Two subsequent shows in Los Angeles accomplished a similar reversal of presen-
wational positions. For 2 1979 nine-person show in & loft in an abandored department store,
Lawler did anather ‘nsta‘laticn employing theatrical lights, again not directed at 2 picture
she had painted of lhe exhibition'’s invitation—a gray, hard-edge Roman numeral nine in
tne New York School masking Lape racition. Blue and pink gels and a tree branch silhouette
template on the lights emphasized the theatricality of the presentation. [A similar lightng

scheme was used in a 1984 show at the Diane Brown gallery in New Yark, “For Presentation

and Display: Ideal Seitings,” done in collabaration with Allan McCellum, Sathing 100 Hydro-
cal sculpture-bases in the idylic atmosphere of corporate never-never land, the subdued
nul dramatic lighting indexed the commedity showcase

In her 1981 onie-woman, one-evening show in lLos Angeles, "lLouise Lawler - Jancar/
Kunienschmidt, Jancar/Kuhlenscamidt Gallery,” Law.er presented the gallery more explic-
itly, spelling cut its name on the wall in individual postcarc-size phetographs of dra-
matically lit three-dirmensional letters, She also direcled the dealars Lo s:and behind the
reccpien desk (sincce they could not sit down in the tiny office) and show interested visitors
other Lawler photographs contained in a smasl black box.

Lawler's literatization and reversal of presentational posilions was aiso apparent
in the first room of her 1582 cxnibition at Metre Fictures 1 New Yors, where she presentec
an "arrangement’ of works oy gallery artists [Sherman. Simmaons, Welling, Goldstein, Longa).
Despitz its somewhat unconventional hanging, fawler’s "arrangemen:” might have heen
mistaken for ancther anonymous group show of the Metro stable, But upon realizing (ot re-
membering) that this was a "one-woman" show, viewers were confronted with an ambiguity
of occupation, a shift in position which ihuminated the role of 1he often unnamed “arrang-

ers” in the exhibitior and excaange of art. [Photegraphs documenting the "arrangsment”
ol art in museums, homes, and offices were exhibited in the gallery’s main space) Lawler's
"arrangement” also ironically revealed the economic sublext of the Metro arlists’ aestnetic
of appropriation: her “arrangement” was for sale at the combined price of all the incividual
waorks plus 10 percent for Lawler {the fee customarily charged by art consultants).

Because it continues <o function within a traditional gallery contex:, “he rever-
sal Lawler's installations cract is primarily symbolic: the artist-institution relationship &
ranlemplated, cuestionad, but remains intact. However, her matchbooks and invitanons
{like her Artists Space poster and cataiogue cover) corne closer Lo subverting mechanisms
of institutional presentation anc to ccnstituing & counterpractice. Inasmuch as they do
nol depend upon an exhibition for distribution and deo not even claim the status of art
objects, In. these works Lawler manages ta resist the tendency of many contemporary art-
ists to parody or cridcize but nevertheless conform to the traditional position of artists in
exchange relations.

One of Law.er's mazchbeoks was inspired oy the media hype surrounding a 2982

lecture by Julian Schnasel in Los Angeles. Cccupying the position of “publicist” unbeknowns:
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lo the secture’s sponsars. Lawler printed matchbooks with the event’s tile and cisiributec

them at the auditorium. Lsing a publicity Tool against itself, she encapsulated the exagger-
ated spectacle of "An Cvering with fulian Schnabel"in a disposable souvenir.

For the 1983 "Barrowed Time” exhik¥zicn, 2 group show at Baskervilie + Walson i
New Vork, lawler produced a matchbook which advertised the show with o guote which
crmphasizes the relation of aesthetic to econemic value: "Fvery time | hear the word cul-
ture 1 take cut my checkbook. —Jack Palance” The immediate elfect of such matchhooks
is one of vulgarization: by empioying a formar usually used to Dromote resiailrants and
ariving schools, Lawler amplifies polite art-market mechanisms into travesties of con-
sumer culture,

Ur'ize Taaterhocks, which are made available Lo a general audience, invitations
are distributec on the basis of mailing lists whicr consolidate a small art aucience into an
=von smaller circle of cultural initates for whose patronage a specific desire is expressed,
‘The scries of invitations to private, “salor-type” exkibitions Lawler organized wita Sherrie
Lewine under ‘he Title *A Picture Is Ne Substitute for Anytring” {1981 -82; called attention
to this funcion, as did the 1981 event "Louise Lawler and Sherrie Levine Invite you to the
slucio of Dimitrd Merinaff . ” (a Russian émigré figurative expressionist whose New York
studic hac oeer kent intact since his death). At tirces, however, Lawler displaces the kind
af privileged reception which such private events imply; for exarmole, in her invitation: tc a
performance of Swan Lake oy the New York City Ballet, the “readymade” spectacie Lawler
appropriated remained a tharoughly public evenl. iIn the lower right hand cormer, where
ane would expecs Lo read “RSVE" Lawler specified insitead "Tickefs <o be purchased at the
nox office.”

Excerpts from o Leter to the Parlicipating Arnsts by the Directar of Documenia 7, R F.
Tuchs, Edited and Published by fouise Lawler (1982) situazed the ariist as invilee rather than
inviter, Nol. invited to participate ir Documenta 7, Lawler reprinted tne inilated, romanlic,
hercicizing Theioric of the curatc:'s letter to invited ardsts as tiny raisec green type at the
top of lwo sheets ol stationery and an envelope. solc gl Fashicn Moda’s art s:ana outside the
galleries al Kassci. In lawler's ironic commadification, the curatorial address was displaced
{lilerally) c the margins, where it became hittle more than an instittional letterhead. an
authorizing corporare-lke logo disguised as aesthetic rhetoric.

if Lawler's Tocumenta stationery reduces high-art discourse fo a supplement of

gtitutions and the marker, her gift certifcate for e Lee Castelli gal'ery, “authorized” and

exhihited there in a 1983 group show, reduces the artwors itself ‘o a similar status. Although
it was printed in a limited edition {of 500}, the cerlilicate's value [sn't contingent upon iis
singularity (or lack thereo?) or the presence of the artist’s signature, bul on the amaount. for
which il is purchased and for which it could be used toward the purchase of a Warhol or
a Rauschenberg, As Jean Baudriliard formulates in "The Ar. Auction,” the value of an art
object is produced rot by the artist, but by the colisctor in his or her "sumptuary expendi

tura” or “zconornic sacrifice” for art. “Geood Investment” and "ove of art” sngage In mutual
rationalizaticn: wealth is legitimized in its dissipation for the sake of aesthetic quality, whilc
economic sacrifice pavs norage to the transcendental value of high arl3

The collection and presentador of art has always been a disolay of social and
cconiomic standing before it 1s an exhibition of aesthelic value. Lawler's photographs docu.-
menting *Arrangoments of Pictures” in orivate, corporate, and musseurn colleclions demon-
sirate the social uses to which art is put after it leaves the artist's studic. These “instaliation”
photographs have been exhibited in galleries and museums, where the documentation of
art objects is substitured for the abjects themselves; they have also been published, both as
ingependenl photo-features and as subtly sardonic illustrations for critical texts.*

In Lawlers photographs of private colleciions, art is represenzed as simply one
object among many in a chaos of accimnulation; in the dormestic interior, art whether
“tastefully” arrarged or indifferently juxtaposed—is assimilated into a backdrop of decora-
tive commedities. Living Room Corner, Arranged by Mr. & pMrs. Tremaine Sr, NYC, 1984, is more
than a picture of a picture hanging over the couch: Lawler incluces the televisicn sel in
front of o Robert Delaunay, next to a Lichtenstein sculpture head used as a lamp base on
the coffec tabie, And in Poliock and Tureen, also 1984, [he artist's last painting (or at least its
bottom edge—which is all Lawler photographed) is Little more than apocalyptic wallpaper
oehing an entique china dish.

Lawler's photographs of corporate collections document how art is usec to ex-
press relative position in the corporate hicrarchy: if large paintings ard sculpiure in the
reception area eslablish a corporation’s desired public Image, i Arronged by Donald Marron,
Susan Brundage, Chery! Bishop at Paitie Webber, Inc., two Lichtenstein silk-screens establish the
position of office workers {who are quite oblivious o the presence of "art”). As the black
uniformed guard in Longo, Stella, Hunt at Paing Webber Mitchell Hutchins somehiow seems part
of the corporate collection, the artists’ names in the title mimic the name of the Wall Strect

brokerage firm.
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Even a‘ier art objects arc withdrawn from exchange, the legacy of privilegsd ex-
penditure is never severed from their pedigree. In mussurmns, the labels which supplement
every object always begin with the author and end by cizing its previous owner; in esrablish-
ing art’s value, these two genealogies are inscparable.” Such in formationa! labals are oflten
the subject of Lawier's "Arrangemeris of Pictures”in musesm collections, raising the ques-
tion of whether instituronal autherity and an exclusive caste of collectors aren’t actually
the primary exhibits.

Establishing authorship, ownership, pedigree, and, ulnmately, vaie, such museur
labels are the most conspicucus insrance of the institutional exhibition of proper names. Yet
even in these titles there is an ambiguity: Is the object “proper” to the artist or the collector?
In the captions [or her own photographs, Lawler extends this ambigaous pol ;- orwnership to
inchide an indefnite list of curatars, art consultants, museum and office workers, elc. At tae
sarme time, she of+en wilhdraws or displaces her owr name: [or example, in a 1980 group
show at Castelli Graphics, in which, as usual, artists’ narres were Letfrascet on the wall nex:.
to sheir works, Law:er’s own phetograph of a text by another author was accompanied by
the attributicn "anonymous”

Lawler's work often involves an interference with the proper name. in her Patri-
archai Rall Call, for example, she plays with artists’ names, tuming therr into bird calls.
Recorded in 1983, Lawler's brd calls are based only on maie artists’ names, calling attenion
to the fact that the proper name is always a patrenyric {the name of the father); they also
parody the viewer's desire to recognize, in a work of art, not a gesture or a style rat the name
“izself,” here disguised as a call of the wild.

Signifying the essenlial yet imoginary identity of a unihed ego, the proper nams
cstablishes the subject as suck, in language, under the law. Through the proper name, in-
divicuals are inscribed within power relations and come o identify with and be dentified
by positions therein. The conventional organization of art practices around a slgnature--
everylhing which allows a work of art to be identificd as a "Pollock” or a “Warhol," etc.—
institites the proper name as interior La the art shiect: thus, artists are locked in a struclare
of institutionalized subiectivity. And the institudional exhibizion of proper names, designat-
ing the authors and owners of oblects, defmes that subjectivity in terms of consumption
and ocwnership.

Because Lawler's work fsn't reducible to a single theme, made of oroduction, or

place of functioning, il often seems ancnyrrous, or at least difficult <o identify wilkout a

caption. Her January 1985 slide show at Metro Pictures—Siides by Night: Now That We Hove
Your Attention What Are We Going to Say?—centronted the inslitulionally arganized desire
to recognize a unified subject i an artist’s wors. ot also addressed the demands placed on
producticn by the gailery's now space, Ralher than exhibiting prints of her “Arrangements
al Fictures™ {as in het previous show at Metro), Lawler suppliec the walls with the enormeus
irmages the galiery's vast space seems to require—but immaterial ores {slides] projected on
+he galiery’s back wall and visible only afler gallery hours from the street

Tke program hegan with slot-machine signs—plums, oranges, cherries, apples,
basehalls, and bells—in random cambinations of three until ... jackpot! Tae "payoffs” were
pictures from a plaster-cast museum, copies of classical sculpture 'n varigus states of slor-
age, decompositien, restoration {Augustus of Primaporta in a plastic nag). These images faded
into une another in slow dissolves, finally giving way to another random exchange of one-
arm-bandit signs and another jackpot - lhis time Lawler's own “Arrangements of Pic
in homes, museums, and corperate cffices.

Thus, Lawler included her own production witain the same structure of indif-
feront accurnulation which ner "Arrangements of Pictures” document, perhaps in arder to
refuse the audience whar it is looking for in er arlist’s work: a lasging identity which seems
to transcerd (bt which is actually constructed by) the arbitrary exchange and circulation
of acsthetic signs. The fact that Lawler included her own work does not mean that she has
finally acquiescec to the market or passively accepted its mechanisins {and ner own place
within them). By Teoresenzing her own photsgraphs in slide form, she symmelically with-
draws thern from market cxchange. Oroe again, her position is double: that of a producer of
images, and taat of one who actively crganives not simply their presentation, but perhaeps
3 new chain, a counterdiscourse in which they are only elements,

] began this essay with Lawier’s unreatized “critics!” matcnbook in order Lo intro-

duce. at the start, @ certain self-consciousness about my own critica] project of presenting

sl tutional preseriation. Lawler's prac-

tice impiicates art crisic’sm a5 well, espeacially moncgraphic arl criticism, whicn often func-

lions retroactively to inscribe unruly shiects wilhin an mstitutiona.ly accentable positicn, Lo
recover [rom a acteregeneous praciice a anifiec ege: Lhe subject of a signalure.

However, Lawler's work suggests a strategy of texislance, of functicning differ-

ertly within an institwtion which reduces dilference 1o a sign, ripe for consumptio:n. As

long a3 artists contnue to subscrise o traditional modes of preduction ans places of
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functioning—whether or no. they engage in critique. appropriation, or the uncovering of
hidden agendas—aesthetic signification will cortinue to be locked in an order of institu-
tivnalized subjectivity and legitimizing consumption. If Lawler manages 1o escape bath
marginalization and incorporation, it is because, whatever position she may happen o oc-

cupy. she is aiways also somawhere/ something else.
NOTES

1. This remark apples pomarily 1o Asrer's work of 1he '70s (gocamented in Mickas! Ashar Writings 1973
1683 on Works 1969-1979, ed. Benjam.n H. [. Buch'ah [Halifax: Press of the Nova Scaotia College of Arl and Cesigr,
Les Ange'es: Museurn of Conterrperary Art, 198311, His more rezert production, like Lawler's, treats the institution as
a et of sucial relations (1 notan that is only smplicit .n v earlier work) rather than as a-chiteciure. This srilt may ke
4 response 1o e expansion of the infarmation industry and the servize sector of Ihe ecenzmy, whnch has resulted ir
s further ideslogical effaceman® of prodactive lzbor, if symbalic intersenton i the condtions of matesdal procuction is
eharactaristic ol modernist arl, Lawlar ard Asther angage w'lh the institulional senvices ard in“orrational mechanisms
whizh pasition ard defne cutural sroduction.

2. Trs stalemert originetes with Nazi oropagardist Juseph Gogbbe's, whe saia, “Every tiTe | hear the ward
‘eultsre, § reach for iy pun.® Palance read the line, rowr ten by Godard, in the 1.Im Carfarmipil.

3. Jean Baudrilard, *The &t Auction,” In For a Critique of the Politicall Economy of the: Sign, trans. Charles
Lewin (St Louis: Telas, 198130

4. lawlers photograpns of Mondrians were juxtaposed with those of Sherrie Laving and published i1 Wedge,
no. 1 (19810, Jrdor the tide “A Piciare -5 Mo Suastitute for Anything.” A series o7 the “Arrangemen's ol Pictues™ au-
reared in October 26 {1983), | awle's photographs were also Laed ta illustrate Dovglas Srimp's "The Arl of Exkikizen”
ir Oclober30 (1984). Most recently, Lawler acted as anate ecitor for the Mew Muscum's anthetogy Art after Modernism:

sthinking Representation {1984}, a position which offered yet analhes format for ner twork,”

5. As Baudrilarc writes, "We nave seen that the true value of the painting is its gerealogical valle fifs “hirth';
the signat.iic and the aura of i sucoessive transaction: its pedigree). Justas the cyclk: of successive gifts in primitive
societies crarges the object wilh more and more vaiuz, se the paining ciculates from inhieniter to inheritor as a title of

neality, being charged with orestige throughaut its histary” (Baudrillard, “The Art Auction,” 120 121).

This essay was first putil shed in Art in Amrerics 73 (June 1985): 122-129,

2,14

Louise Lawler, Living Room Corner, Arranged by Mr. & Mrs. Tremaine Sr., NYC, 1984, Courtesy of the
artist and Metro Pictures.



why third text? (1987)
rasheed araeen

Why “Third” Text? Without wanling to repezl or preempt what is going to be said in the
magazine, we fecl that this guestion derrands some Initial ca rification. The aira then is ta
unrave! it without reproducing the familiar intellectual closures of neat explanations anc
"raady to wear” delinitions. The consideration of ‘ssucs which are socially, economically, po-
Ltically, culturaily, and philosophicaily intertwined brings us face to face wiln a complexily
we cannot ignore. At the same time, this complexity can only oe accrossad in ifs speciag
manifestations in particular cultural practices.

The function of a magazine like Third 2x1 does not {and canrot) operate according
=6 the logic whereby a “solution”—aims and objectives—Is apolied Lo a problem. We rcfuse
to draw & boundary line arcund semething which is already perceived as marginal and “con-
tained” outsice of the dominent disraurses of art and cuiture. As far as slogans, accusations,
and denunciations are concerned, they will be left 1o those who are traditionally good at
them, the furnctionaries and administrators.

From cul-ural essentialism to vulgar Marxism, trom: black power rhetoric to the

biolegism of radical ferninism. frorm the elitizism of the North-South dialcgue Lo the pater-

nalism of Intermediarte Technology, from the degication of the community socia: worker to
the populist of fundamentalists, there is no need 1o further add to the numercus prescrp-
liong ard solutions on offer.

But whal do we mean by the word "Third.” if not what it obvicus!y refers to: the
Third World? If “Thiza" signifies Third World, whnich it does, what is the nature of this repre-
sertation? [s it already defined? If so, by whaorn? And is it possible ta conceive of something
around which ang can ro longer draw a definite line? if we understand third World as a
geographical area, as is implied in the slogans of the North-South dialogue, 1s the econemic
disparity between +he rich nations of the West and the poverty of most Thirg World coun-
tries enough Lo define thern separately and differently? How do we deal wilh the affluence of
the oil-rich countriss, as well ag the economic success of Japan, within a concept of the Third
World as an underdeveloped entity? Saudi Arabia and Bangladesh, for instance, represent
two opposite extremes, and yet they are related through <he shared experience of colonial-
ism and neccolonial domination.

Nevertheless, after thirty-five vears, when the term *Third World” was coined, it
is generally accepted that it refers to certain gecgraphical areas and ceriain peoples and
cultures. It hias to be stressed, however, that despite the fact that these peoples and culiures
share a history of colenialism and are now subtyject. wo neocelanial domiration, they s1ll fail
to fall into & unified category, or to form a mongziithic entity. This is the result net only of
economic contradictions but also of cuitural differences.

It {s imperative to abandon the models of bicary opposition which impose fixed
ardering systerns, and according to whick cultural practices are classified in terms of Same
or Other. Ang it is o this end that considerations of art cannct be separated from guestions
of politics.

If lhe original understanding of the Third World as that underdeveloped entizy
which was only aspiring lo Western models and stancards can no lenger be suslained—
not that thosce aspirations have disappeared, but they have become problematized—-can
“culture” ne privileged as a more authentic representation? The latler assumptisn appears
cqually problernatic since it reiles on a rotion of equivalence whereby cultures are seen as
simply differont without attention heing paid as to the nature of these differences in rela
tion te the globalized and dorninant culture of the West. Witroul recognizing the hicrarchi-
cal structure underpinning definitions of cultural difference, however, it is impossible to

accourst for the almest total exclusion of non-Weslarn artists from the history of madern
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art. Tre analysis of the re’ationshizs between Western imperialism ang cullural centity hias
for soms time heen wursuce oy a nurker of Third World intellectials:

Can g nutions! cuiture reaily he ackieved i countries where the material foundations of power are
rint national, or depend on joreign centers?

Eduardo Galeano

Having induced Indian society inta the historics! process of modernization the West L2nds to deny
ws the conscicusness of (T

Geeta Kapur

[t seerns essent’al 1o jocale tne specifc detenminations of comination in the par-
ticular characteristics and fanctions of the culturai practices concernad. ‘What are the ef-
feczs of specific power relations on the productoen, recognition, and validalion of works of
ari? Contrary <o humanist belief, art is not about human seif-expressicn per se bl recilircs a
rarke: forits assertion az a commodity; only through ils exchange value does it asser: itsel?
as a valuahle product, I35 ideciogical function is intrinsically bound up witl: its excrange
value. 7t 25 both constitutive of and constituted by the positior of an ardstic practice within
its respective discourse. The artist equally occupies a particular nasition which s cornplaxly

overdetermined oy considerations of nationality, race, gender, ard ciass, Specific identities

thus established are maintained and reproduced within the ingtilutionai context of libera:
schoiarship anc the marketplace,

Bistoricaliv. modern art became Lruly internationai with Americarn Abstract Ex-
pressionism, and the resulting global homegenization of art practices in terms of siy_es,
movements, etc., also led to the first criticues, in several Third World countries, of interna-
tional modernism. I many countries this resulted in a retum <o nationalist/traditionial-
ist art, but, al the same tme, i1 also produced a critical discourse of the glohalizaticn of
madernism, which played ‘and still plays) an important roie in the striggle against cul-
sural imperialism.

The struggic againsl postwar hign modemism was not confined o the Thirel

vor.d countries. i also emerged in the Western metropolis. Nol anly were black/Thirc

waor'd artists denied access ta medernism in terns of recognition and legitimatior; women

and blacks realized that thelr position in tne dominant culure 1s marginal. It 1z o co

incidence that the black nower and the wornen’s movements first cmergea in Amerlca,
wizh the backdrop of anticolenial struggle iparticularly i Vielnarn). It is no coincidence,
gither, tnat at thnis time the “crisls of legit'mation” within Western culture negan 1o he gener
ally recognized.

The “arisis of legitinazion” in Western culture bas a lonp history, but what is new
in its postwar manifestation is a recognition of the lack of (positive) representations of both
wamen and colenial necples, This recognition Is a direct resiit of anticolonial/anliracist

struggles ard the women's movernent. Neither of these irterventians can zc reduced o or

‘am and the black move-

subsiuned within the cther, as regularly happens both in fem™
ment. While the former terds to sweep the question of imperialism under the carpet af

universal patriarchy, the latter easily dismisses the whole issue of sexual cppression as

tne hobbyhorse of white middle-class wornen. This obscures the significarce of the his-

trrical meeting point of the struggles against colonialism/Tacism and patriarchy We hope
ta cevelop a cominon platform for those whe are positicned as marginal oy the domi-
nar: culture,

The first issue of Black Phoenix was punlished almost ton years ago it january 1978

The three !

ues of the magazine which were puhiished included important contnbutions

by, among others, Eduardo Galeans, Ariel Dorfmman, and Kenneth Coutis-Smith, but at the
lime the pudlication faced tremendous hostility and consistent uncerfunding. It seems,
however, thal the situation nas somewhat changed over the last years and that now there
is enough support “or, and awareness of, the issucs concerned to produce a magazine with
Lhe aim of providing a critical forumn for Third World perspectives on the visual arts. Third

Text offers a platform not only for the contestation of the racism and sexism nherent in the

dorinant discourses on art and culture, but zlso of those essentialist assumptions waich
define “black art” as simply the work of artists who happen te be black, analogous to the
notion of feminist art as any work produced by & woman artist.

Third Text represents a historica: shift away from the center of the daminant cul-
-ure to its periphery in order to consider the center critically. This does nol imply a fixed
distarce. The rmovement car be repeated or reversad as long as a critical relationship with
the cominant discourses is maintained. In view of the crisis of Western corporate culzure,

it appears necessary to deveiop a constructive intermational communication beyond the

irxar paryy Kym
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intellectual paralysis which has characterized much of Western crizical discourse in the
"80a. Focusing on the visual arts, Third Text foregrounds thearetizz] debates and histerical

anaivses of art praclice.

This text servad g3 & fou-ding stasemen: ol the joamel Qg Texd L OAUtumn L9873 3-5, from which the presenl wor-

sio” is teken,




—

WHEN RACISM & SEXISM ARE
NO LONGER FASHIONABLE,
WHAT WILL YOUR ART

COLLECTION BE WORTH?

The art market won't bestow mega-buck prices on the work
of a few white males forever. For the 177 million you just spent
on a single Jasper Johns painting, you could have bought at
least one work by all of these women and artists of color:

Barmice Abholt Ekaine de Kooning Dorothao Lange Sorch Peals
Anni Albers Laviria Fordono Marie Lovrencn Ljvhova Popeva
Schonisba Meta Worwick Fuller Edinenia Lewis Rosanovo
. Diane Arbus Artamisio Gentilaschi Judith Leyster Nallie Moa Rowe
Yonosso Bell Marguérite Génord Burbaro Longhi Ruchel Ruysch
fsabel Bishop Nalaiie Goncharcen Deru Maar Kay Soge
Bonheur Kote Gresnaway Lee Milier Augusia Savoge
Hixebeth Borbara Hepworth Lisatte Modet Yovorg Stepanova
Fiorina m
Sophie T .r-
Alma Thomas
Marietia Robusti Tintorelto
Suzonne Vokadon
ios Varo
Elizoboth Vighe La Bam
Loum Waring

on coitaty of Chiistiet, Sorhebey's, Mcrts Irirctional Achon Reiccds o Teonanfs Anta Pace indeta of Auctions

cenmen . GUERRILLAGIRLS conscenceor me arrvono

Guerrilia Girls, When Racism and Sexisat Are No Longer Fashionable, What Will Your Art Coltection Be
Worth?, 1989, © Guerrilia Girls. Courtesy www.guerritlagirls.com.

_ ONE-PERSON EXHIBITIONS AT
 NYCMUSEUMS LAST YEAR?

HOW MANY WOMEN HAD

HOW MANY WOMEN HAD
B 1 ONE-PERSON EXHIBITIONS AT
y NYC MUSEUMS LAST YEAR?

ot
Modern K -
Whitney L; g8

eim 0
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Guerrilla Girls, How Many Women Had One-Person Exhibitions at NYC Museums Last Year?, 1989,
© Guerrilla Girls. Courtesy www.guerrillagirls.com.




enlarged from the catalogue: the art of
precolumbian gold, the jan mitchell collection

(1990)
silvia kolbowski

Produced for a group exnibition al Postrnasters Gallery, this project used ag a springhoard
the catalogue of an cxhibition held at the Metropolitan Museurn of Art, New York, i 1985,
entitied The Art of Precolumbian Gold, The Jan Mitchell Callection,

The gallery was iocated in a retail storefront space in the East Willage section of
New York, a neighnornood of low-income private anc public housing and small husinesses
in storefront spaces, as well as other galieries in similar spaces which opened as part of the
wave of 19805 gentrificaticn.

The instailation involved cutting a hole the size of a small-scale framed work of
art into an existing wali which was situated parailel to the glass storefront of the gailery.
Into this wall, which blocked the view through the glass into the gallery, was fitted an ex-
truded Plexiglas box frame with no backing, On tre front of the box was silk-screened an
image which ) selected (from the catalogue of the Metropolitan Museum exnibition; for its
simaltareously asstract and referential look; an electron microscope rholograph: of core
materia’ fram a precolumbian cast necklace ornament. This Image played two different

roles. Read as an abstract image, & desigr of sorts, it garnered the brief attention generally

accorded to such artworks in group exhibitions. On the other hand, if the specificity of the
image was read, the potential cxisted for iis acting as a catalyst, cornpelling the viewer to
seek out additional materiai. The viewer-as-sleuth or -rescarcher found information on the
image, along with several shert quotations an the contradictions of taste, authenticily, and
coilecting. under the data on the work in the gallery’s list of works, which was displayed on
a wall near the reception desk. as well as in 1ts morc conventional location on the desk. A
text compiled from writings by different authors on the classificatlon of identity, the identity
of classification, and the stakes of the art viewers or collector’s gave was silk-screened onto
the window (viewanle from inside the gallery but only readable from the street), and an
announcement was produced in addition to the cfficial cne. This anncuncement listed the
first anid last letters, which had been deleted, of every sentence in the window text. Unintel-
Lgilie in and of itself, the announcement lost its classificatory function, and instead acted
as a mmementa of the exhibition.

The dispersal of the elernents of the installation throughout the inside and out-
side of the gallery, so that neither inside nor outside was addressed as a privileged space
Tor art, with the window conceived as a permeable membrane (neither a shield nor z iens),
expressed a fundamental ambivalence or skepticism about the mandazed necessity of pre-
jecting Art into the street.

Erlarged from the Catalogue: The United States of America can be sccn as a crtical
reading in installation form of an existing catalogue of the American Wing collecten of the
Metropeiitan Museurn of Art, New York, titled The United States of America. A catalogue of a
catalogue, An averlay {at unmalched scales) of the plan of the American Wing of the Metro-
poiitan Museurn of Art and the plan of Postrasters Gallery generated both the layout and
the reading of the exhibitior: and was reproduced on both & wall plaque and an exhibition
announcemernt. In addition, nine display cases were placed within the gallery in relation to
specific sites on the pian of the Arnerican Wing denating areas of contempiadon, informa-
lion, and thresholds. Each case exhibits two superimposed silk-screened images, which |
selected from the docurmentation of the museurn catalogue to represent a chrenological
and typological survey of objects beth decorative and fine art i the American Wing collec-
tion. A red-leather-covered museurn bench, a catalogue, and a print wete also integraled
into the installaticn.

The placement of the display cases within one- privale—space, but in rela-

tion to Lhe plan of another, public space, creates a theorctica! and spatial disjunction; the
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placement of objects is theoretically logical yet visually eccentric, bypassing the conven-
tional criteria of dispiay-cfficlent circulation, neutral didacticism, good design compositicn,
and so on. The catalogue, like Lhe installation in general, was formulated through an over-
lay—in this casc of the musewmn catalogue's introduction, data, and extended captians per-
taining to the sighteen selected objects from the museum collection, and of [our additioral
texts: an introduction written in fictional mode; a table of contents from the 1861 American
siave narrative of Linda Brent (“aurhenticated” by a white abeliticnist); a discussion by &
white feminist legal theorist, Cataarine A. MacKinnon, of the case of a Native American
warnan, Julia Martinez, who sued her trioe over their patriineal, although preservationist,
property rules; and an excerpt “rom a book entitied An ntensive Course in Engiish for Chinese
Students. Catalogues were installed in wall display units in the large cxhibition room next
to the museurmn bench, ana sitnared st the entry o the gallery’s secondary exhibiticn space,
which conrained a framed silk-screened print.

This installation, intended as sile transferabie, rather tharn site specific, was rein-
swalled in 1989 as part of the group exhibition “The Desire of the Museurr” at the Whitney
Museum of American Art, downtown at Federal Reserve Plaza, New York, In this instance,
the plan of the American Wing at the Melropelitan Museum was overlaid onto the plan of
the Whitney Museum in alignment with the forced perspective of one side of an entry stair-
case in that space. 1 cnose this positioning because it was impassible to overlay the plans
as in the previous case, given that the scale of the space and the nature of the other works
in the exhibition would have disperseq the conflpuration of the cases heyond readability.
Thercfore, the decision was made to choose a placement which would emphasize the dislor
tion of spatial reading created by the design of the staircase.

The display cases and other elemernts were piaced within the Whitney Museun:.
but according to the plan of the Whitney in relation to the previously choscn sites a Lie
Metropolitan Museum. At a peint of entry into the institution, normaliy a point of orientation

and flow of movement, disorientation, disruption, and disiunction were offered.

This text was writlen to accompany a project for a group exhibition at Postmasters Gallery, Mew York, in 1288 1| was

republished in Sivia Kalbowséi: Projocis, exh, cat. (New York: Rorder Editions, 1987, 26-43, from which iha pressn®

version is takarn.
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. Christian Philipp Miller, Kieiner Fihrer durch die ehemalige Kurfirstliche Gemaldegalerie Disseldorf,
3.1 1986. Every day at 4:00 p.m. during the 1986 exhibition at the Dasseldorf Art Academy, the artist

. hosted a tour of the painting gallery of 1778 in the hall of the academy af 1986. Banners suspended | . Fareed Armaly, Exchange Rates, 1988, Installation detail, altered “tourist-snowglobes,” each linked to .
in the s ided informati t the exhibited artists, whi ! ted on th 3.9 i . . T :
in . pac&:T prov Ife information §b0u e exhibi %. artists, while pang s mounted on the walls i 3.2 . one European Union member nation. The following was inscribed on the base af each snowglobe: “In
cautioned viewars “Not to touch pictures or frames.” Courtesy of the artist. — the perfect market at equilibrium, every exchange is possible.” Courtesy of the artist




an artist’s statement (1992)

andrea fraser

treud ended a paper called “The Dynamics of the Transference” with this statement: "in the
last resort no one can be slain in absentia o1 in effigle™

My investrnent in site specificity is motivated by this idea. My engagement in in-
stitutional critique follows from the fact that as an artist and as a writer, to the extenl
that | write, art and academic institutions are the sites where my activity is located. Psy-
choanalysis largely determines my conception of those sites as sets of relations, although
[ think of those relations as social and ecenomic as well as subjective. And psychoanalysis
also defines, largely, whal is for me both a practical and ar ethica: imperative to work
site-specificaliy.

The praclical imperative is well represented hy Freud's statement. If one considers
praclice—that is, critical practice, counterpractice—as the transformation of social, subjec-
tive, or econorr’e relations, then the best, and perhaps only, point of engagement is with
those relations in their enactmernt. The point is not to interpret those refatians, as they exisl

els=where: the point is to change them,

Freud might say, the point is not to repeat or reproduce those relations, but to try
to free cneself and others from them, with an interventicn—an interventicn which may
include an interpretation, sut the effeclivity of which is limited to the things made "actual
and manifest” in the particular site of its operation.

This limit. also defines the ethicai dimension of site specificity. It marks the bound-
ary, not only between the effective and the ineffective, but between repetition and interven-
tion; between the reprocuction of relations and their possiole transformation.

"No one can be slain n absentia or n effigie.”

Freuc is certainiy writing of himself ir: this statement, or rather, of Lie posidon
of the analyst, who is authorized by the institutions of psychoanalysis and of mecicine to
be called upon 1o execuze the functicns of authority from which his or her patients suffer:
the authority to represent them, lo represent their histories, their future, their wants, their
apprapriate demands, the criteria according to which they might be able to see themselves
as acceptable.

Jecgues Lacan wrote that Freud “recognized at once that the principle of his power
lay there . but also that this power gave him a way out of the problemn only cn the condi-
tion that ke did not use it™

Any interventiorn: cr interpretation, to the cxtent that it depends on this power,
will reproduce it.

The limit “nposed by the cthics of psychoanalysis on the things made “actual and
manifest” in the site of its operation is thus, first, a limit on the uses to which this power
ran be nut—as any appeal to an cutside would not cnly repreduce it, but extend its feld of
authority — and, secondly, a imit imposed ox the analyst ta the position determined for her
within that site, as any attempt at disvlacernent would only obscure il

This is how I would like to understand artistic practice, tnat is, as a form of coun-
terpractice within the fleld of cultural productien.

The reiaticns | might want to transforzn may be relations i whica I feel myself
to be dominated, or they may be relations in which I feel myself to be dominant. The ethi-
cal dimension of the imperative of site specificity, however, pertains entirely to my stalus
as dominant: that is, to the agency and authority accorded to me as a producer anc as toe
subject of discourse, by the institutions in which I funetion and of whose authority [ pecore

the representative. It doesn’t really matter whether I'm an anthor or not, whether my status
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as an agen- is actual ar ideclogicai. e positon that I oceupy in the execution af the func-
sions of my profession is that of a producer, an author, an agent. Ard this position is cne of
privilege T am tac instirution's representative and Lhe agent of its repraductiorn.

So, when it comes to inst’tutional critizue, 1 am the Insdtution, And [ cannot e
slair in aosentia, in effigy.

[ am an arsist. As an artisz [ 2ave :he dzuble rele of engaging in the specialized
production of bourgeois domeslic cuiture on one hand and, on the other, the relatively au-
tenomeus reproduction of my own professioral subculture.

o say that Lhis activity is relatdively autoncmcus is o suy that 72 exists within &
tield "capasle of imiposing its own rorms on both the production and the consumption of
“ts procucts™ These norms are determined oy “he history of Lnat fleld and express, above
a.l, the primacy of the particular capacities that define the specializadon of my activity,
tnul is, the manipalation of Une farm of, or the formal relations in and hetween, oojects,
represenalions, and discourse.

Alzhough the fact that the culture | sroduce functions as hourgeols domestic cul-
ture is a historical fact of econorric patrenags, 't does not depend cn this patranage. To the
extent tial the knewledge, propensily, and capacities that i demands constitute a “specific

cultural competence” acguired largeiv by the “Implicit leaming” of prolonged cortact, the
culture I produce is inseparable from the ecanomic and educational capital required to
consurne it.

Museurns adstract this culture {rom its sacial location. The primary operation of
art museuras is the turning of bourgeois domes:ic culture into »ublic cullure. The induction
of thase net a'ready dispesed o this culture inte the habdils and manners of 1is appropra-
tion is what constitutes the public educalion that defines museurs, at l2ast in the United
S-azes, as cdurationa’ institutions, This displacement is the mechanizm through which the
cullural dispesitions acquired In economic privilege are imposed in the public sphere, and
thus acrogs the soclal field, as exclusively legitimate cultural competencies,

However, the dispiacement that museums effect is not really an abstraction.
‘The autonomy of my feld af activity and its speciatization. within divisions of cultural la-
bor—that is, my distance from the class whose culture I praduce—are the conditions of
its possibility

Muscums realize Lhig possibility by authorizing my activity within the puslic

spnere. Museums define legitimate cullure and tegitimate cultural discourse and accord

e, and other authorized individuals, ar excalsive preragative 1o produce legitimate cullure
and to possess legitimate opinicen. Thoy divice the fieid of matenal culture nto legittimate
culuure and itlegitimate calture—or rather, nonculiure, o the axtent that the illegitimate is
denied a reprasentative funiction in tne public sphere frarmed by tnege institutions. And they
divide the nublic created by this sphere into producers and nonproducers of culture.
While musewns in some Cases anproprate onjects, I prociice objects for thom.
Tney priviiege this latter group— nose works produced within their privileged discourse
and which directly accord that discourse its autherty *o descrive themThese are the ob-

ject2 procuced as tie common ciltare of the subjects of that discourse—-he domestic

culture of the patrong wha appropriate Lnem materially and the more or less professicnal
culture of the class, defined by educational capizal, that appropriates them symbolically.
Some museunts privilege the mode of aporeonation definee by eccnomic class, the do-
mestic learning systermnalized as connoisseurship, offering up for errulatizn a manncr of
being in relation to art objects: how and how long cne looks, the sccenls in which one pro-
r:aunces the names of ardsts anc werds, postire and cxprosslon. 5cme museums orivilege
the scholastic learning delined by educational capital: ways of knowing about art objects
which mnay change accorcing to developments & cortemparary arl and art hislory as well
as otner academic disciplines. Thae relationship between these Twa moces of approonation
is always antagonistic,

The striggie hetween comestic and scholastic relatinng 1o culture and the maodes
of appromriatian they privilege is continuously waged in art museurns in the United States.
t's played ous hetween the voluntary sector of @ museum (its patrons and oeard of trust-
cesy and its professional staff. Although the forrmer group is clearly the locus of economic
power in museurs, [ would szy that it is the struggle 2etween these two sectors “hat con-
stitutes tne museum's discourge, the conditions of its reproducden, and the mechanism of
its power. This is not only because professicnals, i a compelition: to impose their mede of
approoriation, take bourgeois domestic culture as their stake, investing in Lnis “privieged
1

cultar

capilal” and thereby increzse its value. It Is because this competition constitutes
the discourse of museums as a discourse of affirmation and negaticz, putdng the culture
it preserts into play within a systern of differentiated consumption thatl represents and

apiectifes the rlags hierarchies on which iU based.

Tastes, Plerre Bourdisu writes, "are the practical affirmaticn of an incvitable

difference ... when they nave to be justified, they are asserted purely negalively, by the
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refiisa: of other tastes. [n manners of taste, more than anywhere else. all Getermination
is negation.™
I a wideotape called Masterpieces af the Met, Philippe de Moantebelle, the director of

tre Metropolitan Museurn of Art. guides us through an encounter with art.

W tend *o enter a gallery like this and exclaim, "Here are the Rembrandts,” as the mindset of ad-
miration clicks an. But are we really liking what we sze? Sure, the pictures have a Rembrandresque
look. They are dark and brownish and the faces are dramatically lit. So we exclaim, “Here are rhe
Rembrandts.” But we must go beyond this factor of recognition ta realiy sauor them.

[This! self-portrait . is a picturs that for a long time [ only glanced at in pussing. After
all, it’s voi o curtain raiser. One doy, [ den't remember when, [ sat cn the gallery bench in this rocm
and absently {et my eyes rest on this particular portrgit, [ think I must have sul here for a full ten
ar fifleen minutes, which 15 a long time, you know. I couldn't leave.

Please {ook straight into his eyes. Don't waver, if you please. | was hyprotized. This is a
picture that compels us to atrend to its silence, and since T ym now speaking to you [ reccgnize that
| may weil be breaking its spell. BUt try to experience it on your own. Yau may find, as I did, that for
a brief mament, Rembrandt intrudes into your life. . Out of oil or canvas he proclaims . “You,
whoever you are, look into my ayes.” And what causes cut chest to corstrict is that we are acutely
aware that our reality, our existence wiil pags while his will suruive for as long as the picture is
preseryed. It's hard *o pinpoint to what all of this is due, but it has muck to do with the fuct that
Rembrandt was not an ardinary man. ... It is a lifetime of experience and changing expressions
that have snaped and moided that . . . face. . . . Although comparatively speaking, ong could show
ali the ties that this picture has to the northern baroque, it is hard to speak of style here. Perkaps

Rembrardt's ultimate triumph of style is that he seems to have none.®

It's relatively easy to interpret this description as a manifestation of a struggle
between “darnestic” and “scholaslic” relations to culture. Philippe de Montebello excmplifies
an effortiessly elegant reiationship to cultural objects; those capacitices produced of longer
and more sustained looking that transcend superficial attrioution of "style,” much less the
vulgar recognition ¢ *a curiain raiser”

But it’s nat these capacities that he is teaching. Because these capacilies are the
status-derived product of a “lifetime of experience” of “familiar family property,” as Bourdieu

has wrilter, of “the precocious acquisition of legitimate culture . . . acquired in the course of

7ime, by means of time, against tiree, that is, by inheritance,” they are, strictly speaking, not
transferable ® Even by speaxing of it, he “may be breakirg its spell”

What he 15 teaching is something else. He is guiding us, through the discourse of
museums. to the individuals lo whom we should apply to represent the museum's objects:
those who are represenied by therm, as their exclusively legitirate spokesmen, who will call
on us, &3 they call, "You, whocver you are, lock into my eyes”

The imperative of identification with these spokesmen s estabiished in the Zore-
ccosure of olther identifications, De Montebel’o's rejection of the legitimacy of those other
spexesmen—the representatives of the schelastic relation to culture—Iis purely rhetorical.
Ilis speech, after all, is not addressed la them. If it were, they could easily respond. [is
speech, rather, is addressed to the museum's puilic. And in it, it is they who mist stand as
~he potential proxies for the phantom cthers of dismizsec dispositions.

The stakes in the struggle between domestic and schelastic relations to culture
as it's played oul in art institutions are not reaily art cbjects or even the dispositions they
objectify, but are, rather, the muscum'’s public. It's the recognition by this public that will
establish the primacy of those dispositions, and Lheir subjects, as that to which this public
shoulid aspire.

As an artist I may be situated on one side or the other of Lnis struggle, depending
cn the mode of appropriation demanded by the chjects and discourse [ produce, and accord-
ing to where [ position myself within an institution.

My rejection of the museum’s patron class and the familiar, [amilial relation to
culture that it privileges is expressed in my use of Philippe de Montebello's speech, Providing
interprelalions af such speech is what [ do as a practitioner of fstituronal critique. [n the
past, when I conducted galicry-talk performances based on such interpretations, the mu-
seum’s professional staff tended to idenlify with me in this rejeciion, against the muscum’s
volunlary seclor- -ts patrons and trustees, bur also the volunteer museum guides whose
tanction I tock up. It was really this latter group that they tended o see as the ohiect of my
rejection, and rightly so, as that was the position that 1 put to use.

What was being rejected in this constellation, however, was actually the museurn’s
public. Museum guides represent the most extreme form of an altempt to sulisly the con-
tradictory and impossible demands the museum addresses to that pubiic. In the United
States, museum guices usually have no formal art-historical training. They are trained only

by the museum’s professional staff and thus acquire a certain quantity of knowledge about
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art abjects. But this krowledge. as it usually limited to tre particular muscurmn's collec-
tor. lsaves the museurn guide ent’rely depencert on its particular source ana without
the means o gererate a legitimase opinion independer:ily of the irgdtution. n the United
Seafes, museum puices ave almost zlways volunteers. As such, their position is defined by
znicentification with the philanthrony of the beard of trastees. They invesi their hodias and
e in an identficalion with the status of the high-level patron, bat for lack of ECOTIOT.C
and familial cultural capital, they continuously and necessarly fall short.

Museurn guides sre the embodirment of the domiration museurms affect. Again,
1o quote Bourciey, "the imposition of legitimacy which oocurs tnrough compeitive struggle
and is enhanced by the gentle viclence ¢f culturai missionary work tends to precuce preten-
sion, in the semse of a need whrich pre-exists the means of adecuately sallefying™ it leaves
“he museum guide vietm o wha Bourdieu calls “cultural allodoxia, thatis, o'l the mistaken
jdentifcations and false recognitiors wrich pelray the gap between acknowledgment anc
knowledge .. the heterocoxy experienced as it it were orthodoxy ... engendered by
ancizersntiated reverence, n which avidity combines with anxieiy™

Tris iz why I stopped conducting gallery-1a:k performances -ar at least posing as

“h ruseumn guides—

2 museun guide in do'ng so. While T have trhe basis for identifying
being o woman, an autocidact, and someone short an eccniomic and oojeslified Zarrilial
¢uitural capirai—such an identification rernaing a misicentification, and a displacement of
my slatus witnin art inst:utions. And, like all suck displacemneris. its funclion s to chacure
the re'alions of dgmnination of whick rauseums arc the sites and which its recognized ageris
produce and reproduce.

Now 1 perform as an arist,

As an artisl, I Tay Ty o situate myself cutside of the struggle between domeslic
ard schoistic relations Lo culture, rejecting oeth rejections Lrat corsiilute the dynamics of
art ingtitutions, perraps refusing. as 1 refuse, to produce objecss for them; perhans atternpt-
ing to position myse.f morc direcily in relation to thelr real stzke: the miseur's pubilc, or at
least those not already disposed to the cultire Lhat [ produce andg that museums present.

1 muy tey to produce other forms of culture: popular culture (a5 it's usualy un-
derstoad as the products of mass-culture indusrics;, or tre domestic culture ol indivicaals
within cther commur:sies. or the commor culture of those communities.

In the United States, the first art museums were founded quite explicily wilhin

a struggle to cstanlish a culturg] orthocoxy agains: developing forms of mass pepular cul:

m oA aaninal che . Fea e ot ] ] ]

ture ard agairal the reproduction of the domest.c and comrmon culture of immdgrant corrn-
munities, In the early publications of Ine Philadslphia Muscom of Art, for example, jazz
bur.eeque. comic books, and pulp fotion are identifiec as the threals against which the

ruseurt must prolect the city's ctizens. The Philadelphia Museurr of Ars keld classes and

exhibitions on "Americanization threugh an™ while the founders of the Metropalizan Mu-
£ wr = I St et : r e

seum cf Art wore engaged in direcl comfrontation with New York's Tamrmany Hall, whose

power was based Inimmigrant constizuerncies.

Museums and the mass popular culture industry developed contemporaneously

as two spheres of specizlized cullure to be offered un for aopresriation as domest’s and
common culture. In the competition between them, mussams, by ang large, lost out,

For the most part, mussums and their patrons are no longer in an anzaponislic
relationship to mass popular culture. Taey now cxist alongsice iz, dividing i1 up inte new
hierarcaies capable af cresting and represenring rew as well us old privileges, introcucing

inlo i exciasive moces of anpropriaion, and leking from it ne

Fmarcrial to oe put e play
1 stragg-cs for distinction.

The power of the econcmic and culturzl canital embodied in museums is repre-
senved, above zll, by its ability to appropriale oojects produced outside its sphere. Thars it

gains autcromy, universalizes Hsel!, asserts its autheority nevond itaelf across the cultural

Jeld much more effectively than in comperitive struggles over cultural orthodoxy in which

he subjects of that power must recognize a stuke in common with thelr adversary. In such
sppropriation its subjects hecame the agents and masters of cullure ag such and nat Just
tne new owners of a particular, if priviteged. cultural prodaction,

My power. as an artist or would be intellectual, to appropriate objecrs, texts,
represcntations, and practices symhboliczlly—cenferring value and interes: where before
there was none - always linked to the econorric power 1o approprizte them materialy. [
arm the intermediary. The dnk between Lhese {orms of power does ot depend on whether
or not [ affer my products wup for materia. aporepriation. It derives rather [rom homaolo-
gles between monopolies of ecocnomic capizal and those of cultural capital, which accords
me the exclusive prerogatve of a producer of culture oy defining those outside my Aeld
as ronprodicers.

‘The appropriation of mass popular culturs has become less profizable, in symbalic

terms, in the past fow years as the increasing incorporation of its forms within art and aca-

cemnic discourse has led v an individualization of its authors and Lhe recognition that they,
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too, are Cuitural Producers. Appropriaticn becormes competition, and row, like Jeff Koons, [
am liable to be sued.

Abandoning papular culture, I may instead, like some of my other colleagues, oifer
up for beurgeois consumptien forms derived from demestic and common culture of non-
specialized procuction—my own from an earlier age or that of others, defined by echnicity
and geographical location as well as econemic class.

[{ this apparent atfirmation of the culture of others and the fact that high culture,
too, is the material culture of everyday lives is turned into dispossession as it's returned
hack to those others, prolessionalized and rarefied in mmuseums, I may again atternpt to situ-
ate myself outside. [ may exit those institutiens and produce public art, that is, art presented
in public space other than that of public art institutions.

Wost public art carries with it, outside of art Institutions, a demand for an aes-
thetic disposition and aesthetic ¢ompetence that has been defined within thern; demands,
for example, [or an attention to form—when there is nothing else, or when the formal orgi-
nization of the work takes precedence over, or is awionomous from, the themes i apparer:ly
seeks Lo engage, or demands for {amiliarity with a field of artistic or academic reference that
constitutes the condition of the work's legibility as a text or as an abject of valuc justifying
the prestige of 1is placernent.

I refer my viewers back lo the museum.

Pubilic art imposes itself on a public to a greater extent thar art presented in public
institutions. Whereas mnuseum visitors enter the institution voluntarily- -if seduced by the
promise of beauty and betterment—the audicnce of public art is a captive audience. To the
extent that the spaces in which works are situated must be used, *heir zudience carnnol
choose to enter into a relationship with them. Public art thus imposes aesthetic competen-
cies as a condition, not just for self-education or sccial advancement, but of Lving in a city.
of using its parks and streets.

Beyond these demands there may be other cernands. [ may, for exampie, icentify
with this public. I may attempl to articulate the interests of Lhe pedestrians in the plazas ar
the workers in the buildings that surround thern, for them, to them, in a critical engagement
with the social as well as aesthetic conditiens of the prganization of public space.

In public space, the social character of the negations and rejections implicit in the

autonorny of artistic forms of critical engagement may be remembered by its public when they

have becn forgotten by Lhe artist. As with Richard Serra's Tiited Are, behind the avowed critique

of the rhetoric of monumernts and the organization of public space deploved in the name of its
users is an implicit critique of those users, as users, in the formal autonomy of the work, which
developed historically as a rejection of the hetercnomous function of popular as well as bour-
geois realism. While that rejection has iost its force within the discourse of art over the devel

opments ol a hundred yvears, displaced onto public space it retains its power still. The wark’s
public may recegnize itself as the real object of a critical discourse that radically exciuces 2.

To the extent that art situated in public space continues to function in an art
context as well, where it is described and documented, the evocation of an other audience
within it may be appropriated, just as ather cultural objects, representations, and practices
may be appropriated in a work. “They"—the other public, the noninterested. the nonprofes-
sional—becorme an object and a stake in a struggle among professionals.

Tnally, with all these cisplacements closed to me, instead of procucing bourgeois
demestic culture [ may opt to produce inteilectual culture.

Incorporating academic discourse with an aim 1o produce an artwork as a theo-
retical text, whether this toxt 1s purely linguistic or presented in the form of a rebus ta be
decoded (I wen't say, as 1 con't believe, “produced”) by the viewer. [ produce 2 worx that
demands a double competence in the perception of sesthetic form and a knowledge of,
or mastery of the ficle of discourse out of which the text is constituted. The work 15 thus
doubly alienating, doubly exclusive.

This, again, can anly be situgted within a struggie for lepitimacy within the artistic
fielc in which an approprzation of acacemic expertise functions to preduce an additional
dislinclion. 3uch appropriation must be seen as the result of a parda: rejection of specifi-
caliy aesthetic criteria and the institutions that privilege them, withour recognizing that, in
social terms, thesc Institutions arc strictiy homologous to those of academia.

Every dernand for a particular competence accéressed to a viewer, reader, or lis-
tener is alsc a more or less displaced dermand that the addressee recognize the producer as
neing in possession of precisely that comoetenice. [n my attemp:s a7 intellectual production,
this demand for recognition is addressed to the holders of academic titles.

This addresses is immanent in what [ present, offer up, for recognition, and con-
stitutes the real, present vicwer, listener, reader as such. The ditference between the real,
present addressee and the adaressee contained in the staternent is morce or less alienating
cepencing on the secial conditions of legitimacy of the latter.

What makes you the otrer to whom [ would address a demand for recognition?
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If v don'L exgenience yoursell as being I possession of the particuiar authoriy
for which T ask, then my deraand for recegnition turns into a demund sineply that you have
1t, or rather, have the competence Lhat defines it

Here ‘m this context, as in any other context, T rmaxke certain assumpicns about

whi you are, but those assumptions will only ever se my fantasy.

To say that they are s fantasy is not to say tnal [ anly imagine them. Becausc they
are determined by the professiona. and instititional norms of the context that constitazes
‘heir scene, 1 den't have Lo fnagine them st 21l They are articulaled for me—here for ex-

ammple, in the staterments of the organizers or in the lisl of the other participants. 7o say that

they are a fantasy is rather to say that in them—n yos | have invested my aspirations,

And this conzext bauomes the potential scene of thelr accompiishiment,

It's 2 fartasy that drives me To try to make MY aTELMENTS ever IMore CoOmpiex,
as wrat © nave Lo say is cortainly too simplistic. Toe simplistic for whomm? Naot {or mysclf,
a5 is evicent in my diffeulty in thinking these things through, but for whemever | sup-
nose you to be.

The 1exl [ am oresently reading demands know.edge of my fiele of intellectuzl
and artistic reference. n presenting it, T ask for recognition of my intellectual competence.

Ag il is written i tae first perean, 't contains s partial rejection of academic speech, But as

z theoretica: text, 7 also comiaing @ much more comolete rejection of my prerogative as an

artisT to simply preseni my work.

I 2=k or these things. Perhaps | cannot do otherwisc if, as lacan would have i,
such demands are a condition of speech, a1d the aspirations producec within them arc a
condition ¢ subjectivily. Buz tnose demands are historically determined and institutionally
crganized to parficalar social uee. They reproduce themselves in aspiralions that one iy
always already failing

Mo gne asks according to their interests.

Whaz [ wan* ave alher things. Their sbiecl is eleewhere: in my history, in the mate
rial condilions that etermine my social experience, But [hase objects are foreclosed in the
campetitive, symbolic struggles that constilute the calural Heud,

Tre stakes of those struggles are not what [ want. 3ut [ invest in them anyway
because, in the absence of another anject, thay arce offerad Lo me by the institutions [ accept
as the sphere of my activity.

Andlask you for (nese things. Ir. se doing | becaree the agent of the reproduction

of *his ‘reilulion—zand the negations and exclusizns througn which it imposes relations

of domiratian - by forcing you to aspire ¢ the competencies it /I demandis). Adequacy be-
comes the condition of listening. Thers are no alher positions provided for,

Yet cther positions are passinle. There are other struggles net subsumed in such
irdivicialized and individsalizing symbolic struggles for legitimary. There are collcctive

symbolic struggies, and there are collective and perhaps indivicual material striggles.

Argaments that there is no sutside of institutions arc ofter: alibis for cynicism,
However. the topography of inside and outside very ocften also {uncllons &y an alibi for not
TRCGENIZITE ONe's posiion within the extended cullura, field it which those institutions are
situated and the reiations of power and privilege oy which that ficld is construcred. Those re-
lztons traverse the tcpography of inside and cutside and pur it ta precise use, the boundaries
of the feid and its institatiens being one of the primary objects of struggles within therr:.
TLe transZormation of thoge relations will not be accomplished by displacement.
The mis- and dis-identifications of partial cxits and entrances, the appropriation of shiects,
texis, practices constructea as other or outside, the changing of locasion, or the cxchang-

ing of criteria of one nstitution [or ancther; such strategics may transform the “nature” of

conditiors, but they wiil only reproduce the structure of positions.
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constructing the spectacle of culture in
museums (1992)
ivan karp and fred wilson

Fred Wilson: I'm going to set the stage for what I'm daing now, then discuss Mining the Mu-
seum. Il begin with the Longweod Arts Projzct i the Bronx, housed in a former public schocl. As
ar artist liwing dnd working i New York, T fiad to suppart ryself one way or another, and I found
| enjoved working witn artists, so I worked in several alternative spaces in downtown Mar halratn.
Prigr io that ! had beer uwiorking with ssvern! musewms—i worked at the Metropolitan Museum
of Art, the American Museum of Natural History, and the Americarn Craft Museum— and thls £x-
perienice, I realized later, was the busis for my way of moking artwerk. Working in the gducational
depariment of these three institutions simuilaneously made me wender about AGW the envircti-
ment in which cuitural production is placed affects the way the viewer feels abeur the artwcrk

and the artist who mode these thirgs Being an arnist and being African-Americar ard Native

American ard actually working in the museunt at hat time, ' was . a pasition lo notice some af

the incargruities in these spaces. So with that buckaround I worked in alteriative spoces and then
was offered the directarship of Longwond ir the Bronx.
At that time [ decided to try some ideas that [ kad thal had been trewing wnen worked

at these museums. Once | wenl w0 a dance concer! with a dancer, and while T was gnioying the

Fred Wilsen, Guarded View, 1991, Courtesy of the artist.
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general performunce, the doncer [ wos with was canstantly iooking at how the persan’s toe wias
pointed. When you'ra (n a field you notice the smalier aspects thai the auergae person doas not see.
11’5 the same With scmeore warking in museums and gaileries—you notice whan the lignting is
not right, you notice wnen the labels are net right In g musewrn. As o artist whe had had work
o the walls and iso iocked at work, T nad questions abcut what those spares were really doiny
to the artwork and o ariists,
So gne of the first shows T did in the Bronx, n the late eighties, 10as colled “Rooms with
a View: The Strugaie between Cultural Content and the Contex! af Art.” ! ook three rooms; one
room iocked like @ contemporary aollery, the white cube; one I redazigned o lack like a swall eth-
nographic museum, not uery well gppainted; the third [ made to ook liks a turn-of-the-ceniury
salon space. | asked thirty ariists to be a part of my experiment. Al thirty had wark i the white
cube, Faif had weork in the ethrcgraphic space, ard half had work in the turn-of -The-century space.
| chose the wark according to how i might iook in those spaces. buny artists i thar Time were
muking weork that seemed to fit in an ¢t hnagraphic museurs, because they were warking on Third
Worid cultural idioms. There were cther artis's Wwho were working more with the kistory of Western
art in their work. When 1 placed the work in the ethnographic space, [ wouid hwse isiting cura-
tors say With surprise, “Oh, you have o coliection of primitive art ” And I had to tell one curater,

“No, Valerie, that wark you're slaring at was in your geliery a monlh aga.” The gruircnment really

changed the work; the inbels just had the materiais, ROt the names, because n mast ethnagraphic
USEUMS —i AN Can Baar me Gut of jurmp on me for saying this-—the lahels don't haye any names
Tecause the works were coliecled at a time when the names of the pecple wic made the objects
were not important, The labels jus! gave the materials und things like “Found, williarashurg sec-
tion, Brooklyn, late 20th century” Students wou!d walk up to the barrier arcund the installation
by Linda Peer—and the parrier of course is mine, it’s the museum’s presence on the artwork—aga
up to the iabel, read il, look at the chject, and think they knew whal hey were (ooking at, when
actually they knew very little. I didn’t say anything faise, bl they reaily had a totally different
view of what tha! object wos about. The uorks became exctic, they locked like sometning macde
by somecne you could never knos; the warks in many nstances were dehumanized because of the
way they were instalied. In the turn-of-the-century space, the works lockad Like they hod a certain
quthor(ty that the works didn’t lave in the White cube. The white cube also had a way of affecting
you: it looked cold, it looked sort of sclentific.

For me, this was a warershed event, If the work was being manipulated thal muck, that

was the area 1 wanted to waork in. Trom that point on, T didn’t want to ask artists to be mucived

-1+l 11 N N " . N -
with this, since [ was actually marip; “heir work, | faured A T i
witn This, since [was actually moripuluting their work. i fgured I'd just do it with my own waerk.
T vrad T _ o : _ PR - . -

I'made an mstallation cailed The Other Museum—ir one part, I'he Colonial Collectian, I

i Frowe) A Britick figas . fricar magke T ! ;
wrupped French ard British fiags around African masks. Thege were all trade pleces, but when

)

¥Ou put sometiing under that beaulifui ghting, it Tooks, whatever the Word meens, “quthentic
I had this wvitrine made which incks somewhat tike o tura- -gf-the-century witring, in which [ placed
: 'z jithoararie frarm the = Af TF oyt Af T T s ¥ .
Harper's lithcgraphs from the turn of the century of the punitive expeditions berween 'he Zulus
and the British and the Ashanti and the British. [ wrapped ihe masks because they're sort of nos-
tages to the rmuse: IF they hag heen 7 the museum smee * + [ . i
ag GsEUTL If Tagy had hesn n the museur since the turn of the comury—and many
of trie coilections do date from this time—Lthey wers taken cut during these wars. 5a ) consider
them hostages in irese instizutions There gre 2 lot of questions surrounding this -showld they
30 back. sticuldn't they go back  bus 1 like 1o bring history tc the mussum, hecouse I feel that the
IV [ ST + Tma + P 3 e | H !
agsthenic gnesthetizes the nistoric and keeps tnis imperial view within the museum and continues
the dislccation of whar these objs ars ghout, One obiect | didn’s cf - far e lak
WCCATON G wnat these opiects are abourt. Ove object i didn’t change excepr for the label:

B ] Fa (. ) - - . . 1 R R R

Stalen from the Zonge tribe, 18993, Private cedection.”  his got a lot of collentors upset, but indeed
S came cut of the African country in 1899, more than Tikely {t had been fust swived. In g newly

RO iy & m o T
installed space in ong museum, a.apel aext to an chiect read, “Acquired by Colonel Sg-and-so in

1 nory prp— TR 1 - YA
1838 How does a colonel acquire something” He gues wp thers and says, "Give thar to me or
'l ghoot voul”
AT i P . Torte
S0 use Ihe museum as my paletie. Curaters, winether they think abow! it or nor, reaily

Crears naw you are 1o view and rhinik about these abjents, 5ol figured, “If thay wan do it Teande Ot

0. Euerything in the exhikition environment is mine, whenever I arganize the space. [ painied one
tontermporary gallery o dark coler, and (1 felt like The Truth, lke “well, this has got 1o ke serious.”
My exhibition ot Metro Pictures, Panta Rhel, was a gallery of classical and ancient art, What it
consisled of were plaster casts. 1 painted the walis o ignt-blue color tha! i saw over and over again
in meny museums hat still had plaster casis. Rooms of plaster costs were common in American
museurns al the tun of the century; rhough they couldn’t get the actual objects {rom Furope, they
wanted the peopie of the Uniled States to experience these abjects. Since they're not getting the
suwme desinetic experienice from plaster thay wowld get from the originai objects if they Travelsd to
Greece or Rowe or what have you, 16 my wind what tney were actually getting was the sympolism

L R . 7 e s ieames srng Besren e o piad - . -
of kaving triese ohiects. In many museums, you begin with the rosm of ancient art, thew you go

"

i i A 3 g + T Il x
Jrom there to early Curopear art, and from Lhers to late micdern arl, then to contemporary art. So

1} + T . ooy SRR - . N . + " N . 3
What the musauw irigs 1o do s attach our culivre 1o this ancignt culture in a way ot goes beyond

nf , , v ket hic i oLt rul i thig s ; ;
infikence. it really tries to say that this is our cuilure and this is why our cuilurs is areqt, berause
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of the relationship with this ancient important culture. This is not @ new pheremench. Hitler did

J tal Washi i + iapt
this gs well. If you ga tc ary state capttal arto Washingtan, D.C., you will find references to ancien.
Greece. which s about democracy but also about attackment to d culture and about presenting our

¥ 4 1 a7 it Ip::
culture as above orier cultures on the planet because of s relationship with this ancient cuwitiore.

o B ; ; . T t T de Tot
in my travals, I've studied in West Africa, ['ve been M Peru, Uue been to Egypt, and ! do a ot of

1 it : i ‘ ;I st of the ancient Greek
research around my exhibitions. One of the things | learned was that most of the g

= i 7 I ads goi peteet: o countries, and
gods had Egyptian predecessors. There wus a iot of trade going on betweer the twe cou

i5 i i ol forhy 5 if's nol ges W known. So what Idid was
this is written in all the scholurly texts, but it's nol generally krown. 50 W

give the
= T e 11 e H 1 +

Creek statues thelr Egyprion nameas: Hermes Wos Anubis, Dionysus was Osiris, Artemis was Bas?,
P : PR " [P i . -

and so on. In addition, | made forced combinarions of the tuia: Bast usas exploding from the head of

' i (it af Artemis also. In addition fo combining objects
Artemis, and fathor was coming out of the head of Artem!is also. In addition o combining opjects

by smashing them, [ like 1o place things side by side, because opjects speak o one another and

[ famn ter just t cing * { to one another.
speok ta you about their relutian o one anatier just by placing them next 0 gne anot

ked by the C ary [Mu ! AN hibiti where i
| was asked by the Contemporary [Musewmy to orjamze an exfilbition any i

1t 11 cr iand Historical Sociely, which has g0t > most conseruative
Baltimore, and [ chose the Maryiand Historical Soclely, which has got to be the most 5

' i ig, 50 ] tonk tip Tesidence i iident's office. [ was there
environment in the city. | nzeded a studio, 5o I took up residence in the president’s oifice. [ wa

for o concentrated period of six weeks, thaugh I kept on coming and goirg for a year. That alone
J ! )

3 7 | N 1 ; 1 1] 17 T Tt i cUE . a
opened up the staff of the Historical Soclety, who had worked with art objects but had never met

- o . ,
veql artist and really didn’t know wnat that was about. They wauld keep walking by the studic and

AT " Tommnhe 2R ar dict ; 1#% iy ¥
ask, “Is it art yet?” T didn't curate the show —This 35 My artwork. [ moke that distinction. Althougn

peopie looked at the exnibition and sew it as a curated axhibition, which is fine, for me 1t's some-
- ) 1 5 1 " TR 1 9
{hing elae entirely, it's my wark, Going through the museum, 1 sqw it as a very alien environment.

Prior to this project | would never euen go nto & fhace lee this, let ulone look at anytring jor very
long. I had o ask myself, “Where am ] in this space, what is this space ahout, and why am | rauing

this reaction to it?” After spending some time there, | reaiized it wasn’t so much the objects as the

i i C wss that 1 ge 1 {n creating
way the things were placed that really cffended me. The process that 1 go through in creating riy

i it : Uy the ma : througn the
is to speak with averybody in the museur, Jrom tre maintenance people througn t

installation is
execulive directar, and find out what they feel about the mstituhan, wihat they feel uhour the city

they're in, and what the relationship is berween the two. T locked al every object ix the Historical

' i hick 1 They'y “ollecting since 18 1itwas a men's club
Society collection, whick is @ Vast one. They've been collecting since 1810, and 1twas a

i i { ily have s dd objects in the coliectl yt those things aren't on
in the early days, so they reaily have some odd ohjects in the coliection. But those thing

view. And those are many of the things that [ kave put on view, because what they put oR Liew

s0ys o lat gbout the musewmn, but what they dow't put on view says even more. I didn’t kriow what I
was going tc do, but I really wanted the objecis to speak to me, and [ called the instailalion Mining
the Museum becouse it cauld mean “mining” as in gouid wmive, digying up something, or it could
mean Blowing up something, or it could mean making it mine, So 1 just looked at every object, and
tried e pull from the opjects what they were about, wnat they told me abowt the (nstitution ang
about the museum. They gave me the entire third fisor to do this. Orie thing they were toid was that
[ hod ta have compiele autcnomy 1o do whatever [ wanted, or else [ would walk, That was exactiv
what I gat, and I'm still amazed that they allowed me to do 1T

The first thing you saw when you watked inlo the Lhird foor was o globe that [ fourd i
silver storage thal says "URUTH® on it It was something made in the 1870s, but it seemed very
contemparary; Barbara Kruger could have made it if she wanted to work in silver. It was actually
a truth in advertising gicve; they stopped making it in 1938, winich | guess is when peopie stopped
helleuing there was any lruth in gduertising! With the truth trophy, [ placed empty plastic mounts,
The lube! spears of the truth tropny and when and where it was made, and then says, “Plastic
mounts, irst made in the 1560s," where they were made, and s0 on, because for o historicul society,
euery ohiect will have some historizal sigrificance, [ woanted to point out that everything in our en-
uiranment Aad meaning, though it may he so mucn a part of our environment that we're nat really
qware of 1t. By having the truth be the first thing you saw, i was speaking 1o the notion of bruih,
and if there is trulh, and whose truth, S0 on either side of this vitrine are two sets of pedestals,
one set Wwith busts and arother st witn no busts. The three busts are ones I found in the Historical
Seclety of peopie who apparently had a great impact an Maryland  rione of them from Marylund,
by the way - Mapoleon, Henry Clay, and Andrew Jackson, The pedestals without busts were labeled
Harriet Tubmun, Berjamin Banneker, and Trederick Douglass—three very Important vecple from
Maryland, and there’s nothing n ithe Histarical Sociely callection ahour them al. all.

The whole exnibition was about lvoking ot objects found in the musewms, just taking

tnem aut and putiing them on views The so-called cigar-store Indians were really compeliing objects,

really beautiful, but I conidn’t face having tnem face me, because my molher's Native American,
and they don't Took like any Indions [ ever krews. In actulity, these [ndians represent the society's
ldea of what an Indian is. In many cases, the models were other Americans. One sculpture s actu-
ally of the daughter of the German immigrant who made the stalue  -ner physiaue, her stance, and
her face have no convection 1o o Native American, 50 waat [ did was make them give you their

backs, so you couldn’ look in their faces and accept the sterectype. What they were facing was a
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wail of photographs of contermporary Native /imericans in Maryland, che of the few thirngs that are
nol from the institutior. | brought them in, because when [ asked gi. the Ilistorical Society, [ was
told, “Tnere are na Indians in Marvland”

1 chose a good many paintings for the third floar; n one painting, there are five children,
and two black childrer are clearly there aniy far the sake of being parl of the composition. Civentke
time frame, these children were slaves, but 1 gerually found ot their names and who they were. 59
in this installation, you would walk up to the painting, and the children would Loht up and speak
i you. They'd say things like, "Whao calms me when I'm afraid? Wha washes my back?” Another
ane said, “Am | your friend? Am I your brother? Am [ your pet?” By iwoking up close in this paint-
ing, you can see the black chiid holding o bird actualiy has a matal collyr arourd kis reck, and ne
actuaily was the “galden retriever” for the white bey

Sametimes 1 ook paintings and just reaamed them. [n most musaurms, excepr far the
paintings done in the last thirty or forty years, the paintings were vt named. So ail tne ttles you
cee in museums were assigned by the curators. T Jlgured, I they can do it, L can do it too, so for
o painting of 2 wealthy plantation picnic, one label gave the title the museum nad assigned it
Counlry Life, The other side of the painting fiad o iabel giving it Aty own litle: Trederick Serving
Truit—trying to change the meaning of the werk and what was impartant i it

There is a lot of silver in this museum. I created one vitrine of repousse silver with the
label “Metalwork 179318807 But aiso made of metal, hidden deep ' the storage rooms at 1he
Histarical Society, were slave shockles. S0 ! placed them together, hecauss normally you have one
ruseum for beautifui things and ore museum for horrific things. Actuaily, they had a lot 1o do with
one another; the production of the one was made possible by the sutjugetion eriforces by the otner.
Guite possibly, both of these could fuve beer made by 1he sarme ho nd. To my mind, how things arz
displayed in galleries und museums makes a huge difference In now one sees the world,

[ aiso rovered muny lithegraphs with glassine papar, exposing only the black perscn ik
the picture. The vigwer became acutely aware of African-Americans in the lundscape or cily scene.
I had g section called “Modes of Transport,” with the sedan chair of the last royal governor and a
puinting of who was carrying it, and o model ship with account logs of warious sluveholders with
names of the siaues and other “fivestock.” i placed two old baby carriages in the spacg; one Agd,

instead of the Baby’s bedding, a Ku Ko Kian ficod. Next to it on thz wall I haq on eary phatograpn
ar the wall of biack nannies with a while baby in a baby carriage.

Under the heading “Cabinet Making” I placed baroque chairs facing a public whipping

post Wwhich was seil used by the city jail in the 1930s and had peean fiidden in the hasement of the

Maryland Historical Society since 1963, [ used deil houses 1o deplic! o siuve revolt; beside it is
manuscript by @ young woman who was writing of her fear at the time of the slave uprisings.

The final section was about dreams and aspirations; n the crevices of the mussum,
torally wninoticed, I found things made by Africans and Ajfrican-Americans, including American-
made partery and nasketry and persona! adornments thal came from Liberi, cived 1867, A book by
Berjamin Banreker, a mathematician and freeman who surueyed Washington, D.C., for Jefferscn,
and also was an amateur astronomer. He made a book of all his astranamy charts that ke figured
put matnematically. ! made slides of these charts and projectad ther on the wall; inaddilion 1o his
charts, he wrote absut his dreams and mentioned in diary fashion who wanted to kill him.

By bringing tnings out of storage and shifting things aiready or visw, I believe [ created
a new purlic persona for the Aigtorical Socigty, one thal they uere not likely Lo soon forgel, nor
wili the Baltimore community allow them to forget. To my mind, for this to happen m America,
where 1ocal community residenits are not emipowered to chart the course of their local museum, s
a huge success.
Ivan Karp: Some of my friends nave told me recently that I'mi in my anecdctage, so tnat megns
I can begin by teiiing you three stories. The first of them is about a curater wno went to see Fred
Wilson's exhinit The Other Museum - actually the room that had the colonial gatlery, the masks
with their nutiona! flags aver them. I'm the curator, [ had just finrished signing some papers far

loans, and T walked n and 1 said, “How the rell did he do that?” The labels said “Lean courtesy of

i

the Musée de 'Homme,"” "Loan courlesy of the British Museum™  “How the heil did he do thai?

How elieh he yet permissior? The British Museum dozsn't do that, they insist on couriers whe carry
euverytning, and then control precisely how the objects are displayad.” So [ think what we hauve nere
is restimony to Fred's ability 'o manipulate kis audience, which was the werd he used.

The second story Twant to fell yvou 15 about the founding of the Metrapolitan Museum in
New York. The Metrcpolitan was originally founded as a museum of reproductions, plaster-of-paris
reproductions most of them, put in place by the fouriders to elevate the taste of the working class
af New York City, They ran into a little problem, however, becouse in deference to the religious sen
sibiiities of the jounders, the musewm was not apen on Sundays, which of course was the only day
the working class of New York City had off. Some people might say that the Metropolitan Museum
of Art hasn't charged a great deal in the interim period,

The third story is about the founding of the Museum of African Art at the Smithso-
nign Instifution, a sister institutlon to my inslilulion, the Natural History Mussum. When [ cama

uboard, as we say at the Smithsonian (we're very big on nautical terms—that’s government: the
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¥ : arnd founa o letis
ship of state}, | started going through the popers of Wy predacessor s curatar, ang found o letier

1 f ad] 10 H ¢ srv Friendly ietter saying that
from the founding direclor of the Museum of African Art. Hewrate a very friendly letter saying that

R ' A . B it . il the ere 100 FHSEUMS
there really should be a division of lahar at ine Senithsenian, now that there were LW g

which had exhibitions about Africa. The Museum of African Art would take ail the arl that was n

she Museum of Natural History’s collection, and in returi wa:nd send over ali the material cullure

that was in their collection, lending me to wonder whether ars was made out of materiar or not.
The process of making, appraciating, and exhiziling art, parlicularly in the kind of n
slitutions we call museums, (s itself an intengely political process. This (g KO necessarily a process
Lihich is learned time and again when people visit museums, gl is in fact understood and appreci-

ated in terms of the accumulaied Rnowledge and received wisdom apout what museums are, and
what exhibits are, and what exhinits mean.
n our soclety- I'm sure there are mere AN Two;

There are two comfortasle fante

i st [ & ' i society. The second comfort-
perhaps there are 1hree or four. One s har there are no ciagses in our society. The second com

' olv which is becaming raulticuitural or has to be mukicuitural, as
abie furrasy s that we are a sociely which is becoming muliicultural or has 1o o Ml

i h 1y, SOCIELEs & iposed o e from diverse

if there were sicch a thing as 4 maonocuitural sociely. SoCienies are Compose of peunle from div
backarounds and arigins. even those societies we think of as the most “primitive, Lshich is not miy
, 1111 e 5 i I P ariatees byl Who
ward. Socisties are made up of people of different ages Wnd Aate differert life experiences ue Wwho

: 1 H . 1
1 ! T o, — 1 dape PR T 1S suUch
alsa have the capacity o urderstand one arother We are a multlcwiTUral socledy; tiere 15 ic i

thing as making it or becomirg it ir's a fact of life. The probiem we have to face, which is one [
think much of contermgorary life is attempting o face, is fiow o think about thg nature of the mul-
ticultural Tife we live; how to turn our raulsicuituralism into something different, namely 2 soeiety
based on culturai plurslism— q society I which peopie can be different things, and sometimes

7 T 1Y +1 el 1 ol
~an Be mare than one Thing, without suffering renserakin, The sense thut art hasm't peen pauiicih
CO pee YROTel LR Ly i, th ] i t

4 15 AILTUYS - political and alweys wili be. [t's a recent Western
has emerged only recently Art has alwoys beer: politival and aluiays will be. [t
) Teed 1 1 Iy
modernist fantasy that it isn’l But in 1383, at weast, Hons Huacke issued o kind of clarion cali to

arsists in his article “Museums, Managers of Conscinusness

Every muse
or maintzined and supervis
with governments, pewe:
business of molding an
the system of eliefs dorminant at+

gtead Lo promete an alternative CONSCicd

wm is perforce a political instituilon, ne malter whether it is privalely rurn
Fsed by government agenries. . _Whether museurms contend
rips of individuals, ot tie corporate steamroller, they arcin the
d crhanreling consciousness. Even shough they may nct agrec with
he tirme, their options to not subscrive o them and it

ariess are Lmited, The survival of the insttution

and persona: careers are oflen at slake. Bul in rondiclalarial societizs the means for the

produciion of consciousness are not all in gne hand.

Which Indicotes that societies, at least nondictatcrial ones, are diverse, and cuiturally diverse

P
o LhL{L.

The sophisticaticr required to promote a particular interoretation of Lhe warld is poten
tially alsc available to question that interpretation and to offer other versions. As the
nesd to spend enormnous sums for public relations and government propaganda indi-
Cates, things arc not frozen. . ..

[t was never easy far museurms to preserve or regain a cegree of maneuverability
and inlellectual Integrity. It takes stealth, intelligence, determination—and some luck.

Bu: a democratic soclety demands nothing less than that.

A demacratic society demands, in Hans Haacke's senise, dissent and chalienige. And the very insti-
tutions whicn should be, he says, hotbeds of dissent and challenge are the mest vulnerable taan

intclerance of digsent and crallenge. Those irslitulions whi

L gre charged With breserving cultura!
valugs, which are charged with preserving the canon—muscums, schools, even entertainment and
iewsure activities—are part of public culture. If Hzacke is rignt, as I think he 15, they are inevitably
political institutions. However, they are alsa Institutions whickh we understand not g8 newborn
Bobes entering into them, but by virtue of the knowledge and sxperience we bring tc them. And
that Rnowrledge and experience 1S not cur own, it's secondnand.

The first rule for understanding the human condition s that peopie e in secondhond
worlds and are aware of mich more than they have personally experienced. If we chly knew what
we glone experienced, we would pe imited creatures indeed. Our own experience is always wdi-
rect. The quality of our iives is determined by “recelved” meanings we hove received from olhars.
Everyone Hves in a world of such meanings; no persan stands alone directly confronting a warld of
golid fact. No suck world 1s available. The closest men come o 1t 15 Wnen they're infants, or when
pecple become insane. Then M a Terrifying scene of mearingless euents and senseless confusion,
recple are selzed with o pounic of near-total insecurity. In everyday iife, people do rot experience
a world of solid fact. Their experience itself is selected by steveotyped meanings and shaped by
ready-made mterpretations, many of them exniibited in museurns. The images of the worid and of

memsgives ure offered by crowds of witnesses never met and never fo be met, Yet for every person
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these imuges provided by strangers, and by e dead, are the very basis of life as a human being.
What we know about the worid is rot anly convenlional, it alsc appears o us to be natural, and
rot only does it appear to be natural, but think about it -if you kad to question ali the krnewiedge
you had, from the moment you got out of hed to the moment you went tc bed, you'd never gel o
with it Youwd never get to breakfast. There is o story one of my prafessors once told me about the
centipede and the crow The crow looked at the centipede from a crow’s point of view, and asked,
“How do you krow which leg to move, and when o mave (17" And the centipede never thought
about that hefore, started thinking abcur it, and remained frozen in place.

Howeuer, the absence of self-consciousness dbout our categories ana social processes i3
nat aiuays such 2 good thing. Let’s lack at some conventions and images. A cartoan appeared in the
Miami Herald a coupie of years age by Dan Wright, a wonderfu! cartognist, It represents Roraid
and Nancy Reagan performing a socrifice, at about the time these two primitives were discovered
using astrologers in the White ilouse. Ronald says to Nancy, “What are we supposed (o do now,
Nancy?" and she says, “Sacrifice the goat, singe the chickens, and pound the lizard to powder”
Ranald and Nuncy are shoum dressed in the stereotypical garb of the African savage. ‘Their poses
are very much like the drawing of a charm doctor in Five Years with the Congo Cannibals by
[lerbert ward (1890}, who gave the bulk of the aarly collection to the Naticna! Museum of Natural
History, jand] who acquired it in the Conge manning a rellef statian for Stanley. This drawing was
added toWard's book by the publisher. Ward didn’t even draw i, though ke drew ali the other ones.
Here is yel another wiirch doctar in a characterislic pose, and you realize suddenly, “I'hese peopie ure
bailet dancers!” The very way we understand otherness is through our conventions, even if in the
process of understanding it we misunderstand it At the sume time someone is being made diffarent
and exolic, they're being mnde the same. Our understandings of different peaple are both differen
and the sume, and museums ure repositories of images, arganized in characteristic ways tnat tell
us something about the nature of diversity in the societies in which we find them.

The signature statue of the Kursthistorisches Museum in Vienna, the imperial museurm
{n an imperiai city, is Canoua’s Theseus Subduing the Centaurs. it's placed on the slairs as you
g0 up—the entrance ta the imperial collecticn of the Austro-Hungarian Empire. When you lack
in your classical dictionary, you discover thal in ancient Greece, the centaurs were barbaric nalf-
cthers who lived on the edge of ancient Rome. They had to be subdued by Theseus ol a feast for
their bad behavior -which shows that punishment isn't wnat itused to be -hut also indicates you
are entering & room which contains art, nat of the centaurs, bul of classical inkeritors of Theseus,

imperial heirs of radition.

The convertiong by which we understarnd objects und otherness are conuentions pro-
duced, ut lenst in part, by museums, But let us not make the mistake of thinking that /i museums
dare the same. There are Types and genres of museums, and they dc different kindys of things. If
miiseums, as Fred tod us eariier and [ wanl Lo assert noui, are pluces that koth instruct us and
erifarce silences. both reveal und conceal, some of what museums teil us about the nature of society,
of cultures, ond of diversity 1s shared, but some is not. [ think we have a good understarding of
the differences amang types of museums even [ we can’l articalate 1. just fook ai the behavior of
ahilldren B an art museum grd the penauior of children in o natural kistory or a scietice museum;
clearly they are being inwited o act in very different ways.

Consider a headidress displayed in 9 museam of Aftican art. 1t displayed as whal il is
i ome gense o work of ubstract art, ong in which we are invited to appreciate and contempiate tne

combinations of colors and textures. But this is vict niecessariy how the users of the mask Jiew

it. A jleid photagraph of a headdress doing what (1 was dekigried to do revealy i as an gesthelic
madification of the head for various kinds of socia! purposes, so these social and culiura! aesthetics
are mat tne aesthetics of another time and place. Yet maost museums, especially great museums in
the Western traditicn, make claims abou! Lhe universalily of whal they’re doing. in art musesms
ifig nor- Weslern cultures are disployed on the ground floor, as kind of nebulous tributaries inte
trie greal siream culminating i Western civilization. The story this telis 1s not just the story of
the Western canchi, but the story of the ecclulion of art and appreciution in terms of, very often,
aestruclion and separgtion, Other museums, such as the Natural History Musewm of which [ am a
vart, offer a hall of Western civilization. Trere’s only one hall of Western civilization i the Nationa!
Museum of Natural History; i1 begins with o prehistoric-man diorarmic with Coucasion features,
gues through ancient Greece, and ends unith @ window that icoks out, deliberately, an the Internal

Revenle Service Building, because the [ES buliding has Doric columns, which would seem 1o nai-

onaries have a sense of humar (1 promised tred thal | would bring in

n

ate tnat government func
ag muny dussical allusions og [ oould.)

Wnart else do natural nistory museums do that is distinctive of the genre? They creale
dioramas. Consider a diorama from the Americaon Museum of Nartural Histery, which is prekably
tne nigh point of the art of dioromo-making. What's curious about these dioramas, 25 Dorng Hor-
away xras pointed out, 1s that they all show dowenant male figures in the front, and sny females
and children i the rear, even when thal doesn’t conform Lo animal behauior
Now comsider the Bushmen diarama at te hall for whicn [ am responsibie. [ts entitlzd

"o Busnmern and depicts @ Sar hunter {Soutn Africa) in a desert scene with a bow and ar-
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row aimed cuer the head of a squatting woman, This diorama reproduces the male-dominant/
female-subservient pesture that Donna Haraway argues is found (n most animai dioramas. No
cne would know from loaking at the diorama that Bushman kinship systems and religion are
among some of the most complex in the world—and we don't. call them Bushmen anymore. The
very way that they're put in the dioramo— the use of lones, color, patterr, trompe 1'oetl sorts of
devices —assimilates them o nature, and even makes the claim that we muy kiow these people
the way we know snimals. This diorama is next o a humun evalution display, which makes an
even stronger assertion. We have had extensive debates in the museum [zhout] whether the jux-
taposilion is deliberate.

if natural history museums make these s0rts of powerful but implicit comparisens, Wwhat
do cultural history museums do, such as tne Maryland Historical Saciety? They define, througn
assertion and sience, the changing skape of societies and what people do. Triey teli you, as indsed
ail histories do—and that's ane of the reascns history is so confested n universitizs—who was
important, and who wasn't, what experiences are impertant, and which arsn’t, Museums ieave
some abjects in Lhe coilections while exhibiting others, Bul remember, as Homs Haacke also poin's
out, that musewms are places where these kinds of political messages can be cournitered, They are
places in which not just politics is enforced, but in which palitics, in the sense of the process by
which peaple make decisions about who they are and who they will be, is played out, at least in
terms of our fantasies and visions of who we are and what we may be. That’s one reason there's
been @ reaclion in recent years against museums, aimost a hostiity toward museums, because
some pecple enter musewms with an attitude of faith. Others enter them wilh an attitude of hos-
tility and skepticism. And recently, cerrain kinds of art fave tried to play with the very nature of
thase implicit attitudes.

1 think we can taik abou! three kinds of reactions. The first of them s the multicultural
exhibit. A massive Parisian show putting Western and non-Western art side by side, “Magiciens
de la Terre,” was 1o be the answer to the great "Frimiil {rism” snow at the Museum of Modern Art
The assertion of the “Magiciens”™ showr was that ail artists are magicians of the earth; It wus a
kind of whole-enrth show, as one person called it, and tried io show that all artists were in touch
with the fundamentuls. Ore of the ways they did it was by poirng a characteristic Richard Long
piece, n which he tries to ilustrate the nature of certain elements in the world, and an Austra-
lian Abatrigiral sand painting. The sand painting was reproduced in front of Long’s piece, so you
wiere left with the feeling that fiere were lwo artists from extracrdinarily different places trying

ta reproduce the elements of the world. But for Long, te elements are base materials themselves,

and for the Australian Aberiging! painting they're visible signs of the hidden world called the
Dreamrime, The show oblilerated the cultural specificity of artists from traditions different from
Lhose of the curators.

That's one kind of multicultural exhibit. A second kind is the exhibit that reflects upon
how exhibits determing what we know. A distinguished exampie is the exhibit "Art/Artifact,”
put on by the Center for Afvicon Art in New York. The same ohjects were shown n a “cabiner of
curingities,” @ Hampton University nutira! history museum, an grt museum, and a gallery, so that
vlewers were forced to question what they were seeing and ncw the very frame of the exhibit
pffected 1t.

The third ®ind of art exhibit is what [ call the site-specific form of art that chaillenges
the nature of the frame itself. James Luna, a Luisefio Indian performance artist, does what he calis
The Artifact Biece wherg he puts himself in a coffin-like structure and surrounds Aimsell with
the artifacts of his life—some plastic things and other objects. Another kind of site-specific piece is
represented by the kinds of art that Fred Wilscn nimself creates. I regard Mining the Museurn as
one of the most extracrdinury Ihings that I've ever seew, even If T wasn't focled as much ag | was
by The Other Museum. It is a wonderful example of art as o politica] chailenge linked ta a specific
site, nat only because of the specific displays but because of the way it works within the museum
iLself. This is an sxhibit that you carnot fully appreciote umiess you see the rest of the museum as
weil gs the exnibit. Too many pecple only go upstairs to Mining the Museur. As you view the
videa, Fred guietly says, “Now I want you to go see the rest of the museura, becouse I put pleces
in there.” He has reproduced the genves and categorizs of the museum itseif in the exhibit. Ore of
the striking things about the museum, aithough you wouldn't notice it unless you'd seen Mining
the Museurn: snd then gons back, is the degree to which silver services uppear in almost every
room—I stopped counting after len—and the degree to which doll houses are a compulsive form
of exnibiting in the museum, cut open in an almost surgical kind of way. Fred has cpened up what
the museum teils us, and many af the exhibits ubly el us, about Maryland Rislory, and conversely
when the museum is silent.

Lel me give you one more exuriple. When you visit Mining Lae Museumn, yosu know
you're visiting sornething that has to do with the museum; it's framed tnat way. Al the Museum of
Natural History last Septemiber, we presented o performance plece cailed The Year of the White
Bear: ‘Two Undiscovered Amerindians Visit the West. The performance artists Guiliermo
Gamez-Pefiq and Coco Fusce put themselues into o gilded cage in the rotundy of the museum and

presenied themseives as two mdians whose cultures gave them a degree of familiarity wirh the
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Wesl, girice their tribe had for one hundred years been masquerading as English pirates and raid-
1ng snips. [nside the museum, they typed on computers, they were fed Coca-Colz and bananas, and
when vou gave them three caing and said, "Pho-wo, pna-to, pro-io,” they posed for their phatoygraphs
with yow. Guilierma Gdwmez Pefin puced up and down, wearing 4 mask, Guatemalan sncrts, and
leather with spikes, and carrying a brigfcase. Peaple were utterly nonplussed. At the ‘nsistence of
the artists, we did not say Whc they were. A Smithisonian staffperscn summarizing visiior response

repcried that many people thoughl thal they supposedly did not speak English. A Chilean coupie

were i diskelief that the artists were from Mexice; their bodies were the wrong shape. Mest visi-
tors msisted that what they saw was authentic; viewers’ commernis ware masily positive, bul one
kepr nsisting that tnls was aclually g Aidden video show, ord wanted o know when ke was going
te he on UV Qng anthropology professar was going to call her students up and insis* that thay come
aowii to the museum. A Cherckee womar 1eft the museum ouiraged wefore reading the chronoiogy

v P the m. 2 narerotn 15a0 SAGEn R ore reqdng lns o ,..|;J)(.
Many other visitars liked rthe piece, put 43 not wont to G2 reminded, particularly black visitors, o
issues of sluvery They and many Native American visiters appeared to like the concept But wiere

1

fhe;

disturped by the reality. [ spoke 1o a dietician from Akron wna spenl aa RoUr quesiioning

I've never seet anyone so caugn! up in a displuy sefore,

> exhipits tustrate both the political nature of the artistic process and the degree

ta wnich poiitics can be mransformed from an imbesiton falc more of a conlgsl. One nas o ona!

lenge tne secondhand worlds in which we lve &y focusing—as site-specific art dess—on a way of
seeing, wnick brings us back to Hans Haacke's project. Museums become sites where chie not okly
asseris things but where there is also the pessibility of questicning thase very assumptions. This
15 e only way n which we can kuild o wlticudtural poiity, oneg in which we net oniy kave many

auttures, hul i which it is possible to be part of mere than one cuiture.

This text 5 drawn “rom the lecture series "Art in Cortexl: Rethink ng Lhe Mow World,” sponsorad i the Fall of 1852 ty
the Atlanta Callege of Art Gallery and Continuirg Bducalion Coparteaat. It was orginally published in Adogpees 17,

rc. 3 (May June 19935 2-9, and republishod iv Reass Greerberg 20 ai,, ads, Thinking ghout Exbibitions (Londan:

Routlediga, 1996), 251-258, fram which the presert versioa is aken,




3.4 Fred Wilson, Mining the Museum, 1992, Courtesy of the artist. 3.5




38,




a conversation with martha buskirk (1994)
fred wilson

Martha Buskirk: The intersection of the work of art ond the museum is an issue of increasing

importance for twentieth-century artists—both for Duchamp and for contemporary work. You kave
focused very specifically on how the museu is assembled and how meaning is constructed in that
context. I'm also interested in the conjunction between being an artist and being a curator, and Lhe
degree tu which the twe cveriap.

Fred Wilson: ['ve heen asked if my work came from uarious theoretical discussions, but actu-
gily it didw’t; it came from iy experience in museums. Having waorked as bath a curator and an
artist, there i a big difference between the two. With curating, the whele notion of irony is not
inuolved, often for good reason— hecause the public in the museum space often expects some
form of universal truth or knowledge, @ notion T hold suspect. The fact thal I'm an artist in an
institution gives the viewer a certain leeway in how to respond to this work. Al my werk is ex

tremely personal. In curating, that is forced more to the background because of the gripnasis on
so called cbjective schoiarship, which tends to make the viewers passive in thelr experience of
the exkibition. I'm always trying to push the exhibitions farther than [ would expect 2 museum

CUTELor 1o go.

Buskirk: Inough of course some of what cowld ke understood as personal vision in Mining the
Museum was really based on scroinrship, on a close examination of the delails of the collection
and 1ts archive, which allowed you to come up with identifications ard sther informaticn that had
nct been fourd, or perhaps sought, before.

Wilson: | have nothing against scholarship. IU's important that, in my work, I'm not making gran-
dicse claims from nowhere. But | do like the audierce to think ahou!l scholarship in a more open
way. In Mining Lhe Museurn: I'm not trying to say thai Lhis s the history that you should he
paying gitzntion to. I'm just pointing out thay, in un enuironment that supposadly kas the history
of Maryland, it's possible thal there's another Ristory that’s not being taiked about. It would be
possible 1o do an exhibition about women’s history, about Jewish history, about immigrant his-
tory Based on locking at things in the collection. I chose African-American and Native Americun
informaticn because that was impossible for me to overlook. But {1l was never to say that this was
the history you had to be loaking at. And certainly thol exhibition was not about a straight black
history. If I'd wanted to, I could kave borrowed things from other museums around Maryiand and
around the country and made a miore cahesive black history in the linear fushion, the woy museums
de. But that's nel what 1 was trying to do.

Buskirk: There seems 1o be a foregore conclusion in your work that you are working from within
the instituticnal space—thal vou are not trying to make o gesture that exisls entively in ancther
space, but thal you're wiorking with histories that have to seme degree already been constructed.
Did that always seem self-euident to you as o direction?

Wilson: After Mining the Museurn and the work in Seattle, it sesmed o rake the most sense,
I'm really inferesied in surprise and how one reacts on an emotional and ntultive leve! before the
intellectuui self kicks in. That synapse seems o hoppen best when you feel thar you undersiand
the situation that you're invoived in, and the museum setting is one where pecpie feel that they
know what ta expect grd iow they're supposed to act. I1’s a way, once [ have people disarmed, to
gel themi to push past thelr comfort zone. Otherwise, if they walk into a space that’s already an
erivircnment where they're on their guard, you can lose a lot.

Buskirk: Wha! you'ue done in working with the rheteric of airendy established spaces has been
reloted by critics to Conceptual art. [ wos wondering how seif-consciously you were positicning
yourself ir relation tc Concepiual art of the 1960s and *70s, or to art of earlier periods.

Wilson: Being schoaied in coliege in the mid-1970s, Covceptual art was in the diclogue of the art
school, and [ had an intervest in it But more recentiy Uve seen a lot that [ was not familiar with ther.

So I guess [ could say that | was gensrally familiar with it, but not immersed in 1L
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Buskirk: Yor, whethar 6r not you were referring explicitly to Conceptual art, one could say thal
Concepiual art created o space in which people rould understana the issues that you have dealt
with in your work.

Wilson: ir. heing » curater for o number of years, [ hoved this particilar craft. Certain peaply iike
Rroodthaers were doing werk Based un the museum, bul Twasn't gware af it until luter, so L reaily
came to this from my experience. Even though [ do consider myseifa Conceptual artist, [ olsc work
toally fram the visual—haw the things relste (o me, and kow the environment that I'm in works
with me. Every environment that 1 do is for me very muck a visua! relationship of otjects, and how
they are placed in the spoce.

Buskirk: There’s been 2 great deal written apaul your instaliarion 'n Baltimare, and less abou! the
one in Seattle [The Museum: Mixec Metaphors, 1993]. Chuiovsly these were different types af
museums, @ differentiation that is the product of a kistorical precess thol separated the fine arts
from natural ristory, ethnography, historica! documentation, and so on. I'm nferested i nmi yau
hauve put into questica, in Baltimaore, the idea of ihe artifact and ils interpretation. But I'm a'sc
curious about your expectiations in Szaille, Where you were working nol 4 Aistorics soc1ety ok

M an art mugeum.

Wilson: What 1 'oued about Szattie was that it wos the exact oppasiie of what 1 had Been waorking
with in Baltimore, It wes o totally new museum, which hadn't been oper: a vear, as opposad to the
Historicai Society, Which hod heen there sinze 1he mid-nineteen'h century It was nat the emal ianal
axperience of Mining the Museurr, because they didn’t kave Ihat kind of wizcerar Americin
history that so ciosely relates to my personal history. This museum, ke the Metropeiitan, and all
museums AT nave generp! collections of arl from around the world, haue oll jumped into saying
that they're midticultural, And to me, they're about as multicultural as the British Empire: ail tne
cullures are there, but who decides what they have to say, what's next io what, and wkat's impor-
rant? So | decided to look ol it in terms ¢f how history is created in the linear nature of the flocr
plan cf the museumm, which tukes you from the ancient world, Egypt, Gresce, und Rowe, through
wedieual Europe, the Renaissance, ard so on, until you end up in twentieth-century American art,
Then the other collections ara eisewrhere in the museum, and not reatly part of that march of history.
Sa [ tried to mix the collections logethier in a wey that made sense to me, and tried 1o point fo the
fuct that these things are set up i o very specific kind of way. Whnut was aiso different was the
Fact that these things were interspersed throughout the nstitution. [was o Niile covicerned, hecouse
I'm very muck interested in contrciling the space. But what Liost in heing able to arrange tne exacl

space I gained in that action of surprise, tnat ability to catch the viewers off guard so that they ook

at everything more closely. Ancther reason ! liked Seattle was because T didn’t wadnl to be a person
who only did things aboul African-American history, even thougr it's very impartant tc me.
Buskirk: You ve wiarked with the rhetoric of museums, but you've aiso done exhibilions in galleries.
Ever though 2 gallery of conterporary art does have a history, and does carry associations, it is in
some ways a less heavily loaded space than the museum.

Wilson: When ! do a piece at Metro Pictures, or even the Whitney Biernial, you're going to that
space and vou krow that you're expecting scmething unusual or unexpecied. [ car’t fool you to
think that it's a museum.

Buskirk: [ am interested n this idea of luking the objects thot are already in the fme ort museum
and recombining them to create a sense of surprise. There have been so many otner momenis al-
ready in the twentieth century when artists have attempted tc raise gquestions or To Credte @ sense
of shack by bringing objects or images that would not normally be corsiderad art into the space of
the exhibiticn or gallery, and iater the museum. On the other hand, you are trying to work with
whart is already in the museun.

Wilson: Thal’s lrua. [ am in mony ways responding Lo the history of art and trying not to do what
kas been done before, wnick has a ot to do with notions of the exatic. If anvthing, I'm trying to
expose that hotion for what it is by showing things that are famillar and making pecple see them
differerily. What can you hring inlo o museum now thot wouldn’t belong in @ museum? There's
basically nothing. Sc that whole approach is out the windows To me 1t's much more rigorous to look
at the musewm itself and fo pull cur relationships that are invisibly there and o mare them visible.

Thal. 1o me, is much mare exciting.

This corversatior oo« place on June 14, 1954, It was frst pubiis~ed in Goiober 70 (Fall 1994): 109 112,
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Reneée Green, Bequest, 1991, Produced for the Worcester Art Museum in Massachusetts, this

installation investigated the bequest of Stephen Salisbury lil, the founder of the museum, as well as
the fascination with the symbols of blackness and whiteness in the writings of New England authors
Mathaniel Hawtharne, Herman Melville, Edgar Allan Poe, and W. E. B. Du Bois. Courtesy of the artist

and Free Agent Media.

:3.95

Meanwhile back at the Mueum...

Nils Norman, Meanwhile Back at the Museum, 1999, Courtesy of the artist,



symbolic capital management, or what to do
with the good, the true, and the beautiful

(1997)
hans haacke

When I looked up the key word “cuiture” in Bartlelt's, some while age, | discovered the star-
tling phrase "When [ hear the worc 'culture,’ i reach for my revolver”

[ did »ot fnd the decidedly less mililant phrase “When I hear the word "culture,” |
reach for my checkbooy,” waick 1 vaguely remembered. [ had set out to resezrch the latter
quotation, necause it seemed pertinent Lo the topic af symbolic capital maragement, Adter
1y initinl disappointment, C realized that the martial quotatior 1 had fourd by accident was
Aat without reievance and, in fact, complemented the one § was looking for.

The gun-toting speaxer is one of the herces of a piay that premiered in Berlin on
Hitler's birthday, a short month after he had seized power in Cermany 1 1933, 1e autnor,
Hanns Jonst, had eariier rrade a name as ar expressionist writer and poet. With a p.edge of
undying loyalty, he dedicated his new play Lo Hitler, and in due course, two years later, Johst
was put in charge of the literature section in Goebbels's propaganda ministry.

Bign cuiture was recognized by both the protagonisl or-stage as well as the play-
wrighl's new bosses as sorrething to be walcned, as potentially threatening and, if need e,

P a s pers ¢ sirates, the
70 oe regulated or even suppressed Howcever, ag Jehst's personal career demonstrates, the

new masters alse recognized, as others had before and would do later, that the symbalic
power of the arts could be put to good use.

ot ieast lhe Mecicl in Florence xnew of the persuasive powers of the arts, But the
relatdions batween sponsors and sponsored have rever been tension-free. The Inguisiticn in
Wenice, ‘or examp.e, was suspicious cnough of Verancse’s treatment of the “Last Supper” to
summen kim before it5 tribunai. As a matter of fact, they were righs to be wary of him,

Mislrusz, hostility, and ar urge te ridicule ar censor the arss are rot forcign o our
tirte. Nor are we unaccuslomed to sceing them used as instruments for the »ramastion of
purdcular interests. We hardly remember that orly forly yeats age, abstract art was sus-
pected by influential Americans of being part of a communist conspiracy, and that shortly
afterwards, in an ironical twist, abstract expressionis: paintings were sent to Lurops 7o nlay
a combatrole in the ideclegical bartiez of the cold war We have fortunately been spared the
degree of fundamentalist fervar that calls for the killing of artists accused of blasphomy, But
we have nad cur share of Incendiary speeches in Congress. One indizator of the intensity of
Dur conicrporary culture wars are the fortunes of the Nalional Encowmnent for the Arts.
For good measure, Morley Safer, the Suncay painter af sudden fams, ‘ectured the 31 million
viewers of 66 Minutes, nol too ‘ong age. that confemnporary act, the kind shown in museums
.ike the Museurt of Modern At and the Whitney Museum, was nothing 2ut a hoax.?

These examples, uneven as thcy are, and coming from vared historical periods
and diverse socia: contexls, illustrate a truism of the sociology of culture: Arsworks do nat
represent universally accepted notions of the good, the Lrie, and the beauliful. Whether
they are viewed as aplifting, destructive, or nothing more than a orofitable investment de-
pends on who looks at them, In cxtrerre sltuations, as the quolalion that triggerad these
thoughts suggests, ru'ture is silenced with guns. Contrary Lo Kant's dictum of “disinterested
pleasure” the arts are not ideologically neutral. They are, in fact, one of the many arcnas
where confiicting ideas ahout whe we are, and what our social relations should be, are
pitted against each other. Encoded in cultura: productions are interests, heliefs, and goals,
And, in turn, they affect our inlerests, beliefs, and goa's. Artists and arts institutions—like
the media and schocls—are part of what has been calied the consciousness incustry They
participate to varying degrees in a symbolic struggle over the perception of the social world,
and thereby shape society. Plerre Bourdicu, one of the eminent contemporary sociologists

of culture, pus us on the alert: “The mest successtul ideclogical effects,” ne gays, “are thoge

wiich have no need for words, and ask no more than complicitous silemice. It foliows . | that
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any analyss of ideclogies, in the narrow sensc of legitimating discosrses,” which (ails to
include an analysis of the corresponding inslirutional mechanisms is Hable 1o be no more
than a contribution to the efficacy of thosc ideologies™

As our rations of the goed, the true, and the beautiful, the ciassical triad, are con-
tingent, endlessly negotiated, or fought aver, sa is the encoded meaning of cultaral produc-
tinns not sumething permanent, comparable to the genetic coce. The context in which they
appear has a signifying power of its own. As the conlext changes. so does the way audiences
respond. The same artifact can elicit rather varled reactions, depending cn the historical
period, the cultural and social circumstances, or for that matter, its exchange value.

The phrase “When [ hear the waord 'cuiture, [reach for my checkbock” could maxe
us think thai the speaker understands that high culture is an expensive enlerprise, which
needs not only moral hut also inarcial backing, and that ke is willing to chip in. it conjures
up Lne image of he altruislic private patron who has been the proverbizl mainstay of the
arts in this couniry. However, lhe comment also has a cold, cynical fng, In [act, i was this
ambiguity which lec me to research its origin. With the nielp of knowledgeable friends 1
eventually traced it.

Like tne “revolver” guotation, this phrasc is uttered by an acter. Jean-Luc Godard, in
his 2963 screenplay Le Mépris (Contemnpt), puts it info the mouth of Jack Palance* In Godard's
filry, Palance plays the role of a movie producer. Working for him 1s Fritz Larg, who plays
himself as a fimn director. In the ovening sequence, Lang and the producer look at Tushes
fromr. the 1Jlysses £im Lang is shooting. The scene of an ailuring nude siren langucrously
swirtming :inderwaser prompts the producer to ask the director: “What will go wilh this?”
Lang answers with a recitatior: of a passage from Danie, whereuporn: the producer jumps up
in a rage, tears down :he prejection screct, tramples on it, and screams: “This is what I'll do
with your films!” When Lang mumbles something like “culture” or “crime against cuature,”
the producer culs him off: “When [ hear lhe word “culture,’ 1 reach for my checkbouk” In
effoct, he pulls out his checkbook, writes oul a check en the back of his attractve young
secretary and gives it to the screenwriter, who pockets it, presumadly with the understand-
ing that he will rewrite the script.”

The paralleiism of the two quotations is prebably not accidental. Frilz Lang cer-
{ainly knew of the outburst on the Berlin stage in 1933. What we know ahout Jean-Luc Go-

card suggests thal he had beard the phrase too, perhaps even [rom itz Lang. It i fair to

assume Godard not only saw a Jinguistic connection but invented this scene ax a parable

that allowed him Lo link the violence of the gun with econoric violence, Lang's symbolic
capital, 1.2, his reputation as a film director. proves not to be a match for the producer’s
cconomic capital, although the producer is nothing witheus Fritz Lang. Symholic and eco-
nomic capital constitute power. They are linked in a complex, often strainec, semetimes
even vislent, but inescapable reiaticnship. They are rarcly cqual partncers.

Twenty-five years ago, in 1972, Marcel Broodtnaers nresented the Eagle Depart.
ment of his Museurn cof Modern Arl. at the Kunsthaile in Dilsseldor?, In his preface tc the

cata:ngue, Brocdthaers wrote:

As a foreign artist, I am glad that, for the purpose ¢ an analytico! {in contrast to an emoticnai)
comsideration of tne concept of art, [ was able to berefit from the freedom of expression in the
Federal Republic,

What are the limits w the freedom of expression an artist is gqranted? [r practics! terms,
1t s where the poittical leadership of a country draws the line. Therefare it is oniy natural that I

express my gratitude to the chancelicr of the Federal Republic, Willy Brandt >

such a catalogue statement 1s unusual. All the mere did it intrigic me, as aid the cxhibideon
"The Eagle from the Oligocere to the Present”

In his fictioral museurnr, Broodthaers equates the power popularly attributed to
the eagle with the aura surrounding art. He suggests that neither the authority of the state
nor the symbolic power of art, interchangeably represented by the eagle in his metaphoric
Lniverse, is innate, god-given, and universatly recognized. Rather, as in the story of the
Wwizard of Oz, they are projeciicns of power, social constructs, to which Broodthaers alludes
1.sing the term “ideclogy” [ catalogue preface implies that public analysis of the ideclogi-
cal urderpinnings of power, like those of art, kas political ramifications which may test a
soclety’s limits to freedom of expression.

Indeed. museums are institutions which contribute to the shaping and nromo-
lion of the ideas governing our social relations, Consequently, whether fnzended or not, as
managers of consciousness, musenms sIc agents in the political arena. It is perhaps for this
reason: that Brocdthaers paid tribute to Willy Brandt for having created a c:imate favering
[reedom of expression.

In my view, however, Broodtnaers may have overstated the power of tne central po-

litical leadership in democratic societies and perhaps undgeresiimaled the degree to whicn
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loral and regionai powers, as well as powerful private individuals and pressure groups, are
able to control the public discourse.

But Broodthaers was, in fact, quite aware that power relaticnships in the world of
symbolic capilal were much mare complex Than the calalogue preface, isolated from his
work and other writings, seerms to suggest. [n fact, at the occasicn of his entry into the art
world 1 1964 he unmistakab’y a’luded to the connection osetwecn the symbolic value of
attworks and their exchange value He alzo knew, of course, that the reputation of artists
Iz subject to currency fuctuations and that the art marxet, like markets of other goods of
ficdenal valve, invite the manipulation of the price for which omitholegical commoditics
are traded.

In one of the four installation photos in the retrospective volums 2 of the 1issel-
dor? catalogue, connolsscurs of tie Gormar art scens of the 1970s can idenufy Willy Bor-
gard, the inventor of the Art Compass. Arnuazlly, since the 13705 anc continuing today, this
art stock rmarket analysis has been pubiished in the Cerman business magazine Cupitei’ In
the catalogue paoto, one can discern taat Songare s carrying a copy of the drst volume of
the Zraodthaers catalogiue. He is looking o the eft, Lhe directicn in which a slice projector
15 pointed. However, cne cannot see what is being projected. On the wall oehind the projec-
tor nangs a banner with a couble-neaded ezgie as part ¢ the coat of z1ms of Cologne, the
city of the first postwar art {alr. Rellecling on his cwn erderprise, tnis pholo of 1972 seems
to restate the artists understanding that the symbolic and the econcmic capital of what
Brocdthacrs, in 1964, callec "insincere™ products. do affect each cther. But contrary to the
perennial suggestions of the Arl Campass, Lheir respective ralings do nol match.

In spite of his professed "insincerity” Broocthaers was not particulariy interested
In ocirg a big player in the nigh-stages game of the art stock market. On the contrary, in
his postexhibiden volume of tne calalogue, he expressed with pride that he had plucked
some (eathers fram the mythiczl Bird. But he also acknowledged a degree of failure: "The
language of advertising aims for the unconscioas of the consumer/viewer; tnat is how the
reagic eagle regains its power.” Closing in a lore of resignation, he described a world which,
at tne lime, appeared (o many reacers to be the bitter rait of & paranoic imagination: “Art
1s usca In advertising wita enorrmous success. It nales over bright harizons. It represents the
creams of manking™~

‘Twenty-Nve years later, marketing is frmly cstablished as a high art. While spen-

sors usuaily underwrite only a small part of the costs of an exhibit’on and never contribiize

to the operating budget, they have been gaining indirect veto power over pragramming in
many institutions, Cblivicus to what is at staxe, and abetled Dy an equaliy insouciant press,
the political class is shirking its demnocratic responsibilities by alowing or cven advocating
the de facto taksover of the institutions by business nterests. More and mare, exhibition
programs are determined by the degree to which they lend themselves tu positive image
transfer for a sponsoring corporation. As a consequence, crowd pleasing, usuaily uncritical
blockbusters become the order of the day, not feather nlucking ever:s. Under these pres-
sures, programs with low entertainmenst value and events planned with oritical, analytic,
and experimental ambitions increasingly fall victim to instilutional self-censorship. The
press, in gallibie collusion with the sponsors, pays little attention to less glamorous and usu-
ally underfunded projects, hecause they are not touted 9y a big nublicity machine like the
one thal corporations often pay for at the same rate as tor the sponsored cvents. In effect,
-he pubtic is given the impression: that only blockbusters arc worth seeing, and it stays away,
at other times. Caught in a vicious circle. the financiai heaith of nisk-taking instizutions is
cndangered by poor box office figures.

Sivce the arls are no longer seen as Lhe pastime of "eflete snobs™ and, in effect,
have becorre fashionanle, public relations experts are convinced that the association with
art improves their clients’ stanging in the arena of public opinion anc facil’zates their ceal-
ings with: legislators and the press. Witnout studying sociology, the F.R. wizards have under-
sioad high culzure’s symbolic power. They have reason to intone: 'It's the aura, stupid!” The
imstrumentalizaricn of the good, the trie, and the beautiful is to alfect tax rates, trads rules,
heal:h, safety, and environmental legislation, as well as labor relations in favor of the spon-
sors and their industries. And it is to subtly dissuade elected oficials and the press from
scrutinizing lheir cients' corporate conduct and to deflect public criticism.

A BR.man [rom Mobii once explained his ccmpany's rationale for supporting the
arts: “These programs build enough acceptance to ailow us to get tough on suhstantive is-
sues™ One of the Mobil ads on the Op-£Ed page of The New York Tiraes nut 1t mote bluntly:
"Art for the sake of husiness” This includes, sceording to Alain-Dominigue Pernin, the CRO
of Cartier, using art to “neutralize critics” Monsieur Perrin is an enthisiastic practitioner In
an interview he confided: “Arts sponsorship is not just a tremendous tool of corporate com-
munications. It is nuch more than that: It is a toe! for the seduction of public opinion.”

Art institutions, in turn, have leamed to woo prospective sponsors with attractive

packages and Lo assure them, as the Melropolitan Museurn did: “The business hehind art
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knows the art of good business” For the CLOs who had no taste for word plays, the mu-
seum spelicd cut whal it meant: “Wany public relations opporlunities are available through
the sponsorship of programs, special exhibitions and services. These can ofien provide &
creative and cost-effective answer lo a specific marketing objective, particularly where n-
:ernaticnal, governmental or consumer relations may be o fundamental concern. Ari pro-
tessionals now use their colleagues In the development office as a "reality check!”

Fhilippe de Montebello, Lhe drector of the Metropolitan Museum in New York, is
certainly a conmoisseur in these matters. He has no delusicns: “It's an inherer?, insidious,
hidden form of consorship.” he admits. But the impositior: of the sponsor's agenda not enly
has an effect on what we get to see and kear, Mr. de Montebello's president at the Met ex-
plained: "To a large degree, we've acceped a certain principle about funding thar, in passing
through our illustrious hall, the money is cleansed ™

His suggestion that the sponser's money is dlrty came in tespanse to a guestion
about his museum’s collaboration with Philip Morris. The world's largest reaker of carcino-
genic conswmer preducts a:sc happens to be ne most conspicucus corporate spanses of
he arts in the United States. But. not only of the arts. PRilip Morrs also gives huncreds of
thousands of dolars ta the Jesse Helrms Center in Nerth Carolina, and it sponsors the Bil
of Rights. As contradictory as this may sound, it makes perfect corparate sensc. Jesse Helms
was instrumental in breaxing down trace barriers against tne import of American cigarettes
in Asiz. end he hattles untizngly againsl tobacce tax increases. The Mariboro men paic
the National Archives $£00.000 for the permission to “sponsor” the Bill of Rights in a wwo-
yoar, 560 tritlion campaign. The carpaign was designed to frame the cowboys’ arguments
against stoking reslrictions as a civil rights issuc. Support for the arts is meant to bulld
constiziencics i this struggle and o keep the lines over: to the movers and shakers in the
media and in politics. When the New York City Council deliberated, two years age, gver re
stricticns on smoking in public places, Philip Morris threatened to stop sponsoring culwural
programs in the city and Lo move its headquarters te more hospilanle envirens. Neverlne-
less the City Council passed :he restrictions. The company's bluff was callea. Iz stays, and
continues to nelieve in the business rationale of sponsoring art events in New York.

California’s perichant to discourage indulgence in carcinogeric pleasures probably
was also the reasor, 11995, for Philip Marris te sponsor tae exhibition "1966-1975: Recon-

siderirg the Unjecl of Art” st the Museum of Conzemporaty Arl's Termporary Coniemporary

in Los Angeles. This investrment was not an ungualified sucress. A number of e artists in
the exhikiticn, discovering as late as the show's opening Lthal Prilip Merris was its sponsor,
protested vociferousy and maraged to have the national press ampxify their anger, Acrian
Piper withdrew her works when the museurmn was not willing to substitute them with a
work commemaorating her parenls, who holn died from smexing-related diseases. A few
meontas later, Sol LeWitt, one of the MOCA protesters, rejected o major cormission from the
Guggenheimn Museum when he learned that the survey show "Abstraction n the Twentieth
Century: Total Risk, Freedom, Discipline,” for which it was intended, was sponscred by Philip
Morrs. Tae cxhibition nad to do withourt him.

Since corporate contributions to muscums arc tax-deductinle, we, in effect, pay
far the campaigns that are o aflfect how we iive and what we think, ie, we underwrze the
cxpenses of our own seduction. This strategy succeeds ag long as we are convinced that we
get something for nothing—and believe in “disintercsted pleasure”

Ag the first ilustration of volume 2 of his postexhibition cataloguc, Brocdtaaers
chose the gold-framed painting of a castle nestled ‘n a romantic mountain landscape. He

supplied the foliowing capticn: “"Oh mclancholy, brittle castle of eagies”
NOTES
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INTRODUCTION

Paintinig and Sculpture from The Museum of Modern Art:
Cataleg of Deaccessions 1929 through 1§ 998 is my
contribution to the group exhibition The Museurn as Muse:
Artisis Reflect at The Museum of Modem Art, New York,
from March 14 to June 1, 1999, Tt is 2 listing of 403 artworks
sold or exchanged for new acquisitions. The list of antworks
deaccessioned from The Museum of Modern Art eollection
was compiled from collection files and object cards in the
Department of Registration and the Department of Painting
and Sculptuce and represent all deaccessions of painting and
sculpture known from cross-referencing the existing reconds.

The Museum of Modern Art has published its holdings of
painting and sculpture in Painting and Sculpture in The
Museum af Modern Art, 1929-1967, which was followed by
2 companion calalog. Painting and Sculy in The Museum
af Modern Art, with Selected Works on Paper: Catalog of the
Coltection, Janwary 1, 1977, which included those works
acquired belween 1967 and 1977. Likewise, twg more
catalogs were produced: Painting and Scuipiure in The
Museum of Modern Art, with Selected Works on Paper:
Cutalog of the Coflection, to January 1988, and Works of Art
Acquired by the Deparment of Painting and Sculpture since
January 1988 tunpublished supplement January 1997), which
topether contain a complete ksting of the haldings of painling
and sculpture for the subsequent twenty years.

The 1977 companion catalog was used as a model for the
format and arrangement of this project. The information in
this deaccession catalogue includes artists’ names, tities of
works, dimensions, and accession numbers. The catalog is
arranged alphabeticaily by artist and chronologically for
works of each artist. Dimensions are given in feet and inches,
with height preceding width, and followed by depih. The
seeond part of each aecession umber designates the year an
artwork was acquired, while the part before the decimal pertint
indicates its place in the sequence of acquisitions that year.

I wish fo thank Kynaston McShine for inviting me to
participaie in The Musetan as Muse: Arfists Reflecr. T also
wish to thank afl those on the museum staff as well as interns
who have helped make this catalog possible. Among those
who assisted were Mary Kiplock, intem, who cross-
seferenced the original files o assemble the greater part of
these listings: Wendell Hafner, Administrative Assistant:
Mattias Herold, Executive Secrctary: the staff of the
Department of Painting and Sculpture, where the list
ciruulated for any additions or deletions; Jasmine Moorhead,
editor; Gina Rossi, designer: and Christina Grillo. who
produced the publication. I particular 1 would like to thank
Lilian Tone, for coordingting Lhis project and whose support
was most vital for its realization.

Michae! Asher

A NOTE ON DEACCESSIONING AT THE MUSEUM OF MODERN ART

The sale or exchange of works of art fram the collection in
order to purchase other works of art has from the inception
of The Museum of Modern Art been a key stratepy for
improving our holdings of moderm masterworks. The fist of
crucial works acquired by this process is exceptivnally
impressive—headed by Picasso’s Les Dentoisetles
o*Avignon, whose putchase was aided by the sale of 2 Degas
pastel from the bequest of Lillie P. Bliss, When 2 cuarator
proposes to deaccession a work, it is always in the context of
enabling a proposed acquisition. A commitiee of Musesm
TR and other M patrons votes on the matter; the
deaccessioning, if approved, must then also be approved by
the full Board of Trustees. Each time a work is sold or
exchanged, the name of the donor of that work is transferred
1o the credit line of the new work purchased as a result, and

whenever possible the consem of denors or their heirs is
solicited in advance. It is our generul practice to swap ke-
for-like—deaccessioning work from the same antist, period,
or area of the collection as the aew acquisition. Excepl in
cases of exchange for another work by the same atist, it is
our policy not to sell the work of living artists.

In the present instance, we tave tried to cooperate with
Michaet Asher’s request 1o have a list of works of painting
and sculpture sold or exchanged by the M over the
years, Given the time limitations of the project however, we
have not been able o assure curselves that the present fist
meets the criteria of completeness of accuracy we would
require in a Meseum publication. Reuders are thus cautionsd
1o be aware of possible flaws and limitations in this listing
of tites.

Kirk Varnedoe, Chief Curndor,
Department of Painting and Sculpture

CEZANNE

CEZANNE, Faul.
CHOUGULT 1% Al ARMCOHAIR. (1E77Th Oil on canvas. o % x 14547,
10,34
L ESTatLE. 8831885 00l on canvas, 29% X 175", 16954
FrUIT aND WINE. (e 1885-88]. Oil on canvas. 205 x 25%". .34

Man 1w BLue Cap {UscLe Bamamic). 136566 O on canvas,
324X 6M 1734

Tur Roan. iBn-7e. Ol on canvas, 3% x 284" 1434
Frars axnh K~IFE, (g 1B7¥L Ot on canvas, 3% X 2%™, 10,34
THY WaTlk CaN. {c. 138018820 Ol on canvas. 1o % x 13%". 734
PORTRAIT 0F My, CEzavNE. ¢ 1385-87 Oil on canvas. 19% x
W7 19,34

CHADWICK, Lynn.
The JEWFL, Metal, glass, and plastic, o x e & 3%, 7784

CHAGALL, Murc.
FiLowERs. rgag. O on cunvas, 37% % 29%°, 620,73

CHAMBERLAIN. John,

Maz. 1ghe. Painted scrap metal, 445 h., ar base 3% N o7 Lot

Mirkma JEan Risine. tgéy Gabvanized steel, 66 x 38 x 187,
ér7

CHARLGT, Jean.

Braines CAarsyiNe STonE. g0, Oil aphd x 2% gl 3
Toe Dasce fLa Jarasa) (nd) Giloaggas
Tar DRiskek. (nd) O 18035

we CHIRICO, Giergio.

3 1L00AITERS OF TiE POBT. i, Gl on canvas. 27 x 347 525.41

Fvawnfltral STiey Lire. rgrb. O on camvas, {imepg) yh x
2547, (8367

Cosversation. 1926 (?. GiF on worl, 134 x 0" w3y
HorRsEs Axo TEMPLE, [n.d.). 04 on canvas. 68.61

CIROVIKY, Nicuta.

GERL 1N GREEN. 1937. (il on canvas, 36 % j0°. 29538

CONEN, George.

s, agss Constraction of varished and painted wood, metal,
string. sponge and clath, 34% 1% a 2 57, 1660

COSGROVE, Stanley.

Mrxican Lanpscapt. 942 Oil on composition board, o X
8", 58r4z

CROSS, Henrd-Edmond.

WoupLAND 1% PRAOVENCE. igob—oy. il on paper mounted an
canvas. ;% o, 58235

Badl Salvador

IMPERIAL VIOLETS. 1998, Dil on canvas, 305 x g6 W™, s2pqs

DAUMIER, Honore.

BusT oF Guizot. diz, this cast 1930. Bronze, 65" f., at base
3Xox 3" limeg.h b2y

THe LacnDRESs FBEHTL Cil on wood, 1% x 135" 2734
Tok ReFUGEES. (). Ol on canvas, i¥4 X 277 f13.43

DAVIE, Atan.

STRPPING STONES oF THE DRaGos, 1062 Oif and gold paint on
canvas, 18 X 22", j00.64

DAYIES, Anhur B,
EnERGla. O] on canvas, 424 x 208", 167

[AV1S, Swart.
Carxrrous. Ot 43763
PLACLE D5 VOSGES. rgrg. Ol on canvas, 2o X 28", 33,35
SUMMER EANDSCAPE. 1930, O un canvas, 3g X 42", 30.a0

DEGAS. Hilaire-Germain-Edgar.

ARARESQUE Ovrr RIGHT Lec, LEFT AnM N Live. (nd).
Bronze, 2% % 174 % 47, incleding bronze hase Y a 4R x pWT
Separate marble base, % x 4% 1 6W" so370

Race Howxscs 884 Oif on canvas. 3% x %", 3834

DELAUNAY-TERK, Sonia.

MarKET th Minia {STUDY 7Y g6, Distemper and encawstic on
canvas. 13 x iR ey

DELVAUX, Paul.

Tre Excountek iLa RENCONTRED. 1938, Oil on canvas, 15% x
47¥7 12663

DERAIN, André,
ManaME DERAIN. spzo. Gil on canvas. I8 x g%". 4434
THE FaARM. 192224, Oil on canvas, rg% x 247 48 34
EANDSCAPE SOUTHERR FRANCE. rga7—o8. Oil on canvas, 1% X
1™ 4534
CiLITaR PLAYER. 192E. Oif on canvas. 323 x 1647 41747

NiGHT PIscR wiTh Musicat [NSTRUMENTS. After ipgo. Uil on
canvas, g4 x igR”. 67954

DESPIAU. Charles.

Littet PEASANT GIRL. 1g904. Original plaster, 153" h.. including
plaster base ¢4 3 5'4 x g }%". d19.39

A MME OTHON FRIFSZ.

H. LEDA AND FiIL SwaN. (1424). A Original plaster, xa%" h.
inctuding plaster base & x 6% x 747 h B Plaster
relief, 6% X 4", 61639, a-

Mapame Hexky WARGOUIER. 1977, Bronse, si” h. on stone
baze & X pH X 6", 61641 ’

SEATER YOUTH: MoNUMENT T0 EMIL Mavgiscn, (932
Bronze. &' 5 W' X 7 Ya" L 477 6330

AsNE MorRrow LINDHLRGH. g3y, Bmoove, g% h, on wood
hase, 43 x Bha X 63", 6gryg

Marla La¥r (nd). Bronze. 147h. 130

. _  Michael Asher, Painting and Sculpture from The Museum of Modern Art: Catalog of ASHER :
3.11  Deaccessions 1929 through 1998, 1999, introduction. This booklet was the artist's ‘
. —— ' contribution to the exhibiticn “The Museum as Muse: Artists Reflect,” held at the Museum of
Modern Art, New York, March 14-lune 1, 1999, Courtesy of the artist, -
: 3.1 Michael Asher, Painting and Scuipture from The Museum of Modern Art: Catalog of Deaccessions

1829 through 1998, 1899, page 8. Courtesy of the artist,




the museum as muse—asher reflects (1999)
michael asher and stephan pascher

Who knows if we won’t end up converting works of art into mortgages, and draw banknotes on

antigue sculptures?
— Antoine-Chrysostome Quatremére de Quincy, Leffres & Miranda sur fe déplacement des

monuments de fart de Mtafie, 1796

. . . during the twentieth century the museum has expanded its function as simply a home or

repository for art to become a locus for artistic inspiration and activity.
- Brochure, Kristen Erickson, Curatortal Assistant, Department of Painting and Sculpture,

Museum of Madern Art, New York, 1999

Tfirst beard aboul *Tne Museum as Muse” almost two years ago from Michael Asher. He told
e about an cxhioition at the Museum of Mocern Art in New York® that he had been inviled

ta Darticipate in, but iz was unelcar as te whether or not it would wark out, He seemec to

be engagec T a protracted serics of negotiations with tne museum. Well, it turned ot thas
he dic participate.

Michael's work for Lhe “Museum as Muse” exhibiticn: deals with the accessioning
and deaccessioning of artworks, that is, the transfer of objects into and out of the museum's
collection. This 15 the way the museurr construects a canan, manipiiates the market, wriles
and rewrites nistcry, as well as careers, Questions arise, however, For cxambple: To whom
are museums accouniabie? Is there no remaining carrency to the icea that works of art are
somehow part ¢t a puklic domain? Do they notin a sense belong o the conscioustess, the
memcry, the knowledge, and the sensory experience of a particuiar community? How can
Lney ne so arbitrarily introcuced, and then just as arbitrarly removed? These are some of

the questions - posed to Michael. The foliowing is an edited wransoript of that discussion.’

Stephan Pascher; How did you come to participate in “The Museum as Muse: Artists Reflent”?
Michael Asher: I received an invitation tnrough the mail

Pascher: What did you understand ag the premise or thesis of the exhibition?

Asher: ‘The invitption was very gereral. It didn't go into any detail I got the impression when
I traveled 1o New York to meet the curator that the exhibilion was predominantly limited to the
museurn as subject; bul the type of subject ke was interested in did not include inguiry.

Pascher: Could you explain a littie?

Asher: I asked the curator what he meant by “the museum as subject.” He gave the example of E4
Ruscha's The Los Angeles Counly Museum on Fire [an cil painting from 1965-1968]. From
this ! urderstond that fie was interested in works that dealt with the museum as image, whether
real ot Imaginary.

Pascher: You mean ine purely visual- -representations of the museum, rainer tharn any forin of
aralysis . ..

Asher: Right, exactly. [ asked the curater if the exhikition would inciude works tnat included in-
stitutional criticism. | felt that any examination or inguiry into the musewm would be much cioser
Lo revenling its fumction or operation. The curator’s resporise was no. I shauld say, however, that
as it got closer to the Time of the opening, 1 became aware thal there wers artists included whose
practices inuolved stralegies that exposed the workings of the museum.

Pascher: 5o how, then, did you think about your participation once you understood what was

intended?
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Asher: Txamination of o situation is olways part of my proctice. Glven the curaiovial prilosaphy,
it wios o great chalienge to develop 2 project, The premise of the exhinition didn't aliow for the kind
of nquiry that would demensirgte the mast significurt ways i whicn o museurm Consiruces Haelf
| couwidn's Rleip but ses 1his exhibition oy an oppertunity to arliculate Tnis idesiagical difference.
Pascher: [t seeins that your werk is the only ane in The show that actually attemprs ta isol
problem with respact to the museurr: self, at i, the Museum of Medern At in Mew York. [Per-
haps the ong exception wauld be Hars Huacke's Cowboy wilh Clgarotze {1930, wiich commenls
an Prilip Morris's sponsorship of the museur’s Picasso and Brugue exkibition of 1385-1920 ]
‘Your work 1akes up e museun’s practice of “dedcesssion.” This is o raimer uncommen lerin. g
realty never keard it before. Couid you explain g little obout e practice of deaccession and fiow
yiid became interested in it?

Asher: ! wus resnanding to the miyth of the Museum of Modera Aris kow the museum is thought

as the preewinen! museum of classical Modernism— that i represents many of the carcrical

=,

f;
Waderaist art objects, [ nod 36 any guestions . . . questions obout this construction. Parniculany
Ar this point i time, ow could Lthere be g canon really, after all we have been thraugk, ard what
we fave seer? Yul af course, what we learn in schoa! s inat there is o canca. The probiem tith
this way of thinking is tha! it doesn’t alios Jor any other possipilines. 5o onz way of approaching
the sxhibilion Wwas o Try to determine in what ways he museum had built the canar. 1! seemed
la me necessary 1¢ ook into the ways Lhe museum transferred works of arl inte ard out of the
coilecrici—whether the canch resulted fram the piecing together of works acquired ouer the years;
or rather, whether te canan was actuaily shaped through a process of deacquisition or Jedccession
a3 well? One nlways reads stories in pericdicals and newspapers about new nequisitions. if just as
riuch shaping goes on hrough deacquisition, ten Wwhy does one rarely read or fienr about it?
Pascher: How did you learn akout the museum’s palicy of deaccessivn? [ woumldn’t tnink the mu-
seum aduertises it

Asher: [ had 2 hunch 1hat this was the cose, krowing a few viker rauseums’ poiicies. speciizaly,
it was confirmed in a short pussage T read in the MobA catalogue, Tmagining the Future of tae

PR |

ng that they're plunning) .

Museurm of Modern Art (whick is aboul the new Buile
Pascher: How uccessible was the informatiar, Le., the particular data vou used to make the work?
Asher: Tt wasn't accessible 'o me at all. And it isn't accessible ts the public They didn™ have 2 list
of deaccessions. it was through a certain amcunt of cross referencing that rhey put together 1ils

it sales und excnanges; and from coliection files and cpject cords

Yigt. They had tracks

they uiere able o put together a list of deaccessions.

Pascher: Chiect cards?

Asher: [ gsked the assistani curglor the same thing. She replied that this was where ali the deac-
CeSSIGH information wias o be fourd. This came as o surprise because originaiiy T was toid that
wompiling such o el entailed a difficult job of cross-referencing many different scuroes.

Pascher: They put together the iist for you?

Asher: I was tnrerested o doing it myse!f . (loughter) .. They woanled on intern to o it
for me,

Pascher: in the cotlogue that you produced for the exnibilion, there is g sort af disclaimer from
the musew’s chiof curator, Kirk Varnedos. How did tis come about?

Asher: That happenad obout six weses before the gpening. [ was 1old they wanted o prinl he
museurm’s policy on deaccession n ine cotalogue. 1was told triat This was a nonmegarianle matter,
braf it fod to 9ot AT fivst Leertainly didn’t wiann L But when T finally vead it 1 reiized it could
be quite revealing. In principie I didn't war! it because I don't Believe o curator should madify the
wark of ar artist. They may think thal there’s o problem wirh the work, but that's realiy the artists
prabiler—rneder the curalor’s. ' me it was quils an amozing request.

Pascher: The gist of Yurnedoe's letter s that he wants e discredit tne list. He makes it cear thai

>

“We nave not been ahie to assure

for kim, the list does not represen! legitimare research. He sia
Garselues that the present list maets the criterin o completeness or accuracy we wowld require in
a Museum publicaricn.”

Asher: Right. It's a curigus statement since they had abowi half q vear to assembie the iist. Origi-
reitly thers Wwas o passage In Varnedog’s statemen! which, in effect, siated ol this was not an
official museum catwivgue. 1 was toid thar the editor of the cata]-.')_que_f asked hiva {f The museam

fad officiol catologues, e pointed out that they didn't. The editor then added, “then, kow could it

ithe Asher cataloguel be wnofficial?”
Pascher: UncTielol . {laughter) . .
Asher: {iaugnter] ... Ungfficial . yes IUs fascingting thar Varnedse would tare the compiintion

Tl wp Dbl @ mme TIE b o o - -
aEl B0 \Idjﬂl".}- SiNCe THE Musenn takes deaccession exirernely ki Serious y [Eis a selection NroCess that

s quite lengthy ond compiex. T don't krow what's going through thelr fiends. His statement migh!

nave been mads to assuage dorars, or something itke thal. { raully don’t know. These are hings |
agked about ... but they weren't filsd out.

Pascher: V/z moy have answerad tnis guestion already, but [ navead vour name is mot amsng the
artisls listed an the nuitaricn. Your nome, kowever, does appear in the catalogue. Cauld you say

something about this?
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Asher: When the curalor of the exkibition [Kynaston McShine] first told me that they wanted 1o
make modifications on my wark, I Wwrote to him, (hsisting that either my work ve finished the way
I had proposed, or asked that my name be taken out of the exnibirion cataiogue, off the invitation
and the poster, because [ didn’t see uny use in doing n work that was modified. The assistant curo-

tor phaned, ercouraging me Lo remain in the exhibition. She sent me the [Varnedoe] siaterdent, and

for the first Lime [ had the opperiunity of examining ils contents. By the time the mvitalion went

1oy press, I didn't krow if I wanted to pe in the exhibition or not. But judging from the response the
work has had so far, I'm glad [ stayed . .. {luughter).

Pascher; You make it scund ag if they were in control of your work.

Asher: It's most urusudl . .. but [ only saw the finished cutalogue for the first time when [ picked
oMe up at the opening. | didn’t see a proof unlil just before it went ta press.

Pascher: #ut the catalegus is the thing that constitutes your work for the exhibition.

Asher: Yes.

Pascher: You mentioned the insistence of the inclusion of a statement of policy by the fiead curator,
What eise did they modify or want to modify?

Asher: They wanted ta put a gray screzn grapiic X on euch page arross the [ype, so that people
wauld know it was not one of the catalogues they MolA] would ordinarily produce. They aiso
wanted (o put o banner across the typeface of the title on the cover that would read: “A Micnael
Ashezr Project”

Pascher: You did agree to allow them ta print “by Michael Asher” on the cover. [ thsught this was
unchuracraristic. Was that their dea?

Asher: That's what they wanted me to do, which was an odd formulation sirice they were the ones
who rad compiled the lisl ... (laughter).

Pascher: You mentionied that ‘hey changed the location of tne work within the exhibition.

Asher: [t was exactiy the opposite of what [ warted. Not only was it in a different location, but !
wins forced to redesign the shape and form |of the installation]. But, ke the inciusion of Varnedoe's
essay, il Lurned out there was a way o make it work.

Pascher: Yes, they installed your work opposite the Buren, which nappens to inciude some of the mu-
seum’s de Chirico acquisitions. T wonder if any of these works were acquired by the deaccession of
other de Chirizos. You weren’t able to pursue that information, do 2 sort of geneaiogy, were you?
Asher: No, [ wasn't. ] wouldn’t mind finding aut how we would read the quatity of past exchanges.

Perhaps this (s an aren for historical research.

Pascher: [’z tricky because vou've mentioned that this was about establishing o canon. Through
this process they are actually akle Lo mandpuiate the market.

Asher: Absolutely, One of the reasons T wanted to do this work was that 1 wanted to propose the
idea that the museum is very invcived in the market; not cnly by offering models of what ideal
forems of produclion ook lke, but alsa by deaccessicning works of art—selling or exchanaing urt
objects for income or cthier warks of art, For we, 403 works from 1929 fo the present . .. for me,
it's quite a few.

Pascher: In addilion 10 the market there is the historical aspect: the maripulation of history iself
Depcressioning, it seems, would be o way of writing artisls oul of the history bock aliogether . ..
the canon.

Asher; Tnere gre 5o many unanswered guestions nere, and I don’t know kow to answer them.
But I agree with you, sverything within the museum does substantiate the artist’s market. In
the case of contemporary art, the market has been g short-sighted measure of TRGse Artecres
whick nove made a contribution to the practice of art production. In an exhicrion such ds “The
Museum as Muse,” MoMA selects ortists who are recognized as having a market value. Such a
process, viot limited to the Museum of Modern Art, produces and reproduces owiturg! and sconcrair,
stubility.

Pascher: Ii's about the writing ard the rewriting of Risiory ..

Asher: [ dan't know, [ mean, I wouid (ke tc say that from my cwn experience, and what | some-
times thing anout, 15 thal iU's about sametning other than money.

Pascher: What 1s7

Asher: Art .. But this museum experience doesn't make me belicve it's divorced [rom economic
exchanige. And that's unfortunate.

Pascher: Do you think of yourself us fuving "mareet vaiue”?

Asher: T wonder what the museum thinks.

Pascher; This is rici the firs! Ume you have appeared in a Museum of Mcdern Art exkibition.
Asher: In 1565 ] was in the “Spaces” exhibition. My gosn, it was guite amazing, The curator [Jen-
nifer Lichtl supported everything we did. And this was regardiess of whether she agreed of didn’™
agree. it was o telaliy different experience. She very iikely was way ahead of her fime.

Pascher: Didn’t MoMA ornce work wmore fraquently with conteraporary artists, whereas now we
see [t as move of a kistorical museum? That is, wasn't this vart of Alfred Barr's program from the

start, i 19297 it was a difTerent kind of nstitution . ..
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Asher: Yes, | would think s0. They had *o think apout the pressnt time. Tney were deaiing with

veople Wha were actively producing in the 19305, 195, and "50s. .. This seemed to continue euen

inta the 70s.

Pascher: | nnticed in your cataicgues that many of the deaccessioned works were acquired shortly

after they wers produced.

Asher: One of the inleresting rhings akout the Varnedoe statement, if you don't mind returning
Lo it, is that he never taiks avout the deaccessions of works that were initially purchasad by the
tuseum, He seems to be talking mostly about gifts and donations. From the acguigition lisls you

can see that they beught plenly of wark on Their own.

Pascher: Az noled ubove, This parficular museum is becoming more committed to exhibiting past

art than it is to presenting contemporary Work. 50 the question of accessions and deaccession he-

comes much more an issue al an institunicn ke this You wouldn't ask the same questions about

g contemporary museurrs. [n relation to this, we might toke a ook at the things @ musewm cnacses
Lo show from its "permanent” collection at a particular time. In othar words, abou! the ratation of
its cotlection?

Asher: Yes, an amazing question . . alsc, one of the things that encouraged me to pursue this st
The mosT expliclt aspects of my project are the idea af the shaping of tne colleciion, e }..ctt'rj ol
iTs selection, and e commerce thal (s golng on within the musewm—which isn't discussed very
mucn. One of the more indirect aregs of my work stems from the debate around how the money
from degeeessions is utilized. [ pelieve most museums deaccession art Lo trade for, or purchose, new
works for the collection, although, i appears, more and more people are suggesting that procesds
from deaccessions go to poy for building costs or for sevvices. I came across an articie by Glenn

Loty (director of MolA] that spoke about the necessity for this? In fact, he goue examples

where It was being done. I wonder what donors thought of this idea?
Another indirect aspect of my work deals with the relationship betwesn the working

T

classes and agquisitions and aeacquisitions of works of art by museums. [ wondered why these

classes oppose deaccession—af course, they dre nod the aniy ones, iT's one of the things [ find very
complicated and really interesting. | think ovie of the reasons is consciously, or uncensciously, they
are duigre that ar they dentify with the fact that thair labor made possible the purchase of these
Warks o7 art.

Pascher: How do you mean?

Asher: | mean that their labor was responsible for gensrating enough profils Jar company owmn

ers to purchase art. Gifts o museums ara often e reswT of these purchases. Once these works

of urt become public, that is, purt of o musewm collection, they hecome part of the cuiture of that
cormmunity; and when institutions deaccession a wark or sell it off, they are Laking (t away from
That communily  remoling it from the consciousress of the community to which the iworks have
bezome valued possessions. And thal’s o speculation; but I really think iVs true, that peopie have
a cisse bond and relationship with these works of ort; not only due to thelr own labar, but due to
the fact tha! tney lue in these communities, and e uiorks became a part of te communities; and
chat's why iU's very hard to wngiue ther, und why there (s opposition.

Pascher: "What you say is interesting. It would seem to lead !0 o certuin distrust of the mussum
by the communily. if the museum asseribied 9 coligction of works and conferred on them a certain
valiue. and then Took them gway as if o suy these works are no longer valuanle . ..

Asher: Yes,

Pascher: [t woud seem disingsnuous to lay oul ong nistery and scme years later change il int
something different.

Asher: Dot forget, the inuseur —1 have the feeling at times— Lhinks that the public forgets reglly
easily. 5o thay [ingd it very easy to change things oround and tell different histories.

Pascher: 50 then, there {s some resistance to deaccession among a given consiitiancy,

Asher: [ think so. very much. For example, when the Linccin Center, though it s not a museum,

was gertng ridd of the Johnses a few monins ago, there was sc much opoosition. |
couldn't possibly get rid af them,

Pascher: Feople grew acoustomed o ther.

Asher:Yos You con't expect people te fargel. [l becomes g part of thelr knowledge. We haue 1o un.
derstund that things that are on view sre part of the circulation of knowledge, ard you can’t take
people’s knowledge away from them withour them guesticning it

b1

POSTSCRIPT

After the Museurr of Moccrn Art, the exhibition traveled to the Musewmn of Conlamparary
Art, 5an Diego (La Jolla), where it ran from Scptemnber 25, 1993, unlil january 9, 2000, Curl-
ously, Asher was nat asked to participate in 5an Disgo, aithough it was his understanding
that his work, Catalsg of Deaccessions 192% Lhrough 1958, was "accepted as a piece thal would
continuc or™ The icea was that he would produce a sirelar work {z deaccession cataloguc)
for eack venue of Ihe exhibition. According *o the curator, Kynasion McSkhine, such a contin-

uticn had never been proposed. Wher Asher questioned his “removal” from the sxhibition,
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he was toid tral it would have beer unethical for him to participate in San Diego hecausce

+ha* wou.d nave made kem <he only corimssioned artist Zo show Lhere * It fact, MoMA com-

missionea works specifica’ly for “The Museum as Muse™ by six artists: Michae: Asher. Dz
Buren, Janet Cardiff, Mark Dion, Louise Lawler, and Fred Wison. Of the gix, only Asher and

i

2uren were not invitad to paviicinate in San Dicgo. Afler San Diego, the show was suppased

to fravel ©o the Muses Reina 5c%a in Madrid. However, at the time af writing this text, T was

tald by the communications office at Mol that Madrid was no longer on the schedule”

NOTES

1. “The Museur as Muse: At s Relec” appasn at tre Mussom of Madern At hew York from March

14 until Juns 1, 1999,

2. Thzinterview was published in ts enticty in Merge Magazine 2 (Surirer 1385, as ar atclz zntlizg "Cave
Moles.”

3. Glerr Lowry, "Takirg the Lid off the Cookic _ar” Arf News, March 1998,

4, Michaal Ashar qucted in Lear Ollman, "The “useurn’ Show's Case of the Missieg List, ™ Los Angeles Tins,
Octeben 10, 1999, 73

5. b

Tiis intaryiew was liret aablisked in Mearge Magazine 5 (Surmmer 1999, a1d subseg Lently in Crristizn Kravegna, ed.,
The MMusewm a5 Arena: Artists on institutional Ceitigie {Goicgne; Wallher Kinig, #0023, 106-112. Irom wi ¢h the pras.

ant version 15 ta<en. Alloratiors in brackets are Paschar's asdes,




Renée Green, Secret, 1993, Scenes from a group show, 1993/2006. Unité d’habitation building.
3.13  Courtesy of the artist and Free Agent Media. Invited to produce an installation in Le Corbusier's Unité

fende Green, Secret, 1993, Scenes from a group show, 1993, Immigraticn vest. Courtesy of
the artist and Free Agent Media.

d'habitation, a large modular apartment complex in Firminy, France, the artist inhabited the now _3 1'4
derelict building for seven days and documented her stay with photographs and video. )




Renée Green, Secref, 1993, Scenes from a group show, 1993. Vista from apartment. Courtesy of the

3 15' ée Green, Secret, 1993. Scenes from a group show, 1993, Binoculars. Courtesy of the artist and 3.16
Pl L™ "7 artist and Free Agent Media.

Ren
Free Agent Media.
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untitled (1999)
mark dion

Fundamental to my work as an artist is an attempl. Lo chart the evo.ution of the natursl
history museum. 25 an cxploration of what gets to stand for nature ata parficular time fora

distinct group of people. Some of my projects have been forays into how sar'y private collec-

tiors (cabinets of curiosities) develep into the Eriighienment museurm, which evolves inte
the public space we recognize as the modern didactic ngtilution It is a cemplex, graduat
process with murrerous false starts, aberrations, 2rd coad ends.

Artiving ma new cily, [ scarcely allow my luggage ¢ be stowed 4l the hetel before
I'm back in a taxl specding toward the Jocal museum of matural history. I cellect experierces
T suck nstitutions as tanglbiy as a bird watcher ticks off a name on a st or a stamp col-
lector fills 2 giassine envelope. The details of the guarry are usually known long before the
encaunter through fellow entnusiasts or guidehooks. Fach exhibition space ranks accard-
ing <o & rigic set of criteria: how many type spacimens (an individual for which a soecies is
nzmed) does the coilection contain; which extinet animals are represented in: the collection
ithe natural history muscum’s squivalent of a Vermeer); which eminent biologisls have

worked at the museurn anc how have they left their stamp orn it 'The museurns are then

carefully clussified based on wher and now they were croanized, which master narratives
they employ: systernatics [orthodox taxorarny or cladis ‘icg], biogeograrhy, evalution, pure

spectacle, realism {dioram

. ecology, tne stery of human progress, ete, Accumulating the
expericnces of these museurns, 1 gain insight not so much inta nature i'self bt into the
ontolegy of the story of nature—madern society's cesmalogy,

There is u sense of urgency in ey pursuit, since at any moment a perfectly remark-
ahie dusty old collection and arrangement migh:. be turned into a banal scientific video

arcade passing off hackneved facts as miraculous discoveries, [ have witnessed sa many

citles give up unforgettable snd historically priceless spaces for Formica, steel and text-
gorged push-burton shopping malls of information. No words are mere keartrending than
“closed for renovation” Still many natural history snuseums arc time mackines: stepping
taroug thelr porlals vividly evokes the absessicns, convictions, and projectons of the past.
I Parls one car visit the Gallery of Comparative Anatomy and find it virtially unchanged
since it opensd in 1884, Gne can see the Tevlers Museurn in Hzarler in reuch the seme wWay
as Napolecn did on his visit. These have mecome museums of museurmns,

My interest i natura. science museurns is not ahour comnolsseurship. [ approach
themn o help me concepruaiize problems in the representation of nature or, rather, to irace
tae development of the social construction of nature. Whar beter place to painstakingly
explore how ideas about nature shift 1han the didactic institutions mardated to explain the

scienes of lite to a general public? These nlares generate and distribu'e the offeial stary.

By critically analyzing the muster narratives and technicues of dizplay employsd by the
irstitutiens, | can discerr: the idealogy embedéed in them. Being critical may alsc be st
ancther way tc love these museums. That contradiction is what 1 try to explore through my
production of artwork. 1 don’t lose s.cep aver the fact that the contradiction may oe irresolv-
ahle. Work should oe pleasiire,

Intorder ts investigate the soc’al conslruction of “Naure” tarough the naturzl his-
TeTy museur, 1t neips ro use some of the institttion's own tactcs, parti cularly the micro-
eosmic and the macrocosmic. To betler understand the museum, | kave a* varicus times
had to become the museurn. taking on duties of ccilecting, archiving. classifying. arranging,
corserving, and displaying. Personifying the museum condenses its actvities and articu-
lutes kow the muscum’s various departments “unction like vilal orgars = a Jving belng
This organism lives in ax coologica’ relationship with other inst*utions, which have their

awn functiors, lheir own niches,
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How is the story of life told? What are toe principles of organizatien, the mas:er
narvatives, emnployed to construct the aie of aature? What does each sel of assumptions,
£ach conceis, promote or conceal? Whal fantasics or dreary fictions are indulged when one
attemots to tell “the truth” about nature? Tach museur and every textbook and natuwre

show an tolevision possess a narrative skeleton. One of the most persisient and perniclous

of lhese is the Great. Chain of Befrg, or the Scale Nafurae. This ancient visual metaphor,
rooted in Aris-oile's zonlegicsl works, dominated natural riatory trought untiiweil into the
rineteerth century The Creat Chain of Being aspicts lifeasa one-dimensiond, progressio:n
Zora the simplest of forms (spmetimes even minerals) to the most compiex: almast zlways
to hurmans. who corstruct the hierarcry, but sometimes even peyond lo the invisible realm
of zngeis, archangels, etc. The iragery of this progression has becorie such & abiquitous
fenture in binlogical language ‘hat even soday s enacity is demonstry led in nurnerous
popular expressicns of evolution. Tre Seaiq Naturae becarne bound o the Enlighterment
deveiopment of orthodox hisrarchical taxonamy, which rernained until the micdie of this
century tre dominant principle of arrangement {or mast natural Ristory museurns. The
Great Chain of Beirig and the early taXonalnic alTangements an d nomenclature firmly seat
hurnankind en the throne of the arimai kingdorr. This powerful idea demands particular
scrutiny, since the chain of being is 2 crucial concevtud footprint, which helps fo retracs
the path of where we nave heen in order to ge: a betier bearing or where we are and wherc

we are going.

Trus text was nubiisneq in Kynaslon MoShine, The Musaum as Mose: Artists Refect, exi. cat (New York: Musalm of

Modern Art, 1993, 98,
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Christian Philipp Miller, Grean Border, 1993. lllegal border crossing between Austria and the
Principality of Liechtenstein. Courtesy of the artist.
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maria eichhorn public limited company (2002)
maria eichhorn

Adoint-stock or pubiic limited company (Aktiengeseiischaft) constizutes the purest form of
carporation, It is 3 legal person with a subscribed capital made up of skares where the com-
pany's assets slene are liasle to claims by creditors (Paragraph 1, German Law on Public
Limize¢ Carnpaniest It is characterized by 1ne limiled Lability of sharehoiders, its fixec
irfdal capital, its organization as & corporatien, and its memhers’ exernpticn from persona:
lizhility Trhe subscribed capitai of o pubilic limited company, whose rorrinal value at the time
the company is formed miist oe at least 50,0060 euros (Paragraph 7, German Law on Puslic

Axed number which indicates Lne value of the ticc assets.”

Limited Companies

A punlic Zmited company is a procuctior. and tracing urderlaking It ssucs shares
o Increase 15 canital [ts primary interest is prafit.

Asmy contribulion o Decumenta 11, a public limiied company is to be formed [or
an indefinite period. Within the siruciure of the company, ts funciiens are to be adapted
and its attribuzes rewritten, that is to say, the [orrm and content are o be developed and
estanlished in ways that differ from those usually praciiced in comparics, The agsets as-

signed to the company when {715 founded are to renain unchanged. The assets arc not

become parl of the reacre-economic cireulation: of meney and accurrulation of capital or
oe used to create swplus value, All of the shures wili be tranaferred to the cormpany iisel®,

T'ne company will Iherefore be the own

v of its own shares -ail of ite shares, The money
assigned to the company ir the (orm of contributions at the time of its formation continses
to belang to the company. However, the company mo longer selongs 1o the sharehs ders, be-
cauge they have transferred their shares 1o the company. The company belongs 1o itsclf, as
itwere. That 1% to say, 't ultimazely belongs 1o no ane.'I'nereforc, the company's asscte—its
money  no longer have any reiation to the shareholders or to anyone else, The concept of
property disappears in this case.

To founa & public lim?ed company, cne or more indiviguals lay diswn the articles
of association of the future companv in a rotarial deed. The articles set out *he COMpBANyY
mame, s place of eslablishment, and the opject of the undsriaking The founders elect the
mermbers of the supervisory board, which in turn appoints the chairperson. A formation re-
port provices information o how the company was founded. The founders of the company
and the members of its managing board und superviscry board register the company with

the court for the place where it is established for entry in the commercial register,

JOINT-STOCK COMPANY

Devglopment, function, structure, gnd meaning of thz joint-stock company. How docs a joint-stock
comparny functien interrally? How does it tunction in the market ecornomy and the globa!
fmancial market? What sort of instrument of econamic and sociopaiitical power docs it
repregent?

Raising capita), mobiiity of capital With the develepment of the joint-stack company
zrd the steck market, the restrlctions on capital accurmulations of private wealth werce over-
come through access to the financial sources of society as a whole” ang at the same time
this eliminated the discrepancy between the necd of capitalist production for long-term
investmert, on the one kand, and its necd for great mobility of capital, or the other.

Stock market. The joint-stock company ‘s the only legal form which enables canilal
to be raised through the stock market. The first stock market is attributed to the city of
Bruges (1409}, It was followed by one in Antwerp In 1460, The colenization of large parts of
Asia, Africa, and Sowth America played a decisive role in the development of new financial

markets. For exampie, the Two great shipping companies, the Brit’sh Tast India Company
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(1600} and the Dutch East India Compary (1 602, founded what are known as “veniures” and

‘seued srock, The Dutch company made the stock market 1o arcsterdarn nne of the most

impartant steck markets for a considerable dme.

Corporate responsitility. The history of business is one of the reguction of responsi-
sility und the expansion of egal privieges for undertukirgs. The creazion of the joint-stock
company accelerated this developmeni. When it is entercd in the rormmercial register,
the compary becomes & lega’ person. with the result that tre srarehc ders are relieved of
personal lizhbility. Therefore, under the aw, a joint-stock company's primary responsibil-

ity is not 1o its employees or custarners but to its shareholcers, since it is they who own
the company.

Trade, specwation. “he developmenl of a market in which property rights and
claims ta surplus vaiue are traded gives capital sr. opporlunity 1o incresss its value through
trade on tris markel To attain over greater proits, finance capital needs ever more snecula-
tive urcertakings. as demenstrated by the extreme rives in stock market prices i the 1980%
and tre (urther acceleration in the late 1230s.

1w The law is venal.’ Orne of the raost enduring successes on this (ront was
achieved by comparies in 1886, wher: the Suprere Court of the United States raled i San
Clara Caunty v, Southern Pacific Rollrcad Corapary that a private company was a perscn under
the framework of the Urited Siates constitution and therefore had the *ight to carmsplels
protection of its fundamental rights? Sirce these undertakings had the financial means to
defend and apply these rights, they could ac: more freely and with fewer restrictions than

any citizen could. Since that time, other than under Franklin D, Raoseveil's New Deal, the
Urited States has bean raied by an alliance of corporations and the state,

Lega! obligation to disciose results, joint decision-making. The German Law on Fublic
Lirnited Companies is constantly being amended anc adapted te the needs of corpora-
tiona. For example, the riling Socialist/Green cozlition in Cermany wants to adopt a “law
on transparency ard disclosure” which would eliminate the obligation to give all share-
wolders written notification of countermoticns. In the future all motions and the reasons
stated for themn are 1o »e published only on public limited companies’ webpages. The
<harehaiders woud then nave lo make the effort to examine the countermaotions thern-
selves. Shareholders without Interniet access woutd be cut off entirely from information on

coumiermotions.”

Seif-deierynination. Public imited companies are also founded to counter ths effects
of privatization and o free themselves of the whims of fnancially powerful companics. In
1997 the Genoa dockworkers associaticn CULMY {Compagnia Unica de’ Lavoralori Merc Varie)
tounded a joint-sinck company so that it could continte to exercise ity self—detc-rmina:ior;
following many menths of indusirial dispute. Arother example s the inssitutonal structure
of the Hunganan public brosdeasting systera. In order to sateguard public prograrnming and
pratect Its independence, tarec vublic foundations and single-member pubiic limized com-
panies were established in respect. of each broadcaster The Irustees of the foundations are
al the same ime the governing bodies of the corresponding company. The Communist Saily
{i Manifestc in lialy has oeen a puslic limited company since 1995 Rotpunktverlag, a left-
wing publishing house in Switzerland, was transformead inlo o public limited compary by

ils unign 30 that it could operate mere indenendernitly with the support of ils sharenolders.
THE QUESTION OF THE CONCEPT QOF VALUE

The conicept of value. Since money s used ay value for canital accurmulation, it is "npossiole
to avoid a loss of monetary vaiue if this law of valus is nol apoliec. Money loses ils value
when tne capitalist laws of value arc not appiled. Why does money loss its value when *he
capitalist laws of vaiue are not applied? -

Money, commedity. The value of money mirrars the reiasionshins of sociely, such
as unemployment, inflation, and deflation® il money is not tummed into capital, its value
aeclines. Turning money into commodilies that appreciate in value afirms the status quo
of capitalisr.

Capital gain by destroying {liquidating) capital. "It's to do with controlling the money,
and the moreay not controliing us,” says Jimmy Cauty of the hand KI.F {Kopyright Libera-
tion Front).” In August 1994 Bil: Drummond and Jirmmy Cauty burned a million pounds. The
documentary film made at the time, Watch the K Foundation Bum a Million Quid, toured En-
gland for several montis a year later. Ihe screenings, with Drumimeand and Cauty present,
provoked both acts of violence and great boredorr:, which resulted from the mon;ﬂ.onous
dispiay, lasting over an hour, of the banknotes being set aflame *

Accumuiation (increase, growth) of value and the reduction floss) of valuz. A work of artis

tpe ] . Sta 2 b T e - - 3
seer:in termes of its ability to accumulate monetary valus and its reproductive form . Wher a
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wark 13 purchased—when it becormes property—it can hecamne reproducing capital. As soon
s it s acquired, all offort Zs facused on increasing {ts vaiue, Il a work cannot be possessed
iin material terms), how can the accumulation of valte be assurec? Are the mechan’sms
and structures of the growlh or loss of value expiored 2nd published? Is the econemic value
of a werk congrizent with: its zesthelic and art-historical values?

Public nature / accessivility of o work. "What makes a work pahlic, accessible, open
to appropriation? When il is exhibited in a public space, when it is reproduced, wnen it s
reported on, when it Is discussed, when it has entered a canon? How docs a work enter
which canon? Is a work in & state institulion more public, more accessible? How do the
mechanisms for producing and reproducicg capital lunction I the art markel? Do puslic
inslitutions display works frum the art trade. from ceilections and nsttutions, in order to
make trem accessible to the public or to procduce capital from them?% Are works in private
collecticns less public than works in state collections? By what gradual stages of puslic
versus nonpubiic/private are cultural instizutions Sormed in capitalist or state-socialist ays-
tems of society?

Tradabiiity versus nontradability, the relutions of owrership of a wark, copyrighl. If 2 work
is set free from the idea of ownership in both materizl and nonmaterial Terms, 1t canrat
be tracied. The mechanisms of circulation have no way of cxpleiting it and have no cffect.
How is such a work creared? Forms or media such 4% lectures, texts, stazements, attitudes,
experiences, and cvens are trealed as cormnmoditics. They are tradec, and not only where
they ure available on an: exclusive basis. What form must a work assumne in order to render
it unmarketahle? Can works be rendered unmarketable by zying them to a specific locaticen,
by making them eohemeral or processes, by leavirg the suthar ancnymous, or by azancan-
ing copyright?

Owrership of krowledge. Do nonmaterial goods and cemmodities circumvent the
concepts of property, ownershin, and weaith as manifested in law? In paragraph 266 of the
German Commercial Coce, which relates lo the structure of the balance sheet, the follewing
“nenmaterial assets” are listed under the heading "Fixed Assets”: “1. Concessions, industrial
property Tghts anc similar rights and assets and also licenses 1o exploiz such rights and
assets; 2. Goodwill; 3. Fayments on account.” Knowlsdge and information do not yet apoear
in the balance sheets of corporations. The possession af specific knowledge or particular

information creates power. Power is eliminated where the peossession of knowledge is spread

and where knowledge and informnation are puihlished.

Condilions governing artistic theory and practice and the elimination of such corditions.
Whar conditicns are artistic working practices subject to? What are their requiternents?
Wiy, how, and by what means are the producs of art used as instruments? How and Ly
what means can products in the cultural, social, political, and scientifc helds eECapE eCo-

nomic ard political appropriation?
NOTES

1. Wadfgang Heferrehl, introcuction to Akticngeseiz, GmaH-Geselz, 33d ed. (Murich: C. Y, Beck, 2001 3w

2. Harl Marx, “The Process of Accumulation of Capitan,” parl 7 of Capidal: A Critigue of Polttical Econamy, 3
vD g, trans. dan Fowkes {Harmandseorth: Penga n, 19783 1:780: "The warld would st0 be withou® raimwdys if it had
JEC o wall unti accumulation nad got a fow rdivicdua: capitals lar emough to be adeqLate far the constructon of a
radway. Centralization, bowever, accompl shed this in the twink'ing of an aya, by means of joint-slosk cormoenics.”
Orginally published as Dss Kapital: Kridil der palfischen Okenomie, vol. 1 [1RET).

3. Teketro example of nuclear energy, Tae Gerran state subsidizoes The ~uclear Mdustcy to the tuns of 2 biliion
s a year. On Deceraber 14, 2001, after mary years of negotiazans wilh the nuzlaar induslry, the German Bunidestag
passed a aw phasing out the nuclear industry. The vasosit on (COUZCSL, TOP, POS) antounces that it wodls repeal e
law when the government changed. Tha iaw is venzl In 1997 the municipality of Schanau v the Biack Fores! purcnased
its power supply system in order to esablish ils own nuclear-ree ensrgy sugply. In 1996 Lreula and Michael Sladek
ratacd wwer 2 millicn deulsche marks as part of their camasign “Ich oin e n $tirlal” {1 am a mallureion) ‘o make LI
the shiardzll in Duying e sysiem back lrom the forrer anergy provide. Iran caly, e magazing Capitsl awarasd them
4 spet al orize as ceologizal manage s,

4. "Tho deferdant Corporations are pe-sons withie Tie ntenl of the clause in section 1 of the Fourteenth
Amendmel 1z the Constitution of the U1 ted Stalzs, whick forbids @ State to ceny by any person wthin s jurisgiczcn
the equal urotectior of the laws.” Quotation trem e Suprema Court ruling in the case of Santa Clars Cuunty v, Southern
Pacitic: Rairoad Company, 1886, evailable al waw.tourolaw.cd 1. /patch/santay.

5. The Dechverband der Krtischen Aktiorarinnen und Aktiondre (Associatior of Critical Sharekalders in Ge-
‘rany} is cailing o7 the retenaan of the existing righls ol minarity sharchalders and full acoess to 2l iafarmatan with
or without nieriel access. Togother with the Critical Shareholders of Eurape Urnited, oy wa~t to oreservo jobs and
aducatioral opportunities, to promote savironmenlaly frierdly produss and climate prolacton, arc attach soc.al obliga
tios to zroperty ownership. They cambzign agaisst the dikaal of srzreho der value, srms DFOCLICT CNE, NUGIEAr SMergy,
and companies whizn aarm the environment. The Dachverband der Krisschen Akliondrinnen und Aklionsre orgarizes
tre joint carpa gns of s nember orgarizations, In additicn, it is the central contact snint far the aporoximatey throo
thousarc sirall shareholders wno have transferred thair voting rights to e association in order to exercize social ano
=colagical rosporsibility,

6. Mictasl Hardt and Antonio Negri, Laticr of Dicnvsus: A Critique of the State-Farm (Minreanolis: Uriversity of

Minneseots Press, 19941, 72 “lust lixe moncy, law dwhicl repezls in the capital-st systemn many of tha tigures dssumed by

fvedwos paywng ajgnd uloyyza ejdew

T auew

I6€




392

maney) carnes no viues that are procer tail. but oty those that sucial corflicts and the necessities of te reprocducicn
of cepita‘is society, its dnasior of labor, and exa aitaticn nroducs every cay.”

7. 11 1957 the K Feundation astabl shed oy the KLF awarced a prize 1o “Great Brlain's wosl artist,” Rechel
Writereac won this prize, which at 40.000 pounds was worth taice as -nach as the furner Prize, atthe sane time that
she won the Turnes Prizs.

8. This iw reminiscent o “re poilach practices of arcraic societics, P owhich properly was given sway or
destoyed. Potlalch alse funclioned as a lerm of social reguating agent to provent indivcuals from POSSEESINE EXTES-
sive wemth, See Marcel Mauss, Fhe Gifi: Forms and Funichion nf Exchange i Archaic Societies, lrans, lan Cunnison
iGlencoe, 'L Free Pross, 19540 and Georges Batalle, "The Gift of Rvalng ‘Potlatch,™ in Consumplion, vo', 1 ol The
Accursed Shate: An Exsay on General Ecarurny [New York: Zore Books, 1988], 63. 77

5. 'nlhe interviews | conducled fram 1997 ta 1999 ar. the history and reevance of the Artist’s Reserved Rights

Transfer and Sale Agreement by Seth Sicgelaul #re Rober Frojansky, Ihe questicn of the cifferent values ™zt a wirk
of art can rave acose recestadly, [ *his regard Danicl Buren remgzreed: “ong before my wors were ever guctionsd,
1 was agairst auctons, An auclion: is ore of ve ugliest tings i lhe market histoy of 4 work, ... The matkel price is
increased or decraased by tricks and machinaticns: for ciamele, in e 1OR0s when certain works tzt aren’t warth
anything todzy were getti-g igh prices. . Carticularly i t1e 1980s 4 1ot o arlists, especialy in America, theugt they
waran’ taking part in this boom, ard they Delicvs *hat if yoo 1ave no market valee, you bave N cthier walue eithier
Tral ise't righs, pecauss things change guickly, and markel valee has rathing to do witr walue as such.” (Queted in
Maria Echhor, “The Artisls Reserved Rights Transfor snd Saie Agreernent” von fob Projansky und Setti Slegelauh
[Sa'7hburg: Salzburger Kunstvercin, 195810 Adrien Piper rernarks: " certainly 6o recogrnze tre dislinction belween the
eaning of the work and its art market veluc. 'n fact, | wou'd make a fasher digtinction, these's tre art maciet valLe,
there’s the aesthenie value, and [hen shere's Lhe veanizg. So, |tk it really a threefeld datinction. Anc | arn vary
meach aware anc | fully acknowledgs: the arbitrary nature ol the aft market value. It depends on so mary variables. kor
axzmple, what | was saying before about the fact thai it took 1y joiming & blue chip gallery w get Decple to nisoe 1he
aestietc value of my work so et they could fen aitach o il an art market value and buy it fnpunlisted interdiew
witn Adran Diper, 1998

10, InsTiudions as part of the a= tade: Richerd Hamiltors installasion Seven Roorms was £oraled for an exhinticn
a- the Anthony d'Offay Galery in London. When twas prosertedd al Dmcumernla X, the exribition space of the gallery
was recomstructed exdactly. Who sponsored weor in this vase? Are public instituiicns dependent on tinancial s.:pport

It “ne arl trade, snonsots, or private cel'ectons? And s this dependence evidert in the extibizons?
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— Little Warsaw, The Body of Nefertiti, 2003, Little Warsaw is a collaboration between Balint Havas
3.18  and Andras Géhik. These photographs document the artists’ project for the Hungarian pavilion at the

—— 2003 Venice Biennale. The project sought ta add a cast bronze body to the famous Nefertiti bust,
which had been taken to Berlin from Egypt in the early twentieth century, and to exhibit the newly
completed sculpture in Venice. The German government permitted the artists to unite the body and
bust long enough for the now-whole body to be documented, but did not allow the bust to leave the
Agyptisches Museumn und Papyrussamlung in Berlin, Ultimately, the artists exhibited the headless body
at the Biennale along with a video projection documenting Nefertiti’s momentary wholeness. Courtesy

of the artists, : .
3.19  Little Warsaw, The Body of Nefertiti, 2003. Courtesy of the artists.
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who’s afraid of jk? (2005)
john knight with benjamin h. d. buchloh and

isabelle graw

Isabelle Graw: When reading aboul your work, [ roticed that it is often classified under the labe!
“institutiona! critigue.” This concept is based on the assumption that art is supposedly capable of
“critiguing” either the lteral institutional site or cuitural confinement in general and can thereby
artain an epistemalogica! function. T was wondering what both the notions of “critique” and of
msHiution” mean in relation to your work. Is it the institution in the rarrow sense of an art
institution gddressed as topographical entity? Or iz it rather an enlarged nation of the insiitu-
tion as an abstract continuity of carporate structures that convnot be pinned down to the literal
site only?

John Knight: Those texts that you refer to are coming from the art institutional site of exchange,
lhere the term “institutional critigue” derives as well. My interest, however, is to participate in
the larger cultural eritical discourse and not some rarefied site of my own construction. That does

not mean that my practice resides outside of the art worid, but that the subjects | find interest-

ing may.
Graw: What [ like about your work is exactly that it dogsn't seem o be fixated on the art appara-

N 1977 i tha icin call
tus. The ‘journal series,” first iniliated in 1977, 15 # work that anhcipates how the laws of so-called

celebrity culture actually entered the art world in order to iake over and reign today. When you
literally forced subscriptions of Ufestyle magazines orio members of the art world, changed cul-
tural kievarchies were addressed as rauch as the impossibility of an idealized belief in urt became
obuious. Your wark has diagnostic and prophetic potential in painting to the dramatic snifts whaee
comsequences we are dealinig with today,

Benjamin H. D. Buchloh: Which may haue been one of the reasons why tne work 1as sometimes
hard {0 accept,

Knight: \Well, [ have never really understood where such idealized belief systems come from. Cer-
tainiy, the majorily of my work is derived from sources other than assthetic models within art his-
tory and seeming to manifest themselves in many different wavs, which may be wiy the werk s
iess acceprabie. After all. when yoit gTow up inside the epectacle apparatus of Los Angeles, ceiebrity
culture becomes one'’s naturalized base of understunding,

Graw: How would you characterize Lke difference between your project and Michasl Asher's and
ilarlel Buren’s?

Knight: \Well, althaugh we agree about many tnings, | think there is somethiag [undamertaliy dif-
ferent hetween ry practice and tneirs. Theirs seems to be vased on o keeniy developed intevest in a
rgdical expansior of the probiems of sculpture and painling, respectively—in quite extraordinary
ways. [ ave never shored, to the same degrea of interest or depth of underslanding, o project that
is falligted from within an art-historiced perspective. For that reasor, Pve aliways felt somewhat
cutside of the sociopciitical snell of that institution—let’s say it’s q bit of a foreign body Lo me.
Graw: But gren’l you, 45 5000 as you have nad o sevies of exhibitions as you did, seeply entangled
in tre microcosmos of the art werld? Even if you don't want ta (nuest in it?

Knight: [ don't say that U'm nat practicing in that world. I'ue nzuer had an investment in the
nternal struztural choracteristics of any of its kistorizal problems. I'm absalutely working in the

art world, but 1 think there is @ difference between that and working on thie custodial conditions

of urt nistory,

Buchloh: The hicycle weil work you did i The Hague in 1294, what kind of work is that? How do
you weg that now? It positions itself in what kind of discursive intersections?

Knight: Well, I would say that it is located or, more accurately, operatss hetwseen the two regis-
ters of the micra-institution of art, wheve the opportunity begins, and the larger discursive site of
geapelitics.

Buchloh: Cne could start by describing it as a project trhal situutes itself expiicitly in the specific-

ity of g viation/state cultural issue, and another woy is that it situates itself n the specificity of
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ol guestions particularly relevant in that natior/state condition. You wouldn't hove dong

Edstelbals

tnar piece in Germany, for exampe .

Knight: Abzsolutery not. In these terms, it clearly had to be in the Netherlands.
iw tho! iU's a very good example of dropping into the art world By invitation in order 1o produce
a work with g subject thai refers to a soclopolitic locared cutside the micropalitical boundaries of
tne art world.

Graw: Sc you step ik, 1h order to pont iw another direction.

Knight: | zten in, in order lo receive Tne opportunities to functich. For wharever soclopsycno
logical reascns, this supouwlture seems 1o be the most compatible far the formulation of a base of
operalian.

Buchleh: If only it still were a subculture ..

Knight: What would vou cail it?

Graw: A visual mdustry ..

Buchloh: Monolithic

Knight: Actually, [ think it aperates Hie o small towr meeting.

Buchloh: Right.

Graw: It has koth characreristics: It is an overlookabie marketpiace with archaic transactions and
fias corporate dimensiors,

Knight: T agree. There is something very interesting abou* the fuct that il remaing so very archalc
ard ol the same time totally subsumed by the metabusiness of the day with littie rea! understond

g, or care, BY those at the epicerter, for a nolion of politcal reststance.

1

.

Buchloh: The ticycls bell What Treally liked about that work is 1t e

2fines in a singie gesturs evary
model of site specificity that we haa possibly thougnt about untl! that moment, and it's comple giy
reversing every aspect of site specificiiy. And nevertheless as it does sc 1t gives a completely new
model of the apsciute necessity for specific interventions. It's not like going into some fake glceal-
igm cr some mythics! openi-ng—up, but it reaily radefines the levels of interuention n tne different
types of site specific approaches, und these are geopalitical, ecolcgical, and nation-state-specific,
Knight: T wauld refer fo it as a form of discursive specificity, but certainly rol the situatianal model
of site apecificity that hos besn proposea &y Muwon Kwor and athers that tends to fegitimals o
generation of '90s foshion produstion, the iikes of Pardo, ete., whicn are essentially designer knick-
kracks disguised as “instalaticn art.”

Graw: 5o in what way 15 the way you legitimize your practice through 2 site different from thut

type af practice you just criticized, liks Purdo’s?

Knight: Betause [ don't think my profect is comstructed for o received in the same way. It's not
reified under the conditions of the alreqdy fizated institutional fraime iike those projects are. | try
not to reproduce ine aclunl mode! of production that I'mi uttempting to interragate, as 1 think cth-
ers do with impunity,

Buchloh: Yot wiere the first artist ot i've known whe for many, mony years, Withoul ewen un-
derstanding what you menant ot the time, said that ail ariistic decisions are design decisions, Your
terest i design s o language, as one language among many systems within an ideological appa-
ratus, has tizcome very clear by now: Your understanding of design kistory and of design traditions
in their transformation from the 1920s to tie 15595 (s a very integral part of that. Wiy would you
then not weitome an ortist like Pardo wha supposediy does exactly that in the most programmatic
wiay? He's the guy who brought this cut 1o the foreground and made o megaproisct out of it
Knight: \Weli, T welcome the iilustration of the problem ! think it represents, but dan’t cuddle up to
projects so paliticaliy bankrupted. It is exactly the black hole of consumption that it wants to be
and gquestions precisely nothing.

Graw: His work 1s rict 2baut posing or causing prablems.

Knight: There are o problems, bur I wowld take this back to the Bauhaus, and trie inherent prob-

lamg in o

igning for a better world, which carries itself cuer to Cranbrook ond spreads about the
glabe as it enters inte the miarketplacs, vis-a-71s Design for Better Living, Design Research, Design
Within Reach, and of course, the granddaddy of them all, IKEA. Praduct design, interior design,
ard instoliation design are all deaply impiicated in capitalist ideclogy. ts the primary lexicon for

substantiating neoliberalism. 1t's the off-the-shelf lanouaye of hegemony,

Buchleh: Bul it hos o long complicated history with gradations: at the same lime, for example,
you are degbly interested, as far as ! know, in Eawmes. What's your inigrest n Eames? I nover re-
ally understood if 1t wias a criticy! interest or an faterssl in the Rames effect. I think it was hoth
probably, because the Eumeses are kind of a design-history turning point where (| deports from
the emancipatory promises of Bauhaus pructices and International Slyle to the initiation of the
massively cperated cohsumer cuiture vig design. We now see the consequences of it in ways tha!
we had never anticipated,

Knight: The day after they wade the spiints ond bentwood research was the duy they took a po-
itical dive, Although they did uppear to have a partial reprieve of the moment their house was
cotnpleted, bul in tiie end it all udded up to a career of corporate cronyism—IBM ulopianism—
prodisceing under the guise of multiculluralism, slide installations and {ilm wrojacts, "it's a small

world,” etc, These prajec's represent the epitome of corporsle propuganda,
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Buchleh: Wher they go to the Sauiet Uniah, most guidently 50,
Graw: I'm interested in coming to terms with different types of site reflexivity ov context specific-

ity There are cases- —0s i Liarm Gillick’s work—where the suppasediy given context or site simply

functions 95 a legitimization for « work that is ultimately formalist and doesn't address or pose

problems, !s a context something that is aiven for you? Or do you construct it yourself to a cer-

tain degree?
Knight; [ think of context as a multidimensicnal condition. The initial context is provided by invita-

vion, Wwhich acts as an index, aund operates as the basis for any number of cther considerations that

are drawn from a larger discursive sile.
J

Graw: But the choice uf the bicycle bells doesn’t seem complerely esident ro me. There is 0 momént

of playfulress, of an arbitrary decigion or even of something that you didn’™ deliberatey chonse

ut tnat care to you.
Knight; I would say that il seems o ome fram a process of trial and erryr, and s located some

rime betuieen consideration and {ts manifest reqlization, at which time ¥ pecomss intenticnal.

Many artisls attribute it to o mysterious act that takes pluce in the studio process . .. this ideu

truly fuscinates me.
Buchloh: The credit curd project fram Worldebt is aiso a guod example because it indicates straie-
gies of defining your wark that cleariy interrelate different geopoiitical systems oF expanded no-

tions of geopolitical distribution, and construct at an eqrly moment a sense of the nescapability

suspended within globalized forms of conflict and interest and exchanges,

of culture as being
First of all I'mi

way before the whole talk of globglization became an issue culiural practices.
surprised that no cne has really recogrized your work for hauing gone to that issue early on and

taken such a position, and secondly T waould like to know how your position, your owr uestiga-

tion with regard to what has now become a tendency or @ trevnd ar a compulsive dimension of all

curatorial operations—to position themselues in mternational biennials or to position themseives

a3 globalist— wasn't recognized within that tendency as having anticipated ot urcovered the ne-

cessity to see those ntersections wher it comes [0 cultural production.

Knight: The institution that you are referring to is deeply implicated in the dominant idecigy of

Western hegemony, ard therefore blinded by its own power structure. 50 it should rot come as @

surprise to see glabal culture being presented as a commodity. O the other hund, it was wmmedi-

ately recognized by the Cubar participants in the hell project, for example. 1 wos stunned by the

clarity of their understanding and support for my engagement in geapoiitical exchange.

Buchloh: And g follow-up question: Why did Okwul Enwezor not include you in the {ast Docu-
menta? Why did he not understand what you were doing?

Knight: | dan't kriow, but I would suspect that it's hecause these are not exhibitions designated for
o reu! political discourse; after all, they're constructed frem within the art institution and are by
narure nicthing more than political pastiche. I did go to the effort Lo muke gn unsalicited rroposal

to tne Documenia committee, 1o which I recelved no response. Being in yet another Documenta
I A L * - L

you know, there was this structure of five “platforms” scattered ahout the globe, in places of real
social crisis, witn rhe fifth operating as the actual exiibition in Kassel. Global crisis e;aterba[—ed By
the World Bonk and IMT policies. So 1 thought the ideal conditions of reception for my Wo*ldebzt
praject would be to be streaming back to the art world from the four initial sites, via the World
A rran el o .

U.’ldllg WI)L eh, -L{.-ll.}mdi uny representaticn in Kassel itselll As we kvew at the time, those invited to
participate in the four other platfarms were moude up of the Prada set with absolutely no loco! repre-
sentation at ail. Al in all, it seemed to be an ideal cpportunity to drag o larger discursive condition
Into an intersection with the institution of art. -
Graw: While you were describing the work, 1 was thinking of a particular explanation far its not
being taken info consideration. Curators tend to kave o list of rames, the usual suspet;s 1n their
minds—a list that is being reproduced, and is also very fixed. The reason that your work doesn’t
figure on it could be that it doesn’™t fit into o general desire for thematically reductivist, so-called
political works, warks that are supposedly “dealing with” @ cerlain subject matter,

Knight: [ would agree with you and say that in addition to not participating in the institutiona!
food chain—uwhich equates to dropping off the institutional radar—my project nol only disagrees
with the recent curator-as-meta-urtist trend, it challenges the very nature of suck an a;tior
by insistently indicling the arganizing body, each and every time, within the critical status of
the work, | - |
Buchloh: Globaiism in the ari world is kind of a missionary venture. It disguises the search for new
markets and the search jor new rescurces as this project of disseminating liberal, advanced forms
of cuitural represertation. But in fact it doesn’l analyze the real ideology of global interests within
the cultural sphere at all as heing primarily centered within the very power und economic centers
of our cwn empire, and that's what your work does and therefore it disqualifies itseif compietely
from peing absorbed in the globaiist {declogy of contemporary cultural institutions. That would he

my answer to my cwn question.
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ere Io prove it, from the Centre

“The

Knight: T would agres with you, and the exhibition hislcries are th
Parpidou exhibition a number of years 9gc, “Magiciens de ia terre,” to ine Decumento 13,
Museum o5 Muse,” and historically “Primitivism in Twentielh-Century Art” at ModMA
Graw: | was just thinking back to what we said before, agout the odd coexistence betwegn an
archaic structure of transactions on the one Aand and corporate Structure defining what used Lc
he cailed the art world. [ think thal this condition is materialized in your work for American Tine
Arts. Your work anticipates the situatich we are facing today, where there i a seamless conlin-
ity between the art gailery, the boutique, and the lobbies of corporations. If you go ta Gagesian ot
Matthew tarks, they are decorated with triese spme types of bouguers.

Knight: And restaurants.

Craw: And restaurants, as you pointed out in your exhibition. 56 this continuity, which has become
pver more pronounced since ther, is really addressed in tha! work. O the ather hand, there s the
archaic retwarking in the restaurant, the importance and vaiue of persanal [connections) thal are

alsc metaphoricaily addressed in that show. For e, it%s wiark that already in 19598 anticipated a

cordition that we only start to fully understand now.
Knight: ] must say I've alwoys heen o bit disappeinted that it was nol vealized when ! first proposed
it to ur uprown gallerist in 1988, wiich at the Lime slicited the mfamous mament of silence,
Graw: 1o early, she dide’t get it

Knight: In any zvent, Colin de Lund had known abcur the proposal from that time and aiways
had il in fis mind to do it someday, | must say that the way n which the work wog uitimately
realized was an extragrdinary experience, to sdy the leasl. There we were, on the street like two
migsionaries, going from restaurant lo restuurant praselytizing in seersucker and sunglasses. What

a woenderful way to produce. There is ¢ fabulous picture of the two of us posed in front of a paten-
tlal client.

Graw: Were you interested in the increasing structieral analogies between what used o be cailed
the art world, the fashion industry, and corporate logics—spheres that are now very deeply ouer-
lappirg—and was this something you saw coming?

Knight: Well, these are some of the larger culturai considerations tnat I've peen refecring to Wnen
[ spaak apout wark witkin the greater discursive site of influence. This is how, I think, someiking
like the Journals couid be considered g vinble siie of predaction -victimizing myself, so lo speuk,
in order to understand the consumer condilicn.

Graw: Didn't vou migo victimize athers by forging a subscription onte them?

Knight: Actuaily, I gave them g work of art that by its cvitical nature reconfigured the receiver's
position in relationskip to the conventicns of the consumption and exchange process, which miakes
them a puririer in the indictment of the werk's intention,

Buchloh: [ have one guestion that hos to iaue been with me for o long time, as vou know, which is
[about] your principie of only producing o work when receiving a commission.

Knight: e origing of that are rather ryslerious to me—why [ would insist 10 the point of self-
detriment, o
Buchloh: it's also a sirarnge concept of creativity. It'e an amalgam, that’s what's interesting about
o Naarris! i cur history would have let their creativity be defined in terms of an externa! request
It's the countercreativity model, il (otaily defines the act of intervenlion us being externally c_ierer-
mined as a dinlogic inleraction, but et as 4 monalogic appropriation.

Knight: in modernity, ves, but once the site of irmmocuiate Conception is put to question . . .
Buchloh: When is that?

nghf: ,ﬂt the moment Lhe studio is no longer the primary site of production. But [ don't speak
about it in the same way as T would refer to the Buren effect, which, as [ undersland it, was to see
the need to question the studin funciion in order to open up the possibilities for a radical expan-
sioh of an art-historical probiem. Mine was based, al least mitially, on a keen interest in modeis
of production —architecture, et —thal are primariiy grounded, ance again, in larger socicpolitical
discourses, Of course, in order Lo maintain one's sarity, there exists o closet practice, musing end-
lessly with prapositions with the hopes that scmebody fmds out, d
Graw: Everybody has scmething in the drower.

Buchloh: s that what you do?

Knight: Yes. But I mus! suy again that [ never understood that ided of something happening again
and again in the sume specific place. It Jus! mares no sense 1o me,

Buchloh: What are you referring (o as something happening again and again in the sume place?
Knight: Studio produciicn. The continucus generation of work out of the same monalithic site.
Graw: How aiout the commodity status of your work? On the one hand 1 feal that your work s
consistently emphasizing o nonidenlist understanding of art as commaodily  for instance in the
Jlower Bouguer project. On the other hand it seems to emphasize that art is a commadity, but a
commodity of g special kind, especially as your works don’t circulate as much as others do as pure
exchonge vaiue on the market. So the commodity status is addressed—ycur wiork has no illusions
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apout it—but then agein you produce works that don't ciroulate on the market, It's a parados.
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Knight: Is it a parndcx? 1 would cail it a moment of registance in the commodity exchange, when
the receiver is given the task ta figure out how, if at ali, to commadify o product, which might
define the tzrms of its own unigue commodity staius. Not ia say ha! this Is somethiing that has
bean ciearly thought througn, but it is a posiion that ! desire for my work . .. Sumething that has
puery means available to it and every reasen to be consurned yer remains aloof sugyests thai the
pussibility for an interrogation exists. As Adorno would say, the moment of negation,
Graw: And now exactly does it happer: in ¢ work like the JK religf?
Buchloh: Or the mirrors?
Knight: ] don’t know if it does happen,
Buchloh: It doesn’t becuuse they're chjects.
Knight: But they're all objzcrs.
Buchloh: I wculd say that the mirrors and the JK logotypes are traditional ohjects: you can pul
them in an auction, you can sell them as a painting or a relief or a scuiprure,
Knight: You could put the beils or the credit curds for the Worldebt projeci. (1 auction as well.
Graw: They're less suitable to Lhis market sensibility because they carrespond less to the longing
For a signature style,
Knight: U've had numerous mirrors returned.
Buchloh: Numerous mirrors returned becouse of what?
Knight: Mayhe they are overdesigned.
Buchloh: Oh really, peopie didn’t like them anymore? What can they trade them for?
Knight: Presumahbly other art.
Graw: In what way is Lhis related to your notion of career? Faced with a situation where young
artists ave very positivistic and unhroken models of carear, your model seems to be the noncareer
ae careet.
Buchloh: This relates very weli to the previous question: how can one define one’s practice as ex-
ternally determined by commission, anly so o spear for lack of mare . ..
Knight: This niotion of career, or should we say areerism, is certuiniy the bankrupted (dea that
alicws for a seamless Lrajectory Lthrough o set of predetarmined goals that provides the producet
with the skills necessary to navigale the neoliberal global marketplace.
Buchloh: And so your model, and I think ir this case it's comparable to Michae! Asher's upproack as
well, is a thearetica! model that defines the artist as norproducer. But it's nat just a case of refusal
or regation only, it's muck more complicated thar this, and you were just about to eluborate on icin

a very inleresting way, that it's not a withfolding position, it's nat o position of pure negation, 1t

a postiion that imtricately engages witn the condition of cultural production and with the concept of
Lhe responise that you provide to those conditions, namely corparate cultural demands for pure util-
ity. In a sense you muke o contract every single time you make a work, anticipating that the work
will be used anyway. The work has no freedom, the work has na autonomy, the work is inscribed
fromi the very beginning in a Lransaction of exchange, deployment, representational functions. In
those terms it is pessible to sez why you engage in a contract only rather than a model of creativily
and independence and autonomy.

Knight: 1 think it represents an inversior. of what tokes place in the marketplace conundrum,
wherein a contract (s presured onto the recelver through strategies of seduction. In turn, the con-
sumer assumes they re in control as a commissioner of that pair of shoes or sculptural knick-knack,
wher in fact it is precisely the conirary. Understanding Lhat is to understand the need for o position
of resistance, which ! think resides in the inversion of the order of vieed, that can ailow an artist
thie apportusity to touch upcn subjects of consumption and exchange, and the design strategies
that sustain their presumed purpose within the culture industry, without reverting 1o the roie of

o cultural custodian.

This test was published it Texte zur Kunst 55 (Septermnber 2005): 118-137.
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— . lohn Knight, 87° 1999, View of water tower, Storm King Art Center. In response to a request for a
3.20  project that brought together both site specificity and institutional critique, the artist positicned a
— telescope that, when positioned at 87°, braught into view the water tower located on the grounds of the
company run by the initial patrons of the sculpture garden. Courtesy of the artist.
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from the critique of institutions to an
institution of critique (2005)
andrea fraser

Nearly fory years after their first appearance, the practices now associaied with "institu-
tional crilloue” have for rmany came to szem, wel, institutionalized. Last spring alone, Da-
nicl Buren returmed with 2 major installation to the Guggenneim Museum (which Zamously
censored both his and [Zans [1aacxze’s work 1 1871); Buren and Olafur Fliasson discussed
the prokiem of "the instilulion” Iz these nages [of Artforum]; anc the LA County Muaseum
ol Art hiosted a conlference called "Institutional Critigue and Aller” More sympesia olarned
for tne Getty and the College Art Association's annual cenference, a.ong with a special is-
sue of Texte zur Kuns!, may very we.l see the further reduction of instizutional critigue to its
acromym: 1C. Ik,

Iz the context of museun: exhivitions and art history sympesia such as these, one
increasingly finds institulional eriticue accorced the unquestioning respect often granted
artistic phencmena that have achieved a certain nistorical stalus. That recogrition, how-
ever, quickly becomes an occasion to dismiss the critical claims associated with it, as re-
senlment of its perceived exclusivity and high-handedress rushes to the surface. How can

artists who have become art-historical institutions thermselves clairr o critique the instite-

tion of ar:? Michael Kimmeiman provided & rendy example of such skepticism ir: 2uis critical
New York Times review of Buren's Cuggenheim show While the “criligue of the instiution of
tne museum” and the “commodity status of art” were “counterestablishment 1deas when,
like Mr. Buren, they cmerged forty or so years ago,” Kimmelman contends, Buren is now
an “officiz] ardst of France, a role that dees not secrn o trouble some of his once-radical
fans. Mar, apparently, does the fact that his brand of inelitutional analysis . |, invariably de-
per:ds on tne largesse of Institutions like the Guggenheim.” Kimmelman goes on to corrnipurs
Buren unfavorably to Chris'o and Jeanne-Claude, who “operate, for the most part, outsice
traditional inslitutions, with fisca: indevendence, in a2 public sphere beyond the legislative
contre of art experts”™

tarther deubts about the fistoric and present-cay efficacy of Inatitutions] critique
arise with laments over how bac things have become in ar: art world T wiich MoMA opens
its new termmperary-cxhibition galleries wilh o corporate collection, and art hedge furds a2
sharecs of single paintings. In these discussions, one finds a certain nostalgla for instilutional
critique as a now-anachronistic art'fact of an era hefore the corporate megamuseum and
the 24/7 global art market, a dime when artists could still conceivanly take up a crizical
posiden against or culside tae institution. Teday, the argument goes, there no longer is an
autside. How, then, can we imagine, ruck less accompiish, a critique of art institutions
when muscurt and market have grown into an all-encormnpassing apparatus of cuitural
relfcation? Now, when we need it most, institutional critique is dead, a vietim of its success
or [aiture, swailowed tp by the instituticn it stoed againsl.

But assessments of the instilutionalization of institudonal critique and charges of
its cbsolescence in an era of megamuseurns and global markets founder on a hasic miscon-
ceplion of what insti*utional critique s, at least In Jigar of the practices that have come to
ceune It They neocessitate a reexamination of its history and aims, and a reszaternent of its
urgent stakes in the pregent.

[ recently discovered that none of the half-dozen people often considerec the
"tounders” of “instituticnal crivique” clalim to use the term. 1 first used t in print in a 1985
essay on Louise Lawter, "Ir and Out of Place," when 1 ran off the row-familiar lisl of Michael
Asher, Marcel Broodthacrs, Dariel Buren, and Hans Haacke, adding that, “while very ¢ ffer-
ent, all these artists engageld) in insiitutional critigue.™

[ probably first encountered that list of names coupled with the term “Institution”

in Benjamin H. D Bucklch's 1982 essay "Aliegarical Procedures,” where he cescribes “Buren’s
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and Asher’s ana ysis of the ristorical place and function of aesthetic constracts within
ingtitutions, ar liaacke's and Bruodthacrs” operations ravealing the materizl conditions of
thuse institutions as ideological ™ The essay contirues with references o “ngilutionalized
language.” "institutional frameworks” “inatitutional exhibiticn topics,” and describes one of
the "ossential features of Modernism” as the “impuise 1o criticize itse’f from within, to ques-
ton its institutionalizatioe” But the term “institutenal critique” never appears.

By 1985, T nad alsa read Peter Blrger's Theory of the Auant-Garde, which was pub-
lished in Germany in 15974 and xzally appeared in English translation in 1984. One of BUr-
ger's central theses is that “with the historical avant-gards mavemernts, tre socia: subsysten
that i= art enters the stage of sclf-criticism. Dadaism . .. no longer criticizes schools that
nrececed it, but criticizes art as an institulion, ana the course its development took in bour-
geois society”

Having studied with Buchloh as well as Cralg Owens, who edited my 2553y on

Lawler, 1 -hirx it's quite possibie that one of them let the phrase “instizutional criticue” slip
b, It's also possiole that their students in the mid-"80s at the Schaol of Visual Arts and Lhe
Wwhitney Independent Study Program {where Haacke and Martha Rosler also leciured,—in
cluding Gregg Bordowitz, Joshua Decter, Mark Dion, and me—jusl started using the term as
1 shorthand for “the criligue of institutions” in our after class debales. Not having found an
earlier »ublizhed appearance of the term, 2is curious te consider that the established canon
wo thaught we wers recelving ray have just been forming at the dme. It could even be that
tnir very recention of len- or Gfteen-year-oid works, Teprinted texts, and zaray translations
iby the ikes of Douglas Crimp, Asher, Buren, Haacke, Rosler, 3uchlon, and Birger), and our
perception of thase works and fexts as canorical, was a central momern: in the process of
institutional critigue’s so-called institutionalization, Ard sc 1fird myse.f enmeshed in the
contradictons and complicities, ambitions and ambivalence that imgtituticnal critique 1%
ofen accused of, caughs between the seil-flattering possibility thaz [ was the first perscn
ta put the term in print and the criticaliv shamers. prospec of naving »layed a rcle In the
reduction of certa’n radical practices 1o a pithy catchparase, packaged for co-oplation.

If indeed, the torm "irstitutiona] crique” emergea as shorthand for “the criligue
of instizutions,” today that caichphrase has been even (urtaer reducec by reslrictive intar-
prelztions of its constituent. parts: “instituticn” and “critique.” The practice of inslituticnal
critique is generally defined by its apparen! object, “the insttution,” which ig, in turn, laker

o vefor primari’y to estabiished, arganized sites for the presentation af art, As the flyer for

the symposium at LACMA put it, institutional criticie is arl that exposes "the structures and

:ogic of museums and art gallerles " "Critigue” appears even less specific than “instizution.”

vacillating hetween a rather timid "exposing,” "retlecting.” or “revealing,” on the ane hand,
and visiens of the revolutionary overthrow of the existing musealagica. arder on the other,
wita tac Insttutional critic as & guerrilia Oghter engaging in acts of subversion and saho-
tage. areaking through walls and floors and doors, provoking censorship, bringirg down the
powers that be, n elther case, "art” and “ardst” generally Cgure as ariagonisiically coposed
to ar "Instituticr” that incorparates, co opts, commodiies, and otherwise misaporopriates
cnee-radical —and uningtitutionalized—practices,

These representations can admittedly pe found in the texrs of critics associated
with institutional critique. Howeaver, the ides that institutional crizique opposes art to irsti-
tution. or suppeses thatradical artistic practices car or ever did exist outside of the institu-
don of art before being “instittticnalized” by museums, is contradioed al every lurn by the
wriangs and work of Asner, Broodthaers, Burer, and Hancke. From Sroodthaers's annouince-
mer: of his first gailery exhibition 1 1964—which he beging v conading that “the dea of
inventing something insincere finally cressed my mind” and then informing ug that his

»

ceoaler will “take thirly percent™—the crilique of the apparatus that cisiributes, prescnts,
and collects arl has beer insenarable from a critique of artistic practice izself. As Buren put
il in “I'he Function of the Muscurn” in 1370, if “the Museurn: makes is ‘mark,' imposes it
framc' . . . on everything that is exhibited in i, in a deep ard indelible way," it docs so casily
necause “everylhing thal the Musewm shows is only considered and produced in view of belng set in
1.7 In "The Functicn of the Studio” from the following year, ne couldn' he more clear, arga-
mg that the "analysis of the arl system must inevitabiy be carried cn” by investigating soth

the studio and the mu:

1 g3 customs, the ossifying custerns of art™

Moeed, the cTiflguce most consistently in evidence in the posl-sludio wark ol Buren
anc Asher is almed at artstic praciics ilsell {a poirt that may not have been “ost on other
artists in the Sixlh Guggenheim internaticnal Zxbibitien, since it was they, not mussum
officials or trustees, who demanded the removal of Buren's waork it 1971). As helr writings

make clear, the institutionalizadion of art in museurns or its commocification i

cannol be concelved of as the co-optation or misappropriation of studio art, whose por-
tzble form predestines it to a life of circulation and exchange, markel and museclogica.
incorperation. Taeir rigerously site-specific interventions developed as 3 means not cnly

to reflect on these and other Institutional conditions but alse to resist the very forms of
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appropriation on which they reflect. As transitory, these werks {urther acknowledge L
historical specibeity of any critical intervention, whose effectiveness will alwzays be limited
10 a particular dme and place Broodthaers, however, was the supreme master of perform-
ing critical obsclescence in his gestures of melancholic compiicity Just three years after
munding the Musde d'Art Moderne, Départernent des Algles, in his Brusseis studio = 1868,
he put his “nuseurn fction” up for saie, “for reasons af bankruptcy” in a prospectus that
cerved as & wrapper {or the catalogue of the Cologne Art Fair—with a limitec edition sold
trvough Gaicrie Mickael Werner. Finaly, the rmost explicit stalement of the elemental role of
artists i tie institation of art may have baen made by Haacke. “Axtisls ™ he wrote in 1974,
“as much as eir supporiers and their enemies, no matter of what ideniogical coleration,
are unwitting partners. . .. They participate jointy in the maintenance and/er develcoment
of the iceological make-up of their sociely. They work within that frame, set the frame and
are being frarmned ™
From 1969 on, a conception of the “institution of art” begins to emerge that in-
¢ wides ned just the musenmn, noy even onyy e sites of production, distribiiicn, ana recep
tion of art, but the entive feld of art. as a social universe. In the works of artists associated
with irstitutional critique, it came to encornpass all ihe sites i which art is shown—iram
rruseurns and gallerics to corporate offices and collectors’ homes, and cven public space
when art is irstalled there, 11 also includes the sites of the procuction of art, studio as well
as offee, znd the sites of the production of art discourse: art magazines, catalogues, art
columens in the popular press, symposia, and lectures. and i also includes the sizes of the
nroductior of the producers of art and art disrourse: studio art, art history, and, now, cura-
lorial siudies programs. Ana finally, as Rosler putit in the title of her seminal 1979 essay, it
also includes al; the “lookers, buyers, dealers, and makers” thernsalves.
This conception of “Institution” can be seen most cleariy in the work of Haacke,
@0 came to institutional critigue through a turn from physical and environinental sysiems
in the 1960s to social systemns, starting with his gallery-visitor polls of 1969 to 1973. Beyond
the mos: encompasaing list of substantive spaces, places, people, and things, the “institu-
tion” engaged by Haacke can hest be defined as the network of social and economic reia-
tionships between them. As in his Condensation Cube {1963-1965} and his MoMA Foll (1570],
the gallery and museum figure less as objects of critique themselves than as cortainers in
which the largely absiract and invisible forces and relations that traverse particisiar social

spaces can be made visible *

Meving from a gibstanive understancing of “the instizution” as specific places,
argarizaticns, anc individuals to 2 concepiion of il a5 a social feld, the question of what
3 ingide and what is outside becomes much more complex. Engaging shose houndaries
nas becn a consistent concern of artists assoclates with institutional critigue. 3cganing it
1965 with 2 travad in situ a2t Wide While Space in Antwerp, Buren realized many works tnat
bridged merior and exterior, arlistic and nonargstc sites, revealing how the percaption of
“he sarae matenal, the same sign, can change raciczlly depending on where 1t is vicwoed.,

However. it was Asher wha may have realized with the greatest precision Buren’s
early understanding that even a concept, as socn as it "5 announced, and especially when
1t 1s ‘cxhibited as art’ ... oecomes an ldeal-cbject, whic orings s once again o e’

With his Ingtadation Mingter (Caravar), Acher cemonsrrated tnat the institutional-
izaviom of art ¢z art depends net on its location in the physical frame of an ingtitutian, Hul.
in congceprial or perceptuzl frames, Tirst presented in the 1577 cdition of Skulptur Projekte
in Minster, the work consizsted of a rented recreational trailer, or caravan, parked in differ-
ent parts of the ¢ity each week during the exhibition. A the museum serving az a reference
point 2ot tac show, visiors could fnc information about where the caravan could be viewcea
in situ that week. Al the size itself, however, nothing indicated that the caravan was art or
had any connection to the exhibition. To casual passersby, it was nothing but a caravan,

Asnor took Duchamp one szep further. Art is not art because it is signed by an
arlist. or shown in a museurn or any other "institutional” sile. Ar is art when it exists far
dlscourses and practices that recognize 1t as art, value and evaiuate it as ar:, and cansume
it as art, whother as object, gesture, represenzation. or only icea. The Institution of artis not
somerhing external 1o any work of art bul the irreducible condition of its existence as art.
Ng matter how public in placement, immaterial, transitory, relational, everyday, or even
invisinle, what is announrced and nercaived as art is a:ways already institutionaliized, simply
because it exisls wilhin the perception of participants in the fizld of art as art, a perception
not necessarily assthetic bus fungamentally social i its determination.

What Asher thus cemoenstrated 1s that the institution of art is not only “institu-
ticnalized” in organizalions like museums and cbjectified in art objecis. If is also internal-
ized and embodied in pegple. It is internalized in the competencies, concepiual models, and
modes of perception that allow us to proguce, write about, and understand art, or simply to
recognize arl as arl, whelnher as artists, critics, curators, art historians, dealers, collectars, or

rnusetm visitors. And above ail, it exists in the interests, aspirations, and criteria of value
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that orient our actions and defne aur sense of worth. These competencies and dispesitions
determine our own instituticnalization as members of the ficld af &rt. They make up what
Pierre Bourdiew calied nabitus: the “social made body,” the institution. made rind.

There is, cf course, an "outsice” of the instizulion. but it nas nc fixed, substantive
characteristics. 1t is only wrat, at any given mernert, does n.ot exist as an object of arlistic
discourses and praclices. But just as art cannot exist autsice the field of art, we canrot exist
cutside the Geld of arl, at icast not as artists, critics, curators, etc. And what we do ouit=ide
ihe field, to the extent that it rerrains oulsidae, can have no effect within it. So il there is ne
outside for us. it is not because the institution is perfectly closed, or exists as an apparatus
in a “lotally administered society” or has grown all-encompassing in size ard scope. [t 15
necause the instilution is inside of us, and we can't get autside of curselves,

Has institutiona) crifique heen institadonalized? Insatutional critique fas ansays
ween instituticnalized. It could only have emerged within and, like all art, can orlv function
within the institution of art. The insistence of ingdtutional critique on the inescapability
of insttutional determination may, in fact, be what distinguishes it mog: preciseiy from
other legacies of the historical avant-garce. [ may be unique among those legacies in its
recognitior. of the failure of avanl-garce movements and the consequences of Lhat failure;
that is. nol the destruction of the institutior: of art, but its explosion beyond the traditional
houndaries of specificaliy artistic objects and aesthetic criteriz. The institutionalizatior. 6
Duchamp's negation of artistic competence with Lre readyreade transformed that negation
into a supreme affirmaticn of the omnipotence of the artistic gaze and its limitless incorpa-
rative power. it opened the way for the artistic concepiuaiizalion—and commadification—
of everylhing. As Birger could already write in 19/4, “If an artist today signs a stove pipe ana
exhibits i, that artist certainly does not denounce the art. market but adants to it. Such
adaptation does not eradicate the idea of individual creativity, it athrms it, and the reason
is the failure of the avant-gard|e]™’

(£ is artista—as much as museums or the market —who, in their very efforts to es-
cave the inslitution of art, have driven its expansion, With each atrerpt to evade the lireits
of instirutional determination, to embrace an outside, to redefine art or reintegrate it intc
everyday iife, to reach “everyday” people and work in the “real” world, we expand our frame
and bring more of the world ints It. But we never escape it.

OF course. tha: frame has also beer: transformed in the process. The Guestion is

how? Discussions of that transformaticn have tended to revelve arcunc apoositions like

inside and outside, public ard private, citist and pepulism. But when these argurments
are used 1o assign polilical value to subsiantive conditions, they often fail to account for
the underlying distribations of power that are reproduced even gy conditions change, and
they thus end up serving te iegilimate that reprocuction. 1o give the most chvious ex.ample,
lhe enormous expansion of museum atdiences, celebrated under the banner of pobulism,
nas proceeded hand in hand with the continuous risc of entrance fees, excluding mf_are anc
mare Jower-ncome vositers, and the creation of new forms of elite participation with in-
crepsingly differentiated hierarchies of rmembpership, viewings, and gaias, the exclusivity of
which is broadly advertised in fashion magazines and society pages. Far from becoming iess
elitist, ever more popular museumns have become vehicies for the mass-marketing of elite
laztes and practices that, while perhaps less rarified in terms of the aesthetic compertencies
they cemand, are ever more rarified econcrrically as prices rise Al ol which also increases
the demrand tor the products and services of art professionals.

However, tne fact that we are trapped In our feld does not mean that we have
no cffect on, and are not affected by, what takes place bevend its houndcaries. Once again,
Haacke may have ocen the first to understand and represent the full extent of the intarplay
between what is inside and outside the field of arl. While Asher and Buren examined hox;f
an object or sign is transformed as it traverses physica: and conceplual soundarics. Haacke
engaged the “institution” a3 a network of social and economic reiaticnships, making visiple
the complicities among Lhe apparently cpposed spheres of art, the state, and corporaticns.
It may be Haacke, above all, who evokes characterizations of the institurional critic as a ne-
roic challenger, fearlessly speaking truth to power—and juslifably so, as his work has been
subject to vandalism, censorship, and parliamentary showdowns, However, anyore “m’liar
with his work shouid recognize that, far from trying to tear down Lhe rmuseum, Haacke's
praject has been an attempt to defend the institution of art from instrumentalization by
pelitical and econcmic interests,

Thar the art worls, now a global muitibillion-deilar induslry, s not part of the
"real world” is one of the most absurd fictions of ar: discourse. The current market boor, to
mention only the mosl obvicus example, is a direc: producs of nectiberal econar:ie palicies,
It belongs. first of all, to the luxury consumption boom that has gone along with growing
income disparizics and concenlrations of wealth—the heneficiaties of Bush's fax cuts are
our patrons—and, seconcdly, to the same econom:ic forces that have created the global real-

cstate bubble: luck of conficence in the stock market due to faliing prices and corporate
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accountirg scandals, lack of confidence in the hond market cue to the fsing nalional debt,
low intercst rates, and regressive tax cufs. And the art Inarket is not the only art world site

where the growing sconormic disparities of our saciety are ropracduced. They can also be

geen = whas are now only nominally ‘monprofit’ organizations lize sniversitiss—where

=1
WEA programs rely on cheap adjunct “ghor —snd museuams, where antiunion policies have

produced commpenzation +ulios between the highest and lowesi-paic empicyees that now
surpass forty ta che.

Reprosentations of the "art wornd” as whally 4uiincs from the “real world,” like rep-

" gerve specific funcions

sser-adons of the "instizulior” as discrete and separate frorm s,
in art discourse. They maintain sn imaginary distance betwecn Lne social and econormic
interests we invest in through our activities ans lhe euphemized artistic, intellectval, anc
aven political “interests” (or disintercstz] trhat provide those activides with content and Jus-
iy Thetr exigtenco. And with these represenaiions, we zlso reproduce the mythoiogies of

.,

- frasdom and crenlive ormvipotence that have made ar ard ariists such attrac-

valunts

n

tHve ernblems for secliveralism's entrepreneurial, “gwnership-saciety” opiimists. That such
ootimism has found pariscl artistic expression in neo-Flurus pracices like reiational acs-
-helics, which are now in perpetual vogue, dermorsirates tne degres to which what Biirger
called the avant-garde's aim to integrale "art into life prax’s” as avolved into a ighly icea-
logical fovm ol escapism, But this is 1ot just ahaut ideclogy. We ars not anly syrabols of the
rewards of the corrent regime: In this art rharket, we are its civect material neneficiarnss.
Every time we spaak of the “nstitulion” as other than "us,” we disavow our role in
‘he creation and perpetuation of i:5 conditions. We avoic responsibility for, or aciion against,
the everyday compiicities, compromises, and censorsrip— above ali, self-censorsiip—
which are driven by our own interests in he ficld and tha benefts we derive from it TUs
not a questicn of inslde or outside. or the number and scale of various organized sites for
the production, presentation, and distribulion of art. [s not a question of being against the
‘ratitution: We are the instiution it's & queston of whai kind of institution we are, what
kind of vaiues we insttutianaiize, what forms of practice we rewa rd, and what kinds cf re-
wards we aspire to, Because the ingtitution of art ie internalized, embedied, and performed

by indivicuals, these are the questions that. institutonal criticue demands we ask, above

all, of curselves.
Finaliy, it is this sel(-questioning —mare than a thematic like "the institution,” o

matter how broadly concelved. -trat defines instituticnal critique as a practice. If, as Bilrger

outit, the self-crilicism of the historical avant-garce intenced "the abolition of autonemeus
art” and its integration "Into the praxis of life.” it falied ir: botk its aims and its strategles 12
Howrower, the very institutionalization that marked this failure became the condition of
institutional criliGue. Recogrizing that failure and its consequences, institutonal critique
turned from tne increasingly bad-faich efforts of neo-avant-gardes at dismantling or escap-
Ing the institution of art and aimed nszead to defend the very instilulion that téue mstitu-
tionaization of the avanl-garde's "self crilicism” had creazed the potential for: an institudon
of critique. And it ay be this very institutiona:izatior that allows instituticnal critique to
suage the instituticn of art against the critical claims of its legitimizing discourses, against
ite self-representation as a sile of resistance and contestation, and against its mythologies

of radicalizy and symbolic revolution.
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3.9 Guerrilla Girls, Welcome o the Feminist Biennial, 2005. @ Guerrilla Girls. Courtesy
7 www.guerril lagirs.com.
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'.- _ Andreas Siekmann, Trickle Down: Public Space in the Era of Ifs Privatization, 2007. Courtesy of

! 13.22| the artist. This project, exhibited at "Skulptur Projekte Milnster 2007, presents side by side in the

— courtyard of a local palace a trash compactor and a large sphere of more than a dozen shredded
fiberglass figures. The figures are of the type commonly advanced as public art by city marketing
schemes. Pictograms that advance capitalism's primitive accurmnulation of public space run along
the inner courtyard and cover the compactor as well as the remains of the mostly animai-shaped

: i
lastic figures. 13.23 | ; : ,
o aur 3 23 i Andreas Siekmann, Trickle Down: Publfic Space in the Era of ifs Privatization, 2007,
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10 items of the covenant (1983)
laibach

1.

LAIBACII works as a tcam (the collective spirit], accorcing o the principle ol industrial pro
ductcon and totatitarianism, whicn means thar the indivicual does not speak: the organiza-

tion Goes. Qur work is ingustrial, our anguage politica .
2.

LAIBAC:H analyzes tiwe relaticn Setween ideology and culture in a late phase, presenied
taxoupn art ZAIBACH sublimmates the tension beween them and the existing dsharmonies
wsocial unrest, individual fruztrations, ideologicat cppesitions) and thus eliminates every
dircctideclogical and systematic discursiveness, 7he vory name and the emnblem are visibie
materializatiorns of the idea or a level of a cogriitive eymbol. The name LAIBACII 1g a sugges-
tion of the actual possivility of establishing a politicized (systerm} ideologica” art hecause of

the infucnce of nelitics and lacology.

3.

All art 1s sudject 1o political manipulation (indirect.y—censcicusness; directly), except far
that which speaks the language of this same manipulatics. 1o speak ir political erms
means to reveal and acknowledge the omnipresence of politics. The role of the most hu-
mane form of politics is the bridging of the gap between reality and the mohiiizing spirit.
ldeclogy takes the place of authentic forms of social cansciousness. Tae subject in madern
gociety ussumes the role of the peliticized subject by acknowledging these facts. LAIBACH
reveals and exXpresses Lne link of pelitics and ideciogy with industrlal production and the

urbridgeable gaps between this lirx and the spirit.

4,

The triumpn of anenymity and [acelessness has been niensitied to the abasolute Lhrough
a technological process. All incividual differences of the authors are annuiled, every trace
of individuality erased. The technological pracess is a method of programming function.
t represents gevelopment; Le, purposeful change. To isolute a particic of this pracess and
form if staticaliy means (o reveal man's negatior: of any king of evelution which is foreign
to and inadequate for his biological funeiien,

L. AIBACH adopts the organizational syster of industrial productien and Lhe iden-
tiication with the idealogy as its work metaod. In accordance with this, each memer per-
scnaliy refects his indivicuality, thereby expressing the relationship between the particular
form ol productien system and ideciogy and the individuz]. The form of social produclian
appears in the manner of production of LAIBACH music itself and the relations within the
group. The groun functions operationally according to the principle of rational transforma-

tien, and its (hierarchical) structure is coherent.
5.
The internal structure functions on the directive principle and symbolizes :he relation of

ideoclogy towards the individual The ides is concentrated in ore {and the same! nerson,

who is prevenied from any xind of deviaten. The quadruple principle acts by the same
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key (CBER—SALINGER—KFLLER—DACHAUER), which—predestined— conceals in isell an
arhitrary number of sub-objects [depending on the nsecs).

The flexibilily of anonymizy of the members prevents pessible individoal deviations
and allows a permanent revitalization of the Jternal juices of life. A subject who can ideni-
tify himse'f with the extreme position of contemporary inaustrial production automatically

becomes a LAIBACH member (and is simuitaneously condemned lor his objectivization;.

The basis of LAIBACH's activity lies in ils concept of unity, which expresses itself in eacn
media according o appropriate laws (art, music, film. . ).

The material of LAIBACH maniptlation: Taylorisr, bruitism, Nazi Kunst, disco . ..

‘The principle of work is totally constructed and the compesitional process is a
dicrated ‘ready-made”; Industriai production is rationally deveiopmental, but if we extract
from this process the element of the moment and emphasize it, we also designate o it the
mystica: dimension of allenation, which: reveals the magical component of the indusrria.
process. Repression of the industrial ritual ‘s transformed into a compositiona. dictate and

the paliticization of sound can become absalute tonality.

LAIBACH excludes any evolution of the orlginal idea; the original concept is not evolulionary
hut cntelectical, and the vresentation is only a link between this static and the changing
determinan: unit. We take the same stand towards the direct influence of the development
of music on the LAIBACH concept; of course, this influence is a material necessity bul itis of
secondaty importance anc appears only as a historica: musica? foundation of the moment
which, in izs cholce, is unlimited. LAIBACH expresses its timelessness with the artifacts
of the present and it is thus necessary that at <he intersection. of politics and industrial
sroduction (the culture of art, ideclogy, consciousness) it encounters the elerments ci hoth,
although it wanrs to be both, This wide range allows LAIBACH to oscillate, creating the illu-

sion of movement (deveiopment).

LAIBACH practices provocation on the revalted state of the alienated consclousness (which
must necessarily find itself an cnemy) erd unites warmiors and cppohnents Into an expres-
sior of a slalic toialitarian scream.

It acts as a creative illusion of strict institutionality, as a sccizl theater of popular

culture, and communicates only through noncormunication.

Besides LAIBACH, which concerns itself with the manner of industrial production in totali-
tarianism, there also exist two other groups in the concept of LAIBACH KUNST aesthetics:
GERMANIA studies the ernotional side, which is outlined in relation to the general ways of
emaotional, erolic, and family life, lauding the foundations of the state functioning of cmo-
tions on the old classicist form of new social idealogies.

DREIHUNDERT TAUSEND VERSCHIELDENE KRAWALLE is a retrospective futunstic

negative utepia, (The era of peace has ended.)

10.

LAIBACH is the knewledge of the universality of {he moment. It is the revelation cf the
absence of balance betweer sex and work, between servitude and activity. it uses ail expres-
sions of history 1o mark this moalance. This work is withcut Jmit; God has one face, the

govil infnitely many. LAIBACH 15 the return of action on beralf of the idea.

1 hie toxt was written i1 1982, 1t was arigirally oublisned ir Nova Fewviig 2, nos, 13-14 {1983 Translates by e bers of
Laibizeh, it was st punished in Englisk .n Lau-a Footman and Toma8 Pospiszyl, eds., Primary Docoments: A Source-

hook for Fastern s Cenfral Eurcpean At since the 1950s (New York: Mesedam of Madern Ars, 20023, 284-296.
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Rirkrit Tiravaneja, Untitled (Free), 1992, Courtesy of the artist and 303 Gallery, New York.
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tactical media (1996)
critical art ensemble

Mary traditional practitioners of anti-autheoritarian resislance tend to dwell on the micre-
phenemena of tacties. This is understandable, since tactical activity has many of the char-
acteristics that are valued by this variety of activist. Tactics arc immediate; they address
2 particular real-space situation; they are grounded in a sense of "commurity”™: they can
aelilver moments af empizical freedom; and their ad hoe nature prevents them: Zrom trans-
forming and solidifying into a structure of authority. At the same time, the very elements
which make tactics a focal point for some resistant groups also revezl the weakness of over-
emphasizing this particular category of struggle. Real-space tactics alone tend to removela
situation from the continuity of space and tfime, and treat the event as an independent vnit.
‘I'he problern here is that tactical pianning and activity in real space is far toc localized and
limzited in & time marked by nomadic maltinaticnal power.

Consecuen:ly, the appuaratus of punisament has easily designed countertactics

not only to contain a resistant situation, but also to control the representadcn of the event
after it has come to an end. Pancapitalism, using a strategy of conlinuous counterinsur-

gency, has constructed a sight machine that not anly allows for the total visualizalion o?

its theater af operations, but also facilitates either a rapid distribution of ils Interpretation
of the meaning of a piven siluatior, or an accelerated reduction of an evert into invisibility,
Resistance thus becomes irprisored in a particuiar moment in tirme, and locked indo a par-
ticular area in space. The corporate state ciearly understands that contained localized activ-
ity. even in aggregate form, does not affect general poiicy construction and deployment,
CAE oelleves that no one understands the unforsunate condition of traditicnai
tactics and their fetishization better than radicsl electronic media activists, artsts, and
theorists. Hence, thaose groups musi ask: What are we to do now? Resistance in the age of
the virtual requires extreme reorganization if it is to be successful at this crucia! moment
in history. Al the lactics of the past must be roviewed with an intensely skeptical eye, and
In addition, al! other ejemonts of struggle must aiso be reconsidered. The radical left cannat
atford ‘o focus selely on tactics in real or over i virtal space, NOr can it act as if tactical
planning and activity exist in 3 vacuum. Strategy, logistics, resistant social organization,
and even radical subjectivity itsclf should all be re-evaizated. The reason for such extrerne
measures is clear: Tne radical lefl is losing the means to appropriate, distort, ar even blind
the vision of the sight machine; however, an the virtual battleflelds of the new media appa-
ratus, resistant powers are finding the means for visual alsraption, as well as the methads
for cisturbing the construction and deployment of authoritarian policy. Through the usc
of crifique, resisters can map the virtual terrain, and from: this information, new tactics of
resistance can be deduced, However, possibilities arc aiso needed other than reactive tactics
fltered through instrumental aims. Tactics which spring from nonrational, nonutilitarian,
perversc, and unreasonable consciousness, as well as from absurd anc delingquent social

currenss, should also be investigated with equal vigor.

BwO NOW. BwO NOW. BwQ NOW.

Imperfect flesh is the foundation of screenai econgmy. The frenzy of the electronic sign
osciliates between perfection and excess, production and counterproduction, punic and hysteria,
BwO now. The electronic body 1s the perfect body. The electronic body is the complete bady. It se-
duces all wha see it inta the Bliss of the surface. It reinscribes the flesh as the sight of the abject,
the disgusting. BwO now. The electronic budy 1s the perfect body, The electronic body is a body
Without organs. It iy both self and mirrored seif. The electronic body does not decay; it does not
need the plastic surgeon’s scalpel, liposuction, make-up, ot deodorant. The slectranic body cannat

suffer. not physiclogically, not psychoilogically, not sociclogically. It (s not conscious of separalion,
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The electronic body seduces all who see it into Lhe biiss of counterproduction by offering the hope
of a bodily unity that will rranscend consumption. But the poor pathenc orgunic body, alwoys in a
state of becoming. Pernaps if it conisumed just one mare preduct, i 100 could become whole, perhuns
it too could become a body without argans, sliding in screenal space. But the electronic nody 0sCil-
lates helween panic perfection and hysterical decay. The electronic body reinscribes the flesh as the
site of the abject. At any mament the orgaric body could fracture und its surface could decay with
sickness, ooze, and the squirting of antisocial fluids. The electranic body has consistently sacwm the
splitting of skin, the erupticn of pus, the projecting of vomit, the spilling of guts. Any sign of the
organic in soreenal space exists only to instill fear, conlempr, and gmbarrassment.

Bw( dreams ¢f o body that never existed. Bw(Q dreams of a body that never existed.

Bw( dreams of & body that never existed,

Deep spectacle began with the advent of urban planning in the nineteenth cen-
tury, wnen all the architectura! micro-phenomena of spectacle were netwarked into » unified
rnanifestation of bourgeois ideciogy. Shortly afzer this deveiopment, spectacle took incress-
ingly huge leaps forward by incorporating generations of electronic rrass media (zelegrapn,
radic, cinema, se.evision) inte the visual apparalus. When the rapid grewth and the insidious
functior: af the spectacie were finally strategicaily identified and attacked in the 1960s, an
understasgunle error was made in assessing the overall use of the media apparatus. Rather
tharn heing developed as a great homogenizer of populations, it was canslructed as a Mmeans
to narroweast specialized identities to varicus social aggregates, as well as to articulate social
bourdaries beneficial to 3 muldrational ruiing class, and tc gonerate nationajist illusions of
wellare capitalism. On the other hand, the early crifics of spectacle were quite correct when
they argued that the media apparalus is the primary means of mediating social relasion-
ships. The response to this developmenl emerged in the form of the tactics of subversicn,

The power of countergnectacle to sudvert authoritarian representation rasts on
three slrategics: The [irst intends 1o reveal the exploitive ideological imperatives that the
spectacle masks, the second intends to reveai all that spectacle erases, and the third intends
to collapsc speclacie into its own rmeaning'ess rhetoric. Very quickly, tactics for subverting
spectacularized representation surlaced in forms such as détournament, appropriation, Tadi-
cal juxtaposilioning, conceptualism, and plagiarism. Thege methods were combined with
research into alternative means of distribution, such as guerrilla and invisible theater anc

graphics, piratc radio, 21:d televisior, and even the hostile appropriation or jamming of state

media dislribution centers. [+ was soon realized {after '68) that the successes of such actions
were temporary, because the powsr of the spectacle to resituate itself made it possibie for it
to recensume subversive practice, and because of the strong corparate hold on distribution
networks. A realizalion quickly emerged that resistant tactics had to cortinually evolve to
remain disruptive, and that the ideq of achieving sorial utopis had to be surrendered ance
and for all. To compiicate the problem further, just as the strategies of subversion began
to bloom, spectacle lost its place as the key 1o power. [t was rapicly reduced to o hollow
regional garrison:  a mere trace cf the antiquated notion of POWET a8 presence. A rnew de-
certralized communication apparatus arose, made possible by the ascendancy of computer
and satellite technology, that allows multinational power to retreat into a]bsénce, where it
is free from the theater of subversive operations because it can be everywhore yet nowhere
simultancously. From this moment cn, the tactics of subversion have survived primarily to

support virlual sirategics and tactics that have yet to be fuily developed.

Cyborg as Bureaucrat
H . 1 o i + . : :
You know, [ always thought technology was qoing toc make my life exsier. I'm 1old that
the down of the informatios i id that 1 ' i H
i yormaticd age s upon me, and that info - i
- " q r &, aria that injormation technology will be designed for
premiunt convernterice. But wkose convenience? Not mine, Convenlence reqlly meuns “efficiency,”
wd that alu - pe +a ; : : . ,
and that always means more work. [ turned in my typewtiter for a powerful computer, helieuing
that [ would have more free time 1o spend with fami Tiend :
: time 1o spe ith famil T e of iged '
1 ] pend with family and friends. Then the office raiged the rate of
T, + Iat ol a5 T 1
production. Not only de [ have to work harder, but T have to use my holiday time tc attend computer
clnsses in order to keep up WIth the latest software.

Th N Fiits T [ [

e corporate futurologists ralk of evoiution, revoiution, neus horizans, and alehal vision
Well their olobal vision i blingi , e
Weil, their global vision is blinding me. My computer has a program that counts my keystrokes. It

grite & il i 1iells ¥ i J
watches me ail the time, and tells me when I am rot working hard envugh. It's iike the computer
is my bass. Every 1 leaue my cormm - \
s my bass. Every time I leave my computer, [ return to [find the message “insufficient datq entry”
posted on the screen. What's really frightening is that I've actualiy begun 10 care [ hegitate to lenve
miy workstation for any reason. I guestion, and even ignore, miy own needs and desires, and instead
concern myself with the demands of my computer

erh oy . - N = 13 H :

Perhaps 1f T go oniine 'l find someone to talk to, and to commiserate with, Du! this
bechniolagy coninects me to a thousand voives I cannet hear | reach cul and touck no one. Sure, it's
a world without horders but it’ rorid with ¢ i

L1t's a worid without people tog. I am separated from others more thar

e o " . . :
T'ue ever been. Text on a screen is poor company. THis new day isn't exactly how [ imagined it, It
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certainly isn't how the corporations described (T They just want to plug me in, and | can't unplug
myself. ’'m hooked up, inserted, unfulfilled, but ready to go. just another office drone.
Perhaps the only release is self-sabotage -—to short-cireuit the fear that keeps me tied to
3 dl g J r

my machine. I hack myseil to reestablish the boundaries between my flesh and their fechnology.
a A o

The resistant situation has detericrated, and not just on the sociological level.
Since the emergence of the virtual sweatshep, individuals ca ught in the labor machine
have experienced a sharp increase In the intensity of alienation In thelr everyday lives. The
cotporate desire to attach the worker or the bureaucrat to the tools of production is cer-
zainly nothing new; however, what has changed s the design of the machines to whick the
worker can be attached. “he current generation of machines now siralate authoritarian
consciousness. Not anly is the houndary between flesh ard machine continuing to srode,
but organic consciousness is being invaded and colonized by allen mental structures, The
sipht machine not only scans the surface of the bedy, but it also penefrates the mird. ana
infects it with dala-driven consciousness and machinic intelligence. In support of this de-
velopment, the spectacular wing of the sight machine barrages populations with seductive
Gauble-edged promises of convenience, body reconfiguration, new spirituality, v& emergent
comrmunity, and democratic aceass to knowledge and speech. Thus far, ~hiz spectacular me-
dia carnpaign has managed to convince increasing numbers of individuals that technology
exists solely for their libetation. But anyene who has spent even a moment ata virtual work-
sration knows that these machines were not designed or deployed out of any intention to
linerate, but as a means to increase control of an individual (while simultanecusly making
considerable profit) through increased mediation of social interaction, anc by implanting
mechanisms of interior self-surveillance. The consequence s an intensified form of social
alienation that corjures feelings of loneliness and separatior: so profound that conscious-
ness is looped back into now -purified cycles of production and consumptior. Having lest the
primary pteasures of sexuality, socianility, mind alteration, and other nonulilitarian possibil-
ities, individuals have no choice bul to engage in work (alicnated production) and in forced
leisure (asocial consumption) in a futile atternpt to find pleasure and self-satisfaction.
This situation has been met first and foremost by the tactics of refusal. In its most
naive form, refusal Lo be a cyborg drone manifests itself in reactive and desperate forms
of nec-Luddism, such as smashing televisions or blindly crippling computers. At a Tore

sophisticated level of resistance are the tactics of selective refusal: that is, some develop a

phitosophy of technology that allow therm to separate the more utopian characteristics fram
those detrimental ta individual autonomy, and then they act accordingly. Representation to
assist individuals in this consciousness-raising process is one of the mast significant con-
tributions that producers of counterspectacle can presently make, The final level, which is
limited due o inequitable distribution of education, hardware, and software, is not negating
but affirming, Those with the ability to da so should continue to irmagine and create harda-l
ware, software, and networking strategies that resist. to the highest degree possible, the pan-
capitalist imperatives of contral, consumption, and production. The di.fﬁcul-*_ies of achieving

such ends cannot be overstated, but such is the task for a new generation of visionarcs

Data Body

Famnot real. I am redundant. [ am simulation luing in physical space. My function is to
mediate the intersection between information and production. What is real? Req! is the mformation
that validates my existence as cyborg. Real is my data body—the flow of files which represent me
Currect:on. I represent them, The date is the original; [ am the counterfeit. Loak ot all the files that
mtersect my crgonic subjectivity: credit files, trave! files, educarion filzs, medical files, employmant
files, communication files, paiitical files, lux files, mvestment files, consumption files, files or.-m- nfin-
ity. Were {1 mot for these digital abstractions, | wowld have no existence in tie reaim of the socig!
; ‘ , ) .
These files explain to athers the nuture of rmy social role and cuitural identity. As an individual, my
mput 1s considered contaminoted. Desire is to ke programmed into my life by those who control
my data body, My being-in-the-werid is reduced ta the politica! and economic result of my daily
activities. All my uctions are carefully surveilled ang statiatically scrutinized to make certain that
I follow the commands of my program, and thar T do nol exceed the Lrogram's parameters.

When I come to this territory, I was stopped By an official at the airport. He took my
passpor!, and scanned it. | cannat say specifically what he discovered, bul | am sure that m.y
data hody assured him that I, this organic mass before vou, wog permitted to cross geographic
horders. Nothing I might say was of the least significance to the afficial. Cyborgs have ne common
language. But we can interface with the dota body, 50 we are never alone. Is this not better iiving

through technology?

"l" - S + i ~ M
The appearanice of the mature form of the data body is an indicator of two prab-
-+ 7 ~ e e o 3 3
lems that plague resistant cuiture. The first is a micro-level problem, of concern te all people

{whether they know it or not) in technologically saturated societies: Now that the data tody

BIpaw |ealoe;

2|QIUBSUS LB [EDID

LEV




438

has appropriated ang defines one's social heing in the world, how can contral of this virtuzl
twir be returned to the individual so he or she can again have the sovereignty Lo construct
and control personal representation in the realm of the social? the second concern is a
macro-level problern: If the data body is indicative of an absent wirtua! power which contrals
information and constructs sociai policy for purposes of dernination, now can this virtua.
power ze cortranled (made present) and cha’lemged by resistant forces?

Thore is 1o choice but to meet Lnis two-pronged menace with the tactics of direct
attack. Unfartinately, such lactics are severely uncerdeveioped. Much like the tactics of
rafuzai, clectronic resistance seems o be reactive and blindly destrucdve. Typical of this
situation are offenses such as clectronic assassinatior {electronic attacks an the dats had-
les of offensive individuals), random reiease of viruses, idiosyneratic sccurity breaches, and
other adolescenl pranks. While these actions do oifer the perpetralars moments of amuse-
ment, they too often hurt the undeserving, or alert members of the elite virtual class to
weakressas in their security systerns, which in turm helps strengthen wirtual hunkers. Indi-
vidualized attacks shouid focus on reappropriating cne's own date hody, using the tactc of
Gata corruption. or deletion. This way the individual can maintain relative control of rig or
her own virtual representaticn.

Tre tactics necded to attack the policies and practices of the elite virtual class are
much differer:, Here, there ‘s a profound need for informed sirategic aclion. This means
that, first, the elite nust be relurned to sedentary status (as opposed to its current nomacdic
status). and second. that something of value <o virtua! power musl be appropriaied and
withheld. CAE suggests that nemadic power can be found in presence in the virtus: en-
vironments of cyberspace, and second, that the object of value to he appropriated is vital
information (such as rescarch and development dalabases) or the conduits of infarmation
sransfer themse.ves. Without tomal information access, aor deprived of fuil velocity informa-
tior: transfer, the networks of vision and producten collapse under the weighl of thelr own
inertia. [n the end, it will be cheaper for virtual power to negatiste its policies rather than
for it 1o sustain unrelenting hits on its comrmunication system. Resistant forces no longer
require viclence nor destructicn to cbtain their goa's. Al thar is necded are rourageous
virtual activists with the skills to slow the velocity of the system. This is the hearl of the

taclics of clectronic civil disoocdience.

Tris essay was pubidsned in Radica! fmage, axh, cat. (Graz: dustran Triennial of Photography, 1996).

®™ark, promotional image, 1998, Courtesy the artists.



tactics inside and out (2004)
gregg bordowitz

To the Research Labs, Sirs: You may be proud
As peacocks. You've endowed
Us from the start with freedoms that entrap.
We are the red-eyed mice on whom your maze
Is printed. At its heart a littie cloud
Thins and dwindles—zap!—
To nothing in one blink of rays.
—James Merrill, from The Changing Light at Sandover

“Ir: the 1980s, many artists used the terrn 'intervention’ o describe their interdisciplinary
approaches. While intervention specificaliy means to stand between things, or to bridge a
situadicn, in the case of the arts, it peints to practices that use the strategies of art to engage
a larger public” So wrate Nato Thompson in his curator's statement accompanying “The

Interventionists: Art In the Social Sphere,” a show currently on view at Mass MOCA that

includes work by such artists and artists’ collectives =5 the Atlas Group, Williar: Pope L,
the Yes Men, subRosg, and Crilical Art Ensemble (CALE). An exhibition that ermbraces overtly
political art is an anomaly at this maorment, purposely curated against the grain of con-
temporary trends, but "the Interventionists” ended up becoming political in a way that
couldn’t have been anticipated by its organizers or participants. Weeks before the opening,
CAE foundirg member Stevert Kurtz became the target of an FBI investigation that led to
his detention. His house was searched and condemned as a bichazard, This was followed by
a flurry of grand-jury subpoenas to Kurlz's colieagues under the Biological Weapons Anti-
Terrorism Act. The FBI impounded Kurtz's personal property, including lab equipment and
matenials to be included in Free Range Grains (2004), CAE's project for the Mass MOCA show,
When "The Interventionists” opened on May 30, it did so without CAE’s contribution be-
ing fully realized. Their half-finished installation stands eerily in place, with staternents
explaining the circumstances posted around an ernpty refrigeration unit. Prevented from
participating in a major museum show and advised by legal counsel to remain silent, CAE
were effectively gagged by the government’s wildly incommensurate response to the discov-
ery of bacteria-laden petri dishes in an artist's home. But the group’s tactical politics, on the
other hand, proved itself irrepressible, as a network of activists operating hoth within and
outside the art world mounted almost spontanecusly an impressive, immediate, and highly
effective publicity campaign on behalf of Kurlz and CAE: No one could deny that thege “in-
terventionists” had successfully penetrated the social sphere, and in a way not encountered
in more than a decade.

CAE make experimental art. Formed by Kurtz and Steven Barnes in 1986, CAT was
fram the start intended to be, in their own words, “a collective of five artists of various spe-
ciatizations dedicated to exploring the intersections between art, technology, radical politics,
and critical theory” The job of the contemporary artist is too large for any single individual,
they reasoned. The labor entailed—theorizing, writing, planning, funding, executing the
work, travel—could be competently handled only by z team. (After all, the proper nouns
under which so many artists' ceuvres appear are merely brand names. backed by office
workers, assistants, and spensors.) So the fve ariginal members of CAE—though member-
ship is no secret, they prefer anenymity—organized into one entity.

Like many groups that formed in the late 805, CAE is a descendant of the leftiat
political struggles that ran aground in the '70s. Those of us ieft searching amid that wreck-

age tried to formulate novel, pragmatic, and effective approaches to activism. Co-arising
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with the emergence of the term “laclical media,” CAE cefinec their precepts largely through
their practice: “Tactical Media is situational, ephemeral and sell-terminating” Tacticians
address shovi-term goa’s and achicvable aims. They work collaboratively, in small autono-
mous groups loasely alignea with similar constellations of actors. Thelr approach comes out
of a distinction drawn from military theory: Sirategy is how you win a war; tactics are how
battles are decided. The AIDS-activist movernent, which also arcse in the late '80s, likewise
adopted tactical approaches to achieve its aims. It is interesting to nete that CAE's Cultura:
Vaccines (1989, a work that addressed HIV infection in the LS, led to the formaten of Tler-
da's first ACT UP chapter, and several CAE members were Instrumenlal in its founding.
Wriling Lheory is a central Zeature of CAL's project. Their first two books, The Eiec

tronic Disturpance (1994) and Electronic Civil iJischedience and Otner Unpopular [deas {1996), arc
benchrmarks in discussions Pnking art to activism on the playing field of the virtual. These
treatises argued that mass cemenstraticns and picket lines no longer seemed effective.
Extensive TV coverage of the civil rights struggles in the '50s ted the Yippies and the Black
Panthers to greater soecracular extremes in the '60s, By the end of the "/0s, all of it—the
previous two decades of upheaval—had been recuced to mass enteriainmenst cliche. In the
'80s, emnergent technologies. - from congumer camearders Lo personal computers—acreated
anew ground: a global network socicty in which information became the primary commaod-
ity. On this new terrain, online coal’tions of hackers, avatars, and bodies-without-orgars of
all kinds might possibly succeed whete past effarts failed. Tae cigiral revolution not only
affected clectronic media, it worked directly at the ievel of biology In the mid-"90s, CAE
shifted artent’on from infotech o biotecn. Questicniing corporate scicnces reach ceep inta
the humart hody became the aim. Flesh Machine {1997-98'—a nook as weil a3 a project com-
bining performnance and audicnce participation in scientific orocedures investigzled how
the industry of human reproductive technology revitalized cugenics theories. The cn-site
lab worx invited participan:s to "assess the polenlial value af their bodies as commodities,
and henee their place in the new genctic market economy” With Digital Resislunce: Explora-

ticns in Tactical Media (2000}, much of what was written in the carly books was rethought

and extended, based on assessents of past practice. Molezular Invasion {2002) moved the
tactics into counterhegemornic science, speculating on the possibilities of bicresisiance—
whar well-irfermed "unauthorized” researcners could accomplish. CAL offer models Zor
"cirect biological action,” reasoning that people have limited resources to resist comination

oy corporate forces and that the feod industrics have been rapiciy and guletly overtaken

by big-business biotech 1t scems ncreasingly untikely that cansumers will be gble ‘o stop

the unguestioned ntroduction of geneticaily modificd foods into their daily gist. Consid-
ering this cnallenge, CAE ask, "How can we develop taclics using biological materials and
processes?” Some are horrified by the idea of peaple taking science into their own hands,
but cansider that theve are milllons of amateur scientists around *he waorld. Artists must
he able to raxe ownership of new technologies and produce work critical of the modes g
production now shaping aur lives. (Walter Benjamin argued that] Is the nome chemistry sct
very different from the digital camera or the PC?

CAE investigate “official” science, which—not o ignore its many positive coniri-
butions to living standards around the globe—has throughout modern history been com-
mandeered by governments and corporare interests for *he purposes of militarism, sceial
contrel, ard even genocide. 'Ihe history of science's collusion with the gods of war is what
rotlvates Lhis group of proudly “amateur” scientists. Thougnarfully, carefully, and with great
skill, CAF perform scientific work cutside the arena of offcizl research, which is toe often
mderwritten by intercsts hostile to the needs of peopie. CAE's practice is not rhetorizal:
hey actually develop and perform research that tests their ideas in the world. They're in-
terested in the failures as much as tneir successes. The work raises consciousness Oy practi-
cul example.

Another tactic within the CAE tool kit is live participarory theater (as we saw with
2sh Muchine]. At their exhibitions they often perform in the glase of a corporalion or, in one
instance. a2 cuil (Cult of the New Fue, 1999). One can trace tnes of their penealogy back to lhe
Living Theater and Berwlt Frecht. CAE's installatons are therefore in sormce ways hackdrops
o a theatrical production. Walking into the pallery, a viewer is ‘mmersed in » manifold
environment— computer screens, surveys, prajections on Lne wals. a warking lab with mi-
croscapes, DNA testing, petr. dishes—all mediated by tlesh-and-blood performers. OF the
uimos| importance is the presence of the viewer's body in close proximity ta the bacteria,
arganisms, or biological processes moving beneath the glass surface on the table befare her.
Art becomes scicnce demystified, made rezl.

One CAE installation {Gen'lerra, 2001), which investigated issucs arcund the release
of lab-altered organisms inte public space, featured a machine with a robotic arm that
woilid randomiy expose one of ten plales of bacteria 1o the 2ir at the viewer's push of a but-
ton. The apparatus resemblad a high-tech roulette wheel One of *he ten plates on the wheel

contained a transgenically altered substance. Of course, the transgenic bacteria exposed in
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GenTerra—a harmless strain of . coli, mast commeoenly found in cur intestines—posed abso-
lutely no public-safety threat. But the audicnce would have no way of knowing this. Beatriz
da Costa, an cnginecer, artist, and assistant professor at UC Irvine who worked with CAE on
this project, joined several other CAE members impersenating lab technicians from a fake,
envirormentally friendly biotech company, GenTerra, and they engaged the audience in
dialegue about the science behind and safety concerns surrounding transgenically altered
bacteria. “The ability to mix the gencmes of unrelated species has opened the possibility
for a variety of new organic technologies. New transgenic applications will have a profound
impact en the environment, health, and even on evolutionary process,” she warned. "Some
of these applications are solely far prefit and function against the public interest”

CAE frighten us like an episode of Creature Feature—make us cringe and laugh
at the same time. They bring us into contact with material reality—largely ungovernable,
increasingly abstract, and yet not at all remote from our bodies. Fear and laughter is a criti-
cally productive combination. It strikes us with wonder. Art’s organic relation to activism
bves 1n the germ of a poetic act. Inspired by Breton, whorm Kurtz often cites, CAE know that
imaginaticn is the substance of peetry, and poetry is always revoluticnary. Tums us arcund.
Turns us over. Returng us to ourselves never the same, always somehow different. That's
the modernist ideal: Art gives rise to experiments born of the longing for something elze,
something new. In that longing, utopian potential always risks proximity to horror.

What makes a work of art “political”? [ asked the artist Andrea Fraser in an e-mail.

She responded:

That's a difficult guestion. One answer is that ail art is political, the problem is that most of it is
reactionary, that is, passively affirmative of the relations of power in which it is produced. This
includes most symbolically transgressive art, which is perfecily suited to express and legitimize
the freedom afforded hy social und economic power: freedom from need, constraint, inhibition, rule,
even law. But if all art is political, how do we define political art? I would define politice! art as
art that consciously sets out to intervere ir {and not just reflect on} relations of power, and this
necessarily means on relations of power in whick it exists. And there’s one more condition: This
intervention must be the cTganizing principle of the work in all its aspects, not enly 1ts "form” and
its “content” but also its mode of production and circwlation. This kind of interuention can be at-
tempred either self-reflectively, within the field of art, or through an effective insertion into another

freld. However, I'm rather pessimistic about the latter approach, excepl in cases of cultural activism

bosed in colleclive movements. Most other artistic “excursions” into the so-called “regi-world” end

up reducing that world to signifiers to be approprioted as a form of capital within art discourse.

I owe the idea of pairing Fraser with Kurtz (CAE) to circumstance: [ am simulta-
necusly engaged in conversations with both artists, and I feel somewhat torn hetween the
two models they employ—-though I don't think their differences need to be reconciled. One
i hats, the other shoes. They are not opposed. Both labor hard to extend the still-relevant
{and urgent] concerns for artistic autcromy. CAE and Fraser ocoupy two positions along a
continuum that extends from the historical avant-garde, which both recognize as no lon-
ger existing. In this vacuum, “political art” becomes popular under circumstances of pres-
sure, when it's absolutely necessary, even unavoidable, to recognize the inherently political
nature of culture. There is no work that is more or less political than any other. Rather,
mavemnents within history necessitate the framing of all cultural production as politically
consequential. We are enfering a crisis moment when what is pictured and what is said
carry great weight, delermining the kind of life we want to lead. Fraser cares mainly about.
the question, How do we continue to make genuine art in an increasingly moribund culturai
apparatus? CAE's passions burn hot arcund the question, How do we think and respond to
a culture rationally organized toward irrational ends? Both of these questions reveal the
shared inherited probleratic of the Frankfurt School, and both practices are struggling to
getbeyond that legacy. Fraser and CAE link up theoreticaily around the use of science. Pierre
Bourdieu’s sociology is Fraser's guiding light, while the writings of Paul Farmer and Richard
Lewontin inspire CAE. For the artists in question, like their I'ankfurt School predecessors,
Marxism—in and of itself—Is not sufficient.

An unresclved tension animates Andrea Fraser's corpus. Over the course of two
decades, she seems to have cycled through all the tactics available to creative practicein the
twentieth century: irony, mimesis, callage, scientific method, withdrawal frorn nineteenth-
century notions of “aesthetics” (which lingered long into the twentieth century). She has
presented herself, in live events and on videotape, as a museum docent, a revalutionary, a
samba dancer, a gallery viewer, and, most recently, a prostitute. In Official Welcome (2001}, she
emplied her own body of unigue substance and collapsed the affects and emotions of many
art world figures into one monologue. Through this twenty-year-long accretion of poseas,
affects, and tactics, Fraser has attempted Lo capture in a single practice all the {sints and

gestures of the historical avant-garde, She has led us to contemplate the figure of the artist
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arrested in the face of seemingly inscluble problems: As artists we continue te be alicnated
fram: our labor; our work, our arl continues to be caprured Zrom our intertions. Cur efforts
are used tc make profits for others in a system: largely hostile to creativily; a system that
mmstitutes confermity by reducing the meaning of our work and the products of cur labor o
an cxchange-value equivalenl of courntless products in a vast market. These problems are
ne count familizr 1o rmany of us, and [ cringe as 1once again list thern Tor publication. yet
L musl, regarc.ess of thelr scemingy permanent ana inlractable rature, They cutline the
featurcs of an intensifying impasse Lhat remaing central to the very definition of modern
art. We cannoet ignare them because we arc not beyond them. To prelend Ihal we are is
lanlamount to accepting our own relevance. We are al the very ieast relevant, cven viral
to the perpetuatcn of culture.

For ractical artists like CAE, artistic autoncmy must be adcressed according to the
situation canfrenited. [ recently discussed these prohlems with Kurtz, who maintains that
Zor CAE msututlonal critique is orly one tool in their kit. Sometimcs it’s not appropriate
tc entirely give over focus to the surrcunding instirutions of exhibition. GenTerra was once
staged ‘n a fruit marke:. Should CAL snape their efloris to the venue and expiain political
eccnomy to the fruit sellers and farmers who are therselves a1l too painfully aware of the
forces constricting Iheir procuction? Instizutions can be useful, and Lhe lactical approach
Lo arl. relies on a shifting sct of metheds deploved according to context, With CAL's work
that conicxt often includes places far cutside the art world, Or one might say that there
are many art werlds at e moment operating independently of one anclher and that CAE
and like-minded artists operate within an zrt world far remaoved from the intcrmational art
market and the attendant professions and institutions that legitimate it. CAE require that
all their works have apparent politics. Kurtz says that you have onty ive minutes with most
viewers, winat gets conveved in that brief span is crucial to the work’s lasting cffect.

Situation is also & key rerm for Fraser. The strength and effectiveress of her in-
stitutional critique rely heavily on now her gestures are caprured by a commacity systern,
Indeed, her critique is legible only within that syslem. She detonates her fircworks in the
commercial world, and 't is there that her work is most risky and dangerous. To wage balile
In the comrmercial leld, Fraser must necessarily exclude all references to socal conflicts
beyond it The burdens of her framewark necessarily limit the ability to directly engage
curren:ts outside the gallery. Fraser revolts against the homogenizing conformily of the art

wor.d apparatus by using a time-honored tactic of factery workers: she works te rule. She

gives the art world cxactly what it requires arnd dermands, unmiligated and unadamed. By
conforming slrictly to the demands of the situation, her performances foreground an uzn-
coenlainable excess of cmotion. Fraser's pathos -her irrepressible desire to be freely detar-
mining—hurdens the viewers with 2 nagging impossiole questicn: What do you want? Cn ¥
someore who lruly woves arl {as Fraser does), somMeone who passionately rejects the latent
viclence against creativity Warely hicden beneath the surface of the market), can possess
the concentration required to refermelare, repeated.y and insistently, an incisively precise,

corresive, and unflinching critique. There's an enormcus amount of optimism here. Fraser

refuses to s'op beleving thut the syster can be different, better, truly comrzi*ted to creativ-
fty. She remains cne of the great experimental artiels of her generation.

CAE, proceeding In zltogelher difTerent wavs, can also be counted among the sig-
nal experimenters of their time I'ney are inciuded in Fraser's understanding of crilical art
as an cxample ¢f genuine “cultural activism " Their interventions draw impetus from Félix
Guattari and poststructuralism. Unlike Fraser they reject psychoanalytic *henry Inslead,
they practice what Wililam Jares termed “racical cmpiricism” They respond to what tiey
can direclly chserve while retaining a heaithy humility wiln regard to the limits of know!-
edge. For Traser, the iimit of conscious knowledge s the starling point, Where poiilical
ccanoiny fais, psychoznalytic theory holds CXpanatory oromise, oul niot exhaustvely, The
lezsons of psychaanalysis often cad us direcliy into the inarticulable, irreparable corflicls
at the core of each psyche—ditficult, if not imposeihle, to mobilize politically, That is exacty
why CAE have Bttle use for psvenoanalysis.,

Fraser’s methadology allows for exploration into areas where Dpragmarism fetters
CAE. although they are committed feminists, gender difference, sexuality, and desire arc
necessarily suspended problematics for CAT Their front-burner coricern is epistemeclogy.
The nonrational areas of the psyche are referred te and somedmes engaged, but not thaor-
aughly unalyzed in CAF. Thal's not Lheir mission.

Their project is & protest against mstitutionalized forms of viclemce, against, for
exgmple, weapons research being at the center of our nationgl sclentific enterprise, Threat
of annihilation —of autonomy cr of life itsel*—is wha® motivates these artists. Freedem is a
myth; liverly is not. Freedem is an existential category: We don't get to choose *he circum-
stances of our birth, and unless one opts for suicide, deatk: lakes us regardless cf any act of
our awn volition, What unfolds pelween birth and death tmay oe a sraall set of minor ravi-
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galicns that appear hugely sigrificant anly to the living, Liberly exists, however, 25 a matter
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of the social. The chuices open to us, whatever their jmport or abungance, are determined
by riles and the latitude they provide. The public sphere and the choices aliowed within it
are all defined by politics.

If the artist who opcrates within the power structure of the official art world is
necessarily compromised and the artist who operates cutside it is marginaiized, are the
efforts of artists futile? No. The tactics may have changed over the past century to account
for structural shifts under capitalism, but the stakes remain the same, and the exlstential
quandaries are no less complicated. Art and culture encure as vital arenas where funda-
mental social and political problems are answered provisionally These answers provide mo-
mentary resolutions to largely irresotvable conflicts. What matters more than any particular
resolution, however, is the manner in which we negotiate the conflict, whether old or new.

Negotiation is basic to liberty. And negotiation is not the same as compromise.

Tris loxt was published in Artforuim 43, no. 1 {September 2004): 712-215, 292,



9 ezzeee |

Sorm Fund

wells fargo

¢ state street
| mana & eruse
St

1 . —
4 CEARI
¢ Janus

. lcapital corp.

o

e g

infivence Networfis/World Gavernance

Bureau d'Etudes, Influence Networks, 2002. Courtesy of the artists,




resymbolizing machines: art after dyvind
fahlstrom (2004)
bureau d’etudes

In the 1960s and 1970s, the artist Gyvind Fahlatzdm created paintings, maps, and games
filied with precise information, analyzing the social, economic, and political situations of
the nresent These aesthetic and cognitive objects, initially produced for museums and col-
lectors, gradually put a foot outside the arl system and gained their own autonamy. For
that, consideraticns of technical reproduction and distribution had to be included in the
conception of the objects, and the public assceiated with them had to go suddenly into
action—to start speaking. This exodus of artists outside the art system is suppressed taday
oy a1t Critics assurning the role of legisiators (and recruiters). With their stunted philosophy
of forms, these critics reduce artists to the statuz of suppliers whose products meet the
derrands of the market and Lhe cultural institutions, But the artists sometimes go beyond
the experts' control, bringing their autonomy into play beyona the limiss authorized by the
guaraians of the ternple.

Fahlstrém put an end to Saint-Simaon's utopian hierarchy: "Artists in the lead, fol-
lowecg by scholars, anc only then by industrialists, after the first two classes.” Instead, he

sparked cocperatlon between autonernous agents dealing with know:edge, art, production

and distribution, and also critical reception. First, ke opened up aesthetic creation to the
inventions of experl knowledge and vice versa, with his maps and paintings depicting social,
economic, and political situations. He then atiempted an exit from the feudal system of art,
with the idea of autonoemous production and distribution: "Painting, scalpture, etc., today
represent the most archaic art media, depending on feudal patrans who pay exorbitantly
for uniqueness and fetish magic. ... It is time {0 incorparate advances in technelogy to
create mass-produced works of art, obtainable by the rich or the not. rich.” He envisaged
the creation of a system of “alternative, autonomons distribution” and worked with various
political movements.

Nonetheless, Fahlstrom did not really succeed in his project. Looking at his werk,
it is quite clear that he could not realize his aims: there was no large production of his im-
ages (which most often remained in the state of prototypes), nor did the works carry out
the critique of the means of expression (henceforth rationalized and industrialized). The
imaginary and narrative profusion of his work, escaping at a run from the disciplinary cen-
sorship of pre-1968 culture, can no longer stand up against the galloping normalization of
the unconscious itself, the industrialization of desires and affects, the massive ronsumption
of fictional beings that has been installed since the 15705, The point of convergence berween
art, knowledge, practices and struggles, production and distribution—in other words, the
project, implicit in his entire approach, of a popular university or parliament (allowing for
a collective rewarking of narrative, representations, and shared rules)—did not find any
enduring form. There would not be any technelogical and political assemblages between
the different agents of symbolization {from conception to reception}. Above all, Fahlstrom
maintained the categary of "artist” even though his project cut through the professional

identity ol symbeol producers.

INVENTING THE COMMONS

Let us Just imagine what Fahlstrom would be like if ne left the nineteenth century behind
and abandoned the romantic postures. Let us imagine the practical realization of his nopu-
lar university or parliament, at the crossroads of the aesthetic and the cognitive, of practice
and struggle, of production and distribution.

Take the question of distribution and broadcasting, for example, Once autono-

mous symbolic production has left the arisanal realms of the feudal system of arl (with
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its institutional chateaux, irs private and nublic barans, Is cbseguious cultura’ craftsmern,
its exploitation of subjectivities, irs emoedded critics), it rapidly runs up against the well-
suarded fortresses of the culture induslry. I we just take the Lagarcére empire—wita Payot

and Fayard press, Ciie and Marie-Clalre magazines, Baurrelier toys, the NMPP and Relais H

cutlets, Hatier, Bordas, Belin, and Nathar publishers, Eurepe 1, REA, Canzl Satellite and
Cluk Internet media networgs {fust a liny part of this arms manufaciurer’s holdings!}—:2t
adds up nol enly to aimest all the big French publishing houses, but aisg the dislribution
and broadcasting machines that keep thern running. The tasx appears impossible. To be-
come auionomons from this fiefdom, a collective synbe? preducer would have to zssembsle
nothing less than publishing, distributien, and broadeasting machines, independeni media,
audiences, bookstores. Strike {orces {unions) would also have 1o be created to oppose the
binws of the adversaries, or to orotect the exodus of the autonomous asserblies.

Such an zssemblage of publication, brozdeasting, and distribution machines,
with the creatior of uniors for protectien from and in opposition to the cultural fietdoms,
would ne a full-fliecged machine of resymbolization. It would be @ sile of social transmis-
sinn and mutuzlization of expressions, knowiedge, and <kil's. This machine would stard
apart trom its feudal enemy through its ways of feeling, of coordinating its forces and pro-
ducing meaning, It woulc also stand apart by virtue of its ethicy, its zesthetics, and even
ity episiemology.

looking arourd us we see lots of these kinds of machines. Somedmes they are
smail, other times more complex, more articuiated, giving hope that the double refusal (of
the culture industry and the art system) mignt survive and grow in an enduring way. We
came across a particularly interesting machine of this kind, which invited us to associate
curselves with it, Wishing to gain some autcnomy, our artists’ group became part of the
distributicen coliective Co-crTances,

Such a cooperative is an cssential piece in an auteromous assembly: it allows for
the art’culation of publishers, journals, filmreakers, and producers, each one symoaciizing
in ils awn way, outside the caltura! fiefdoms. 10 also articulates bookstores, art house cin-
emnas, and olher self-styled projection spaces and associaticns. To function coherently cver
time, the Co-errances cooperative not only has o fulfil: its wask (distribution), but it also
has o create or give risc o a few complementary pieces, essential to the life and survival

ot gautonamous machines.

Are small and mid-sized publishers not wortn a damn, anc fated to diszopear?
Do clstributicn companies only belong to the feudal lords? Then let us create an econaomic
interest group for independent distribution What we should dois 1o create a union of small
and mid-sized publishers (actually numerous in France), very close to wnat might be calied
“the creativity of the multizudes” Thesc publishers ought to meet just before the Salon du
Livre, which is monepolized up fo /5 percent by the manufaclurer of arms and infoiain:
ment, Lagardére. Are the audiences hypnotized? Well, public utuals {of which there are
seven In the course of formation; allow tae latter to come out of their nassive, desocialized,
anc depciticlzed role as cullural consumers. Are independenl cinemas with unicue prajec
lions on the way out?

Not at all. There are many informal projecticn: spaces that can oe supportec
with your participation; they will have to meet some day, Lo hecome conscious of their
own strength.

All these machines have diffcrent schematics or cifferent ways of functioning
from the feudal macrines. They reluse the imperative of the "latest thing” and the “in/out”
distinciion. Such a consumerist vanguard is oo costly and enslaving. The autonomous
orocuction of symnc.s looks twice at the autenomy that a form aliows and at the cost it
imposes on a producer/receiver. A machine tool is more autonamoeus than a compuser-
controlled machine, as people saw with the self-marnaged Lip factory in France, or with the
se.f-managed businesscs in Argentina today. [n this sense, an autonomaous producsr prefers
0 smasnh certain macaines that destroy autcnomy (without dispiacement elsewhere), The
sarme producer also salvages inventions cast aside av technological “progress” (noncommet-
clalized seecs, patents that have fallen back inta the public comaint.

The autonomeus production of symbaols requires & machinic ecology. But it also
requires an informational ecology, The continueus ejaculaticn of information. and of new
fictional beings that fascinate and befuddie the brain. In the werst of cases, disorientation
becemes complete. Hence, there is a problem of visian, an ecalagica’ question specific ta Lthe
infarmation society. This 2cology particularly needs to situste the trafectory and industrial
origins of information and the fipurcs of desire. Why are they massively produced. and by
whom? In other words, maps should allow you 1o locate yourself, 1o identify the clouds
of industrialized information, as weil as the sewage pipes that cject them into the info-

sphere. But circait-brezkers too rmust be created to stop the forward march of these psychic
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stearnrollers (here we might think of the way the anti-advertising collectives turr the pub-
liciry avatars inside out, or the way certain ecological aclions cover every advertisement in
a ity with black paint).

still, these kinds of maps and circuit-breakers are not enough. They are not up to
the point. The hig businesses and the major public administrations have extra perceptual
organs, thanks to their megamachines for the invention, collection, refincment, synthesis,
transformation, and selective destruction of cxisting information. These megarrachines
help the governments or businesses in guestion to make decisions. They also allow them to
manipulate colective representations by [alsifying memory, implementing fake memories
or false informaton, rumors, or pseudo-arguments (the Protageras system, ete ). Alongside
these psychological war-machines, there exist other symbuolizalion machines creating the
desire for submission. narcissistic prisons, senile acherence, coercion via the figures of de-
sirc. And sc. megamachines tha: reinforce autonormy must also be conceivad.

In the “960s, there was stili the dream of creating an ideal society, and the artis-
tic avant-garde sometimes wanted to be ils prophet. Fahlstrim dreamt of a postindustrial
Swecish welfare-state extended o the entire planet, and of a guaranteed incorme within the
contral society: "l.odging, communications and basic food supply are supposed te be guar-
anteed tor everyone, whether they work or not™ Widespread access to consumer products
in the Athenian democracies of Northern Europe and the United States, along with the fore-
seeable shrinkage of availasle resources, were fated to cool down this utopia of abundance:
there woula be no further expansion of the mic¢le ciass. And even less any escape from
salarica labar, or ability 1o choose not to work.

Speculations on the possible moedels of a planelary society were developed by vari-
ous artists in the 1960s. There was the famous "World Game” by Buckminster Tuller? whica
usec a mix of moculated information flows to nelp people refiect on possible paths of evolu-
ticn for the planet, or for particular countries or regions. These possible evolutions would
take more or less the following form: “Given that region x has a demographic growth rate y
for a total agricultural procuclion #, with a development of the road system at k kilometers
per year, how much agricultural importation iz necessary, whal are the ecological impacts,
ete.7” The multipiication of parameters relined the quality of the questions that could be
asked of the universal symbolization machine. But this machire had the ikely dissdvantage
of its owr: quantitative presupposidons. Such a symbolization machine, freed from its magic

louch {its "crystal ball” aspect whose effects in the hands of the ‘cchnocrats are well known),

would then bring into oneraticn a process of critical resymbolization {hy visualizing the dif-
ferent nowers, the capacities of production, consumption, and their consecuences! and alsa
of positive resymboilzation. reinforcing autoncmy and ccoperation by rendenng the raes of

the productive game at once visible and transformable.

MAPPING PRODUCTION LINES

we have produced data maps on the structures of copitalism, media concentration, the
prison industry, the new military ‘cchnelegles, ctc., and will continue o create such maps
using artisanal techniques {see cnline maps at http://utangante free fr}. With these maps
we seek to produce a diagnesis of the present, based not on a denuncigtion of the so-cal’ed
“dictatership of the iinancial markets” or the "necliberal regime,” but rather on an ana.ysis
of the oligarchy and the oligopolies which, tarough small cecisicns tzken at the dominant
points and Lhrough the successive delegation of responsibililies throughaut the entire get
of organizatiens they control, oning into play strategies and push toward goals on the scale
of a country a regicn, or the entire planet.

The ingufficiencies of our artisanal approach lo infermation and the meeling of
friendly minds have led us to asseclate curselves with them in order te create a map gen-
eraror. The genieratar will be a machine allowing everyone to generare the maps they need
for their actions, by entering data concerning the business or administration in which they
work. or about which they have found somce infermaion. The accumulation and coordina-
tion of all the inforrnation should gradually permit the visualization of the immense lines
of production which link, for example, the places where raw materials are extracted, where
petroleum products are processed, where clectronic compenents arc assembled, where -
dustrial or software design iz carried out, all contributing to the design/production/distri-
bution/use of a compurer. The map generator would allow people to name all the agents of
2 particular producticn linc and to identify their spatial arrangement, aleng with the trees
of ownership and the regulatory commissions tnat control themt. Finally, it would al:ow
one to see the cormmunity of production lines within a given field of activity It would draw
the technical, sccial, and polidcal “schematic” that brings tegether beth the producers and
the component parts of a product. And it would open up the possibility of a double usage:
finding the places where cuts in the networks can be carried out, and sketching a potenlial

schematic that would assemble diverse, widely dissemninated producers. It would trace the
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possinle sovercignty of a production line, which would regroup, assernbie, and coordinale
scatzered singularitics, from the first stage to the last, from design all the way to use. It
would therefore constizute the “republic” that exists in a latent state within the production
line that brings together the extraction of cobalt in Zafre, the fubricadon of plastics in Ku-
wait, the assembly of electranic comporents in Korea, the design of operating sysiems in
California, software design in Indiz, iogistical suppert in Holland, information preduction
in England, and cansumpticn in France, sulonomy and cooperatlion in the production of
softwars, and slavery it the production of hargware.

Such a generator could also serve as the support medium for an unrepresentable
multiplication of social and political ties or forms of cocperation gathering around the very
framework of world power, wearing away the joinls and the weak links, metamorphos
ing the regulatory procedures. Indeed, the world is immense, but finite. And by beginning
from this finitude, the individual can becomne aware of anc transform ali the surrcunding
forces of exploitation and coercion, by associating an proximate terms with other individu-
als tnemselves “irked together by a world class whose power can only last as long as it is
hidden or presented ag inexorable, natural, and necessary. By grosping the device on its larg-
est scale, such a map generator could serve o nourish a consciousness of the multitudes,
to reinforce their technigues of capture and styles of exodus in the face of a very real and
effective class consciousness of the Upper Levels (bourgecisie and aristocracy) in their daily
accurnulation of econemic, social, and cultural capital.

A Tesymnoization at the intersection of a product's componerts would imply the
loss of national struggles whose horizon is the protection of the siate. The sovereignty of
these strupgles is & savereignty of the production line, hringing scattered and coordinated
singularities together in the same process. As in the assernbly of autonomous publication,
distribution. and braadeasting machines, whal is at stake here s reappropriation of the
lines and assoclation of the publics. A productiorn line is heterogenegus and multilinguistic
from the ousset. It has no border, even though it has relative lirnits, It constitutes a re-
public of individuals, in other words, a nonserritorial republic, which ernerges in tne face
of the increasingly real perspeclive—confirmes by the gradual applicatior of the WTQ's
General Agreerrent on Trade in Services (GATS)—of a privatization of these funclions that
51il rerair the monopoly of the state (justice, educatio, territory, police, army). Here the
Taap could serve to describe the still unrealized potenlial of these "republics” of global-

ized nrocuction.

In the rinateerth century, people imagined the cctopus as a figure of the power
of transnatioral firms; the vampire, the pig, and the fat man as figures of the cupitaist;
tie pyramic and the man in the top hat in confrast with the man with a cap. In the 1960s,
Fakistrém imagined cbsessive monads {cock-with-legs or cash-with-legs, permancntly gal-
leping around urder the compulsion of perpetual motion); hands (hands without bodics, the
hands of power, shaking each other, moving signs or goods, ighting, slugging, or catching); a
hydraulic systern of capitalist secretions (flows of money, of information, of raw materials).
Politicat authority kas leng beer built on symbols allowing the political communities to rally
together: flags, upraised (ists, songs. These symbals, in their symmefry with the dominant
forms (the national flag, the salute, the patriotic hymn), have been voided by history and
new beleng to the past.

If we think of a production line as a repubiic, then each object becomes a flag, @
glohal sociopolitical assembly: in other words, a symbol. But this symbe: needs to be resymm-
polized, its meaning must be extracted, the relarions of production must becorne visible.
Only then would the most ordinary supermarket catalogue appear for what it really 1s: @
world social atlas, an atlas of possibic struggles and paths of exocus, a machine of planetary

political recomnposition.
NDTES

1. Uyvind Fahlstrim, “Take Care of the Waorkd," ir Owind Fabisteam: Another Space for Painting, cxh. cat.
(Barcelona: MacBa, 2000), 136,

2. Gwind Fahlstrém, “2070, notes pour ung congrence d'utopie,™ in Chvving Fahistrdr, exr. cat, (Paris: Cenire
Gecrges Pompiaou, 1980}, 50-53.

3. For more -nformation o1 this cooparalve strategy game, deliberately conccived as the senlegicat centrary of
military games, sec Buckmminster Fu'ler, The World Game: Integrabive Resouree Planning Tool, 1971, svailable 2t www

bl arghwonddesign/WG1_Tile pdl.

Translated by Brian Hoanes, this text wers published in Third Text 18, no. & {2004} 609-616.
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from the object to the concrete intervention
(2005)
wochenklausur

The undersiancing of arl changes very slowly. The work character of art was already being
guestisned one hundred years ago. Since then artisls have attempted to perform functicns
that go far beyend the production of chjects.

The demand has been coming up again and again for a leng time now: Art should
no longer be venerated in specially designated spaces. Art should not form a parallel
quasi-world. Art should not act as f it could cxist of izself and for iuself Art should deal
with reality, grapple with politcal circumstances, and work out proposals for ireproving
numan ceexistence, Unconventicnal igeas, innovalive spirit and energy, which Zor centu-
ries wera wrapped up in formal glass bead games, cauld thus contribute lo the solution of
real problems.

INow, at the beginning of the twenly-first century, the demands are slowly starting
to take sffect. The forrmal-aesthetic discussion has run its course, (ts myriad self-referential
somersaulls have hecome infationary, and the worship of virtuosi has given way o other
qualitics. In the process, a fundamental discussion of the functions of art has arisen: Who

does what in art, and why?

Ari.can perform many functions. For pages and pages, the various fungtions could
be listed like a cazalogue of stylislic -lsms: Art can represent its commissioners and produc-
ers; it can be a definer and caretaker of icentity; it can affect snobby allures and satiate the
hourgeols hunger far knowledge and possession. Art can fatzen up the leisure time of the
bored masses; It can serve as an objecl of financial speculation; it can transmit fzelings
and cause one's heart to vibrate. Furtiermoere, Lhe many functicns arc also enmeshed in
ane another. Abstract Txpressionism: served Celd War Arnericans as a poelitical instrument
of culturaiization just as much as it served the spiritual need for expression of the young
nainters that created it

One of tne fuinctions of art has always been the Lransformation of living condi-
tions, Since the adven' of Modernism, with its rejection of religiousiy founded authoerity,
art has been an especially fertile domain for querying irrational taboos and inherited value
standards and for correcting social imbalances. 1mis funciion was frst put inte practice by
the Russian Construclivists. Simultanccusly with the 1917 change of regime in Russia, an
art was introduced which for Lhe frst time sought to directly influence the people’s con-
sciousnass and Hdving conditions through agitaticn and actvism. Thus a new chapter was
opered in the nistary of art.

In Germany the Bauhaus cultvated these developments. Science, architecture,
technology, and the visual arts were 2!l working toward one another so as to shape as many
aspecls of life as »nossible. Books and pesters, vehicles, landscapes, and clothing ook on
new forms corresponding to function and igeology in crcer to establish the new philosc-
phies of Ife with a certitude nearing self-evidence. Every formal renewal of the world- -s0
thought the artists of that time—would also have o hring about a correspording change
of attitude.

Tor many decadss it seemed that society actually could be manipulated througn
alteration of the wisual surroundings and of habits of seeirg anc hearing. This view still
had its supporters as recently as the sixzics, and the question of whether that erz’s youth
revolt was influenced or even Liiggered by rock and pop music, or if conversely the music
was merely a part of the release of long-accumulated dissatisfaction, is a source of material
for socinlogy seminars up to the present day. Locking back, the idea of "altering social rcia-

ionshins by altering form” appears a litzle naive. Of course attitudes and habits, thinking
ralerns and value standards can be marginaily inflienced through farms. The whole ad-

vertising held is sustained by this thesis. Buz people’s ideologicsl principles, their worldvicws
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and values carnot really he changed lhrough caolors, sounds, and forms. Clothes, one coald
szy, only make the man n remantic novels.

Following the Second World War, “socially engaged art” experienced several high-
points. “First of all we think the world must be changed,” stands at the beginning of the Situ-
alionist Manifesto from the late hfties, Similar proclamatons of and demands for change
in politics, sexuality, the economy, and culture are to be fourd in numercus initiatives and
organizations. [r: heated discuzsions with like-mindec individua®s, the Lettrists and Action-
ists discussed the most basic method of destraying every aspect of tradition, constantly on
-he lookout against thelr own institutionalization. Whal came after the destruction was of
iesser mportance. The path was the goal, and the goal was conflict with high culture, whose
forms of expression were suspected of having been co-cpted by the econornic ruling class
for its own ends. *Artists whe withdraw nto the reserve of their own areas of speciaiiza-
tion are ust as much functionaries of an ossified society a3 skilled workers and file clerxs,”
wrote Subversive Action, These activists, who classificd themselves as "para-elites” wanted
1o acnieve that which others did not even dare 10 think. And yet, when seen from a cerlain
historical distancs, they left behing little more than manifesios. It remained at the level of
auspicious declarations of Intention and maxims. However: The methods of "construcing
situations” have found successors to this day.

Simultansously with the Situaticnists and Letirisls came the development of Con-
ceptual Art: No longer tne object but rather the idea behind it was what counted in art. Aside
from early forerunners like the Auslrion poet H. C. Artmann in the £fties, the first irnpoertant
phase of Conceptual Art coincided with the Vietnam War and the assassinations of Martin
Luther King and Malecolm X It was the time of the student revaolts, the continuing struggle
for civil rights, and the growth of feminism. In addition to giving rise to all soris of play-
ful escapades and self-referential "art industry analyses,” the general questioning of valye
standards and autherity prirarily led to a marked interest in Lne political. Stardng from
the “classical” position, the Post-Conceptualists thus developed their forms of dezling with
issues ke race, class, natien, and gender, They wwo remained within the traditional context
of art in: that they trangmitted their cause using conventional forms of exhibition anc pre-
sentation, thus merely placaling a specialized axt pudlic, whose majority shared their views
anyway. Diligentiv stagec and photographed statements on racism, feminism, anc homo

sexuailly always reached the same few people, who nonetreisss enjoyed an opportunity to

prove their correctness o one another. 5tiil, this conception of art must be understood as
an important precursar of today's political activism,

In the seventies, the demand for sociopolitical relevance in art was fmally nul into
ccncrete action—in a variety of ways. Ulrike Rosenbach'’s altemalive television DTORra Was
0 emancipate the people from the media czars' monopolies; video lechnology was used
by Richard Kriesche in the rehabilitation of disabled chidren (long before medicine carne
upon the idea): Barbara Steveni ard John Latham of the Artist Placemert Group presentod
suggestions {or improving educational policy to their governmen:. Joseph Beuys redefined
the position of art i society with the concept of the Social Plastic; Hans Haacke showed
how palitical processes can be influenced through intervention; Klaus $taeck's agitprop
posters clucicated the relationships between business and power; and grouns like the Art
Workers' Coalition declared war on the cenventional art establishment and its rigid admis-
sicm crileria.

Tlled with a eupheria rot lacking a measure of hubris (the artist as seer, sha-
marn, healer, and revolutionary gura). these artists—and here avant-garde circles were in
agreement—wanted o make contributions to improving coexistence: in psychology and
sociology, with healing methods ar in incarceration. The avanl garde wanted to choose liv-
ing localities for their creation, to stop working for etemity, and to address more than just
the ediicated classes of the public.

n the end it did not work withou® the old institutions. The muscums, the art
Journals, the galleries, and the art acadernies had no problem whaisosver integrating the
myriad forms of so-called anti-art. Even the most subversive forms of Actiarism and Nec-
Dada were co-opted into coilections: Ultimately, objects were still all that remained. Relics
ofactions, photos, and sketches became fetishes for veneration and for sale. Tor most people
at that time—and this stil: applics today—art had to do with works, It must be scmething
that can be seer:, touched, and packed away. Everything else cannot be sald, cannol be col-
iected and preserved.

Qualities other than those that are immediateiy sensariaily perceivable, which
nonetheless are always lied tc objects, took an Increasing significance, but only at a slow
pace. The seventics did show how art could develop after abanconing mimesis. after aban-
doning the nced for expressinn, after abandoning the variants of abstraction, znd after

abandoning the queston of form. With Happenings, Fluxus, Performances, and Actions,
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with ironic variants of Ready-mudes and witn Conceptual Art, a profound doubl of the
nevion that art can only be fixed in the object became clear. Conecept and idea, which were

discussed as Lhe actual artist’c achievernent bekind every malerial realization—even »aint-

ing—gained ground agairst a concepticn of art that only manilests itsel’ in marteria’. The
entire complex of productior. conditions was of course called inte question as wel,

Action Art also made a significant contrivution o the cevelopments leading tc Ac-
tionism. Originglly conceived as cathartic satisfaction of the individual’s unfiifilled drives
znd a liberation of the subject frorm the bonds of convention, Actionism soon changed ils
thinking and recognized the cause of many individual and psychological problems in seocial
injustices. The desire for catnarsis could often no: be tulfilled because thase involved socn
became awarc of the senselessness of every primal scream, regardless of the depths from
which il may ernerge, when social conditions leave ro room for an improvemnent In sudjec-
tive weli-being.

In the eightiss 1t seemed like it was 21l over. All of the successes and efflorls of
sociopolitically commitzed art wers pushed to the side. Repeated’y and with growing suc-
cess, tnese aspirations were confrented by an ar fully devoid of purpose. Conternplation
again came to the fore, und wilh it the objects that were to evoke it: the art shrines. The
reversal did not really come so much from Lne artisls' rarxs, where there continued tc be
an inlerest in utonia. It also dic not come from criticism. 1t came from the powerful scene
that viewed art as a commodity, secause it earned a Hving frem this sors of arl. It was the
huge swarrn of speculators and collectors, wio saw thelr precious canvascs belng replaced
by [orms of art hat they could net scll and couid not callect. They were joined by conserva-
tive art teachers wha did not want to changs their well-rehearsed oid opinions, and by all of
the nstitutions that wouid have xed te N1l their exhibition halls witz visltors once again.
Altered conceptions of art were nothing ~hey wanted to foliow. Trey preferred one hundred

more varialions for reneating alreacy-been-there, and they preferred to keep packing and

unpzacking their wares, 2l the wnile extolling them for all they were worth, Art that nad
nothing mere in mind than using its potential to improve odicas conditlons was not sait-
able for making a profit. [t could not delight the aesthetically seducible eye or awsken any
lofty scntimens.

In Poland these times were diiferent, An Actiorist group dressed Ir orange went

ot on lhe gireets In 1988 Through megaphones they proclaimed tne gaverning Genera.

Jaruzelski king This was nol callow anticormmumnisir:, but rather a refined strategy tha: these
artists were using o assuil the regime's hypocrisy. They alse proclaimed an *In*crnatioral
Day ol the Soy,” or which they appeared »y the hundreds with dark gasses and turned-up
coliars, stapping passersby and halting the secret poiice to check their papers. On angther
occasion they sang pathsfic hyinns in praise of Ihe Red Army and read out *he crange
manilesto of socialis: surrealism. In this manifesto, *he polics officer was declared a work
of art, as an individual, o7 betler yet ceployed en masse o charge against the activists; *he
wilder, the nelter the art.

In the West, Ine thase of self-satisfied, marxet-oriented ar: production did net
lasl forever. With the nincties came a change of *hirsing and in fzct a renewal of raflection
an the soc’al responsibility of art. Postmodernism's celebrated auloncmy revezled itsclf <o
be an apparition o which courtless palaces arnd new museums had heen erccted: They
orought dealers dizzying profils at first. ki soon enough infation and losses followed. Po-
litical zeality was outside of this art's field of interest. Tne cffects of conservative economic
policy, creeping secial cutbacks, Increasing immigration conficts, and a genera. insecurizy
foliowing the dissoluticn of the East-West power balance Zrst became detcrmining fac-
lors in the production of art after the collapse of the market anc the demyslificaten of
art. Since then visual art nas developed in two directions: into an art that is desmed hy
econamic interesls and oottom-ilne thinking, that lures the maszes with spectacles and
lots of harn-blewing. And conversely into an art that acts—rdependently of profit and
populism: 1T possibilities, that seeks to examine und improve the conditions of cocxistence.
The latzer sounds a bit altruistic and missianary, Too altruistic for the ar’ that Justwants to
hang free and easy neyend the daily grind, And vet more and mare artists are fnding that
the decision is rot so difhcult when, in view of the numerous functior:s of art, their choice
eads past the sausfactdon of leisure-time needs and toward the cooperative shaping of life
in socicty,

In contrast to the thinking of the seventies, today's activists are no lomger con-
cerned with changing the world in itz cntirety. 't is nolonger a matter of mercilessiy imple-
menting an iceological ine, as it was in Josepn Beave's idea of transforrming a whole society
into a Scciz] Plastic, ar as it was in the thinking ¢f the Russian Constriactivists, the Furturists,
and many cther manifestc wrilets of the modern crz. Ac the end of +he century, activist

art ne lenger averestimates its capabilities, But it doss not undereslimate tham sither It
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makes modest contributions. it would be wrong, in a scciety in which every discussion of
basic principles nas been lost, to expect that something like art car make decisive changes.
Foiksongs don't rescue whales; “Stop AIDS" poslers don't stop the spread of the disease;
and Klaus Staeck’s agitprop postars have hardly hincgered speculation in the housing mar-
ke' Did Picasso's Guernica do anything for the tennented residents of that city? It remains
3 monument, & ritual of grief, and an admission that the power to affect anything with
aTtis limited.

And yet, in the proper dose art can change more than is assumead. Art must devote
itself to very concrete strategies of etfecting change. Wishing patients in hospitals 2 quics
recovery through ariistic decoration of the walls, reading Austrian literature aloud to asy-
Lam seekers, or having "Mutter Courage” appear on stage costutned as a Kosove Albanian are
nothing more than easy ansolutions for & guilry conscience. The series can be continued—
with “Homeless Ar.," for example. Tania Mouraud sprayed windowpanes with the symbols
used by vagabonds: “Here there is food,” and “A hospitable woman works here” Then she
demonstratively gave out frec croissants before returning to her everyday life. There is "Rock
Music with 1yrics on Housirg Shortage™ in which “tenari's need” rhymes with "speculator's
greed,” and there iz a designer, the New York artist Krzysztof Wodiczko, who was always
inventirg vehicles for New York's winos and homeless. Utopian-_ooking all-purpose vehicles
built on: supermarket cart chassis that hobos could push around, with storage space for
returnable cans and hottles, were designed so that the whole device could be converted
inlo a cot far the night, Wodiczko's approach—he looks for solutions within the realm of
existing possibilities, even if they do scem a little ulopian—is certainly worthy of menticn.
Still, his carts are only presented in reuseums. This could even give rise to the suspicion that
he is utilizing social destitation for the purpose of creating "valuable exhibition pieces”Itis
unimaginable that they would ever actually be ermployed by their intended users: Even the
most banal problems, like storage, woulc anse,

Social renewal is a function of art after the art of treating surfaces. It reakes more
sense 1o improve the carrying structure oefore improving the surface. This art’s big chance
lies in its ability o offer the comrmunity sorething that also achieves an effect. The mo-
tives for concrete intervention based in art should not be confused with an excess of mor-
alistic fervor. As a potential basis for action, art has political capital at its disposal that
snould not be underestimared. The use of this potential to manipulate sccial circimstances

is a practice of art just as valid a% the manivulation of traditicnal materiais. The group

Wochenklausur takes this function of art ard its historic precursors as its poinl of depar-
ture. WockenKlausur sets precise tasks for itself and, i intensive actions thal are limited in
tirme, attempts to work cut sclutions to the problems it has recognized Widespread interest
n tae theoredical foundations and practical working metaods as well as the concrete results
of projects In Austriz and adroad have encouragec WochenKiausur tc continue working in

this directior.

This texd was published o7 WocherKlausur's weosite, httpfwww wochenkls Lsur at.
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engaging ambivalence: interventions in
engineering culture (2005)
institute for applied autonomy

The most signifcant underwriter of engineering research in the United States is the De-
partmen: of Deferse, largelvy acting *hrough the Defense Advanced Research Projects
Agency [DARPA). DARPA exists to channel funds frem the military to academic and cor-
porate research labs in exchange for technological innovations that serve the necds of its
clienzs—rthe Army, Navy, Alr Force, and Marines, As DARPA public relalions officers are fonc
of peinting out, innovations funded by DARPA grants may also find expressicn in civilian
applications, particularly in the commuricalions anc aersspace industrizs,

Rescarchers (“principal investigators™) are held accountable o DARPA program
marnagers via aggressive schedules of milestones, deliverables, and administrative review.
Frarning this process as a lform aof cuiitural co-production implicates both rescarchers an
military officers as active participants in construczing mililary-funded civilian research.
zrd highlights tensicns between martia. and academic approaches to knowledge produs-
tion. This depiction reveals cpportunities for interventions “hat posc cecp challenges o

enginsering culturea.

DARPA REVIEW AS CO-PRODUCTION

DARPA's mission, “to maintaln the technolagical superiority of the U.S. military and pre-
vent technological surprise from harming our natioral security by sponsoring revalution-
ary, high-payoff research that bridges the gap hetween fundamental discoveries angd their
military use,” is a narrative of transcendence (DARPA 2004). As the :illes of two of its recent
DARPAlech conferences suggest, the agency is concerned with “Bricging the Gap” (2004} be-
Lween laboratory research and battlefield application or, more poctically, with "lransform-
mg Fantasy” {2002) inla martial reality.

Like other insututicns that empley “fantasy into reality” imagery (o.g., Disney, the
pornography industry). DARPA is in the business of creating and sat’sfying desire. DARPA
program maragers enlice academics with fanciful visions of future comoa® scenarios in-
formed by science fiction and videc games, These scliciations ate cryptic pronouncements
to be interpreted by principal Investigators at compeling research laborateries and pre-
sentec back to DARPA in Lhe form of propasals and prototypes. The most stimulating sub-
missions are selected for further development while the rest are shandened, unworthy of
further attention. Frincipal irvestigators who keep their program managers satiated are in
turn nourishec witn DARPA funding and the support of their host Instituticns. Researchers
who fail “e satisly I3ARPA managers musl look <o other, less well-endowed, funding sources
or be denied resources and, often, tenure,

Research prololypes thus become the word made flesh” {or, more acourateiy, siit-
cen and steel], smbodiments of cesire created through a cyclical process of co-creation by
researchers and program managers. Through propasal solicitations, roview sessions, and
dermonstraticn milestenes, researchers continucus’y labor to cngage DARPA managers in
the ce-construction of technolegically enabled martial fantasy, enjoying the bounty of con-

tinued fuinding where they succeed and adjusting their products where they fall short.

REINTERPRETATION AS INTERVENTION

Because tneir operations depend cn the unfettered flow of DARPA funding, research and
aevelopment lzby generally rely on lizeral interpretation strategies when decipnering DARPA

solicilations, Artists and amateurs, on the other hand, have much more latitude in their
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reading of DARFA texts and are free to explore the metaphorical value of DARPA concepts.
For example, cur “Contestationzl Robotics” (2004} initiative proceeds from a loasc reading of
DARPAS Tactical Mobile Robatics program: "The Tuctica! Maobile Robatics program s develop-
ing robotics technologies anc platforms designed to revolurionize dismounted operations
by projecting operational infiuence and sizuaticnal awarcness inta previously cenied areas”
iDARDA Z004),

Recogrizing the references to “denied areas” as a metaphoer for the privatization of
puklic space, we developed severa. devices that allow artists, aclivists, and Juvenils delin-
queris to “project oparational influence in ways Lhat himans cannet by using reliable serai-
autonomous rebotic plazforms” (DARZA 2004}, Like their military counterparts, our graffisi
writing and numancic propaganda machines are nterded to perform acrions too Tisky for
humar actors—although. in our case, the "operatiens” include spray- painting slogans and
disirinuting subversive literature, and the “denied areas” are government buildicgs, shep-
ping malls, and public strests,

Similarly, aur metaphorical reading of toe Smali Unit Operations: Situational
foaareness System concepl i “mobile communication system . optireizad lor restrictive
terrain” that reiles on “wearable compuling” to “maintain communicatons and situalionaZ
awarcness in a Jillicult urban ervironment™ suhstitutes civilians for soldiers and cties for
wartefields. Taking this canceptual tum reveals a need o menitar and aveid surveilance
cammera networks, and the utility of a cell nhone text messaging service trhat allows demoen-

strators to conrdinate actions and track police movernents during polilical protests,
NORMALIZED AMBIVALENCE

By explicity addressing nelitical issues, cur projecls challenge engineering culture. As a
praclice, engineering proceeds through a highly procuctive ambivaisrce about the relation-
ship betwean engineers and the sooiety in which they operate. On the one hand, enginesrs
are fundamental'y corcerned with acting on a waorld Lnat tney perceive as "esssenia’ly prob-
lernatic .. an opporturity for conatinuous, uselul, material development” {Helt 1997}, We
may call this the da Vinc impulse—:he rapacity for innovative malerial production that
draws upon all of the arls and scences to increase understanding and improvs 11e human
condition. At the same time, engineering views itsclf as & service indusiry whose primary re-

sporsibility 1s to provide technical sxpertise to its empicyers (CoEE 2003, This Iz the Diloert

‘mpulse—he tendency o myopically Tocus on techuical problems and leave consideration
of a preduct’s ullimarte use to marzeters and end-users.

while the da Vina impulse energizes a highly skilled workforce dedicated to salv-
ing "hard problems.” the Diloert impulse provides ethical fustification when those oroblems
arnse in conjunction with moraliy dubious appiications. The ambivaisnce embodicd in these
canlzadictory formulatiens of engineering practice is enabled ov a conception of technelogy
az value-neutral tool that, by extension, insists technological developmenl is ar ethically
incifferent activity. This instrurnenzal view cf technclogy (Feenberg 1991} and ambivalence
towarc the world are normalizec through immersion in enginsering culture—primarily ‘n
technical unlversitics.

in additlon Lo praviding *echnical innovatior for the military, DARPA involvement
in academniia normalizes ambivaicnce amaong studerts and researchers, Although the agen-
Cy's motivation is to erhance the military's sbility to win wars and kill enemies, open decla-
ratuons of martizl efficacy are rare within academia. Instead, DARPA-supported rescarch is
prezented o the scademic community (fneluding the students working on military projecls)

»

N abstract terms, as “cptimization a_gorithms” and "enabling technelogles” Civilian appli-

cations are highliphted. thus fostering a scnse that the particular {and, by extension, all)
technologies are neutral. The rhetorical work dore by this positioning of military research
relies on the slippage between “dual use” technologies, which nave a varied hul Jimited set
of military and civiiian applications, and "general purpose” tools, which can be brought to
bear on virlually any proolem. Whie it may be argued that in practice there can be no such
tning as a general purpose tosl (Welvenbaumn 1976, empnasizing civiliar applications for 3
DARPA-Tunded research project downplays the particulsr appilcalion for which it has 2een
designed and ‘rees the enginect from respansibilily for the uses to which it wiill most Yikeiy
b put. The culiure that celebrates lechnology's neutra’ty thus mabilizes ambivalence as a
mecnanistn that enables thoughttul, well-intenricned individuals <o work on projects they

would atherwise ind morally repuagnant.

INFILTRATION AND TACTICAL AESTHETICS

A5 an organization, the IAA Iz an exercise In tactical acsthetics—we use the visua, ang the-
torical devices of sanclioned research organizations in an elaborste performance aimed at

infil'rating engineering culture. By demaonstrating technical competence, we earn the righ:

3in3In3 3UlISauIBuUs Ul SUCIUAAIAYI (2ausjeAIque SuiSedus

Awscuoine papdde ae) ampso

¥4



474

‘o speak Lo engineers nal as sctivists or theorists, but rather as an "Institize” of fellow travel-
ers, indstingulsnable In many respects from the research orpanizaticns where our audience
tells every day Qur projects are nresenied as "research findings” at uriversity lecturss and
technical conferences, and are reported on in engineering journals and trade publicaticus.
Our critigue of engineering practice thus comes from within engineering culture, and is
glven mareria. welght by the producden of worzing artifacls.

White there Is a leng hislory of artists and sccial theorists questioning relaticn-
ships belween lechrology and society, there is an cqually long history of engineers ignoring
ar: ana social theory By acting as engineers who address contentious political issues, we
uncermine the normalized ambivalence that characterizes enginesering practice. The works
thus act as Trojan horses, carrying our critique threugh the gates of detackemnent that guare
engineers against taking responsibility for the products of their _abor In lieu of ambivalence,
woe offer the engineering community the image of an "engaged engineering” tha: works dli-
gently in the service af freedom and human dignity, and takes responsibility for the world

it helps crease,
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The Lower Manhattan Sign Projecl canzists of
39 two-sadad, sliksereensed atraet signs, 18 by
24 Inches, inctailed on lamp posls al 26 aites
throughout lewer Manhettan's financial dis-
trict. The individusl signe ara linkad by 3 twa
common efsmants thal fill the lower portion of
the back =iwde of sach sign: ane of mare of &
serias of gquastions addressed ditacily 10 the
whewer Concarning her or hig relationship 10
the placs, people and evants recalied in the

KEY
1. Potterts Fipte/Elig Izland - layne Pagrucca
2. Indian Swar or Whan Will America Be
Discovernd? - Todd Ayoung
3. The &reat Negro Fiot of 1741 [3 signs) - Mark
C"Brien & Willis Birch
4, Leislar's Rebatian - Stephen Duncombe
5. Buiet Made from Statue of King Georga # -
Darin Wacs
L8 : Forgotten Histonea - Tom
Klam
T, Whileral induetlon Centar - Beth-Sie Herlz
Origin af Fearl Strect - Sabre Moore
Netaon Mandets's Visil to New vark Gity -
Curles Haltgn
10. Crigin of the Ward “fadian® - Guatave Silva
1. Indian Satifement Sites - Tohin
12, Indis Howss - Lesla Ramokar
13 Tha Offer 2. P Mosgan - Greg Sholetie
14. Btock Markat Crazh - im Costanze
18, Falza Democracy: inequality of the LS,
Saenate - £d Eisanbarg
16.  Subway Firg - Bam Binkley
7. Who Ownrs Your Life7F: Insurabce and Matigna)
Haalth Cara - Carin Kuoni
8. The Meal and Slave Markat - Tess Timorey 5
Mark O'Bran
1% Roas Schneiderman: Linion Activist - Mennstta
Yanuzzi Macias & Jeff Skotler

"o

4.7 RepoHistory, The Lower Manhattan Sign Project, 1992 -1933. Courtesy of the artists.
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THE LOWER
KAHRATTAN
SIek
PROJECT

Jung 1T, 1541
- Junr 59, 1963

sitgn; and 4 number ¢orrgspeading to 1he
sign’s location ¢n a map ¢f the gverall project.
The map supyesis the rovie far 8 walking tour
running iromr Baltery Park a1 tha sautharn tip
of Manhattan, nereh to Legnard Straet, juat
above Cily Hall. Wlzita to theas sites Cen giao
®asity be hroken Inlo thraa funch-hour walks
taking in 1he cluatars of sigra around Battary
Park, Walf Streat and Chy Hall.

20,  The First Chinese Commumity in tha Unifed
Statas - EPDXY An Broup

1. Sohn Jagob Astor and Netive Amecicans - ban
Mit:Frldy

32, The Story of [he Watertron! - Dan Wiley

2. Madame Rastell end Antheny Comstock (2
Signst - Lisa Mays Knauer & Janet Koanig

24, Office Warkers Eat Theur Lunch - Neili Bogan
& Irene Ladwith

5, Malden Lene: What's in 8 Name? - Hilary
liros & Betty Beaumonm

28, Gotharn Gity - Lise Prown & Curt Belshe

27.  Epidemics - Brian Goldfarh

2B. Frapces Wright: Recis! end Sexusf Equabiy -
Josely Carvalive 5 Deborah Mesa-Pely

2. Vite Marceniania: The People‘s Congrassman
- Gerald Mayesr & Marina Gutiarrez

30, Civid Defease Oril Arcests in the 1950's - Jody
Wright

3. Fight Toaight: Baxing ang Expiodalion -
Gacrge Spencer & Cynthia Anderson

32, Forom Hopa/Cedtor's Jail - Laarie Suslicht 3
Jim Ciment

33. The First Afrrs House « Arila Morse & Andy
Mugdlic

4. Megroz Bunal GroundiThe Gity Limits - Dan
Wiley & Liza Mays Knaver

35, Smitt Act Trals - Keith Christensan

36. LUnitad Teiloresass Society - Stephania Basch
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jude finisterra interviewed (2004)
the yes men

The twentietn anniversary of the Bhopal gas tragedy was a day of cmbarrassmernt for Dow
Cherrical, the present owner of Unien Carbide, and for the major news media around
the world.

On Friday the BBC World Satellite television channel broadeast an interview with
a rman identified as Jude Finisterra, who claimed to represent Dow Chemical.

Dow, which bought Union Carbide three years ago, nas always maintainec it "has
ne responsibilivy” for the 1984 disaster, when tons of lethal gases leaxed from a Union Car-
nide pesticide factory in the city of Bhopal, India. Sever thousand people lost their Lives
within days. Fifteen thousané more died in the following years. Around 100,000 others are
still suffering chronic and debilitating illnesses. It was one of the worst Indusinal disasters
in history, and for years activists have called on the firm to rake full responsibility for the

clsaster and o clean up the cortaminated site.

In tne interview, Finisterra said Dow had accepted respensibility Zor the accident

and tad set up a multibillion-dollar compensalion package. The hoax ran twicc on BEC

Wwor.d and weas picked up by the major news wires before the BBC cetermined that ne man
namecd Jude Finisterra worked at Dow and he was an impostor. The company was forced to
rermind the world it cid not taxe responsibilizy for Lhe disaster and said there was no com-
pensaticn fund set up for the victims.

In Frankfur:, Dow's share price fell 4.2 percent in twenty lhree minutes, wiping
twe Billion dollars off its market value before recovering all the day’s losses three hourg
‘ater. The BBC is centinuing <o apologize [or running the interview today and says it has
launched ar internal investigalion. Later the man calling nireelf Finisterra told BEC radic

he was part of the Yes Men—Juce Finisterra, aka Andy Bichlbaum,

Amy Goodman: We're going to turn now .. . to Jude Tinisterra, or so he identifies himself, We
wielcome you 16 Demacracy Now!

Andy Bichlbaum: Thanks a lot, Amy.

Amy Goodman: First of all, can you tell us who you are with?

Bichlbaum: Yes, Jude Finisterra is actuaily a made-up name. Jude is the patron saint of Impos-
sible causes, und Finisterra means “end of the earth,” which kind of represents the situation there,
I think, in some way. I'm with the Yes Men and we kave done this, sort of, whal we col! fdentity
cerrection on a number of different targets. This represents our lares! effort.

Goodman: Ard what exactly did you do? How did you end up being called for an intervilew with
the RBCY

Bichlbaum: A couple of years age we set up a website that locked @ lot like the real Dow Chemi-
cal websile hut was intended to raise questions abou! 113 refusal 1o do anything about the Bhopal
situation, you know, eighteen years age then after the catastrophe. Dew, who owns Union Carbide,
refuses to clean up the site, s1ili doesn't—two years after that—refuses Lo compensate the victims,
who receiued five hundred dollars apiece, and Dow-—actuslly, the head of the Dow PR, team—
went on record saying that's pienty gocd for an ndiun, whereas in reality it only pays for g yeor
of medical care. So witn this siie, we intended to explain from Dow's perspeclive exactly why they
wouldn't do anythiing und we sent out a press release saying that i fact I was responsibie oaly 1o
its sharehalders, and no Bhopail is a shareksider. So about a week and a half ago we recelved an
email at this website, Dowethics.com, from somebody whe hadn't read it very carefully, und she
wanted Dow’s official staterent on the Bhopal situation, and she wounted it on December 3, the

twentieth anniversary of the catastrophe. 50 we, of course, obliged and spent quite 4 while trying
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to figure oul what owr approach would be and getded on this, the approack we actually took, be-

cause we figured i' would result in the most medin and possibiy a lot of media getting in the United

States, wnich aften compieiely (gaores he anniiersary.

Goodman: Sc you Went inta o stuidia in Paris?

Bichlbaum: hat's right. Ves. Because [ 1ive in Paris, and Mike's here, as well—another Yes Mar -
and sowe couldr't afford 1o go to London, what with the pound and the dediar. 5o they set up a
studia here in Paris and went in on the morning of December 3.1 was hocked i with the host n
Londaon, and it was a live mterview, grd | annciunced the gocd riews.

Goodman: "¥eil why don’t we listen ta and waten what Aappened and right after tais Dow’s share
price fell 4.2 percent in twenly- three minutes, wiplng two billicn dollars aff its morket vaiue. This

is, well, he identified himself as jude rinisterra, a Dow spokesperson belng infterviewed by BEC

television st Friday.

BRG World: Well, joining us live from Paris is Jude Finisterra. He's a spokesman for Dow
Chemical, which took over Union Carbide. Good rorning to vou. A day of commemora-
tion in Bropal, Do you now accept responsibility for wnaZ happened?

Jude Finisterra: Stove, ves. Today s a great day for all of us at Dow, and I hiznx for mil-
lions of peaple around the world, as well. 11 1z twenty years since the disaster, anc togay
't very, very happy 19 2anounce that for the firsl time Dow is accepting (uil responsi-
bilily for the 3hopal catastrophe. We have a twelve-billion dollar plan o fnal’y, al lang
las:, fully compersate the victims, including the 120,000 wag may nesd medical care tor
their cntire lives, ard to faily and swifly remediate the Bhopa: plant site. Now, when we
zcquired Urion Carbide three years ago, we knew wnat we were getting, and it i worth
twelve billicr dollars. Twelve Sillion dollars. We aave resolved to liguidate Union Carbide,
<his n’ghtmare (ar the world and this heacache for Dow, and wse the twelve hillion deliars
to provide more than ve hundred doliars per victim, which is all that they have seen.
A maximum ot just abous fve hundred dollars per victim. It is not *plenty geod for an
Indian,” as vre of our spekespersons unfortunalely szid a counle of vears aga. In fact, it
pays for one year of mediczl care. We will adequately compensate the victims. Further
more, we will perform a full and complete rercediazion of the Bhopal site, which, as you
mentioned, has not been cleaned up, When Union Carbide abandoned the site twenty

¥ears ago, or sixteen years ago, they left tons of toxic waste which continues--tng size

contirues tc be used as a plavground by children. Waser continues to be drunk from the
ground water undernearh. It is 2 mess, Steve, and we need a Dow

BBC World: [t’s & mess. certainly, Jude. That's good news that you have finaily accepted
responsikility. Some peeple would say too late, three years, almost four years on. How
50T 1S your money going to make a difference o the people in Bhopal?

Finisterra: Wel., 25 soon as we can get it to Lnem, Steve, We have begun the process of
liguidating Union Carbide This is, as you mentiored. late, but it is the only thing we can
tlo. When we acauired Unlon Carhide, we did settle *heir liabili*ies in Ike United States
immediately. Arnd we are now, three years laler, prepared to da the same in India. We
should have done it three years ago. We are coing it now. [ would say that it is bester late
than never. and I would also like !0 zay that this is ~o small matter, Sleve, This is the
first time In hiztory that a puslicly owned company of anythirg near the size of Dow has
performed &n acticn whick is significantly against its betrom line simply Decause i*'s the
right thing to do. and our shareholders may take a hit of & hit, Steve, bul | think tha® if
they are anything like me they will be ccstasie Lo be part of such a kistoric cocasion of
doing righ* by those that we have wronged.

BBC World: And does this mean vou wilt alse cooperale in any future legal acticns in
Indiz or the USA?

Finisterra: Absolutely, Steve One of cur nonfinancial commitments is tc press the United
States government o finally extradite Warren Anderson, who fied India sfter being ar
rested in 1984 He posted twa thousand dollars bail on multiple homicide charges and
fled india promptly. We are going to press the United States government to extradite Mr,
Anderson, who is Iving in Long Island, ro mndia to finally fuce the charges and, [ believe,
they may be lenient. We are also going tc engage In unprecedented transpatency. We are
going to release finally the {ull composition of *he chemicals and the studies that were
performec by Undon Carbide shortly after the catastrophe. ‘This information has never
heen released, Sleve, and it’s time [or it to be released in casc any of that information
can 2e of use to medical professionals. And £xnally, we're going to perform—we are going
to fund research. Any interested researcher can contact Dow's ethics and compliance
office. We are going te fund, with no strings atiached, research into the safety of any
Cow produc: whose safety—many comperent scientists have raised dousts abourt many

Dow products, and we do not want to be a cornpany that sells procucts that may have
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ong-term negative effects on the world. This is a momentous occasion and our new CEG,
Andrew Liveris, who has been our CEO for jusl a mmenth, less thar a month, nas decided
<o taxe Dow in this unprecedented dircction.

BBC World: Jude, we will leave it there. Thank you for joining us. Just to reiterate what
I:de Finisterra, the spokesman for Dow Chemnical, has just said, he says Dow Chemical
now fully accepts responsibility for the events in Bhapal twenty years ago. And they will

cooperate in future ‘egal action.

Amy Goodman: That was the BEC television on Friday with the anchor cutre-ing jude Finisterrg,
spokesperson for Dow In fact, this was all a hoax and tne rea! Juds Finisterra, or I should say the
man Wwho was pesing as the person whe deest't exist, g member of the Yes Men, joins us on the pnone
Trom Paris, where he lives and from where he did that interylew Tell us what your redl name is.
Andy Bichibaum: Andy Bichibaum is my real name, and I'm witn, as you said, the Yes ken,
Goodwman: [s that your real real name?

Bichlbaum: O, sure. As close as 1t yets.

Gaodman: Wwell, let's go 1o ine BEC apologizing for their report.
. 2] I J

BBC: The world’s worst incustrial accident is keing remembered in India today. This
morning at 9:00 GMT and 10:00 GMT, BBC Worlc ran an interview with someonc purport-
ng ta be from the Dow Chemiczl Comvoany zbout Bhopal. This interview was inaccurate
and part of a deception. The person interviswed cidn't represent the company. We wanl
lo make clear that the infarmation he gave was ensirely inaccurate. We anologize to Dow

and to anyone wno walchead the interview who may nave been misled by i

Amy Goodman: Again that was from BBC, thelr apoiogy. Then Lhere was Dow, well, correcting the

arology thal iteir supposed spokesperscn had 1ssued sarlier that doy

Marina Ashanin: This morning a false statement was catried by BBC World regarding
responsivilily for the Bhopal tragedy. The individual who made the stalement ldentified
aimself as a Dow spokesperson named Juce Finisterra. Dow confirms that there was no
basis whatsoever for this report, and we also confirm Lhat Jude Firisterra is neither an

employes mor a spokesperson for Dow.

Amy Goodman: I'hat'’s the spobesperson of Dow. Again, Dow’s share price fell 4.2 percent in
twenty-thres minutes, wiping tuo billion doilars off its market ualie before recovering ail the day's
losses hours later. What are your thouyhts today, Andy, after having dore this? And how Jar did
this riews go? I mean, BBC takes it pretty far Who else picked up the story?

Andy Bichlbaum: Well, Amy, it seemed 10 get picked up pretty much everyihers. Reuters imme-
diately wrote about the apology by Duw and then, of course, lssued a retraction itseif. That was
picked up by a number of places. The retraction traveled very, very far, and o lot of the articles wers
syrmpathetic and braught Bhopal and Dow into the, o the subject aguin and again and agaia, so
I'think probably dozens of articles tha! wouldn't have been written were written about (I, which
was the intention, really It was unfortunate thar it had to be the BEC because the BEC had been
covering Bhapal rather extansively and well. We would have much rather hicaxed Fox or ABC or
NBL or CBS. Sut it was the BBC that was covering the issue. 1hnse other places couldn’! give a
rat's ass about Bropal.

Goodman: Weli, {f you had dovie this hoax or Fox, you wauid soan be heard on many more staticrs
Lhum even they're heard now, because Fox has just made an agresment with Cleur Channel, whick
cwns cuer 1,200 radic stations in the couritry, tnat Clear Charnnel stations will run Fox News
headiines every hour for five minutes.

Bichlbaum: They are clearly the correct Lurger,

Goodman: is it true that you {ssued another press release later in the day?

Bichlbaum: Yes, we feit that we owed Dow some public relations work, so we issued an explana
ticr by Dow that in fact the jude Finisterra feilow in the morning had not been their represenlutive
and that (n fact everything e sald was incorrect. Then we proceeded to oulline EXACTLY WAL WAs
meorrect. Dow was not going to remediate rhe site even though it wouldn't cost very much; they
were ot gaing to compenisate peaple ta more than fiue hundred dollurs, five hundred dollars was
in fact enough for an Indian, pienty good for an indian, etc | ete. Fverything ey were Mat going o
da, we just spelied it cut for them, since all they had said was he was not their spokesperson. We
thought that was insufficient.

Goodman: 5o this was a press release that you pul out under Dow's letterhead?

Bichibaum: Right, exactly. Well, we sent it from Dowethics.com and signed 1t Dot

Goodman: And how many picked up that story?

Bichlbaum: Well, it was the top stary on rews.googie.com, as was the arigina! apology by Dowr ana

T [P £oriag - " . At £ . o ' : Tl
the retraction of the apology. OQur awn rerraction of our own, of Dow's apoiogy was alsy for a trief
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sime, maybe an Avur or 50, the top story on Mews.gocyle com, se—T dor’™ know i it wes printed in
anything or broadeast on anything, but it was ar least there.

Goodman: And the feelings of giuing fuise hape 1o pecpie in Bhopal who perhaps read these reporis
in the Indian newspapers?

Bichlbaum: Right, that is the most difficull Thing about this. And, in facr, we didn't expect il 10
run as long a3 it would. We really thought thar the BBC wowid caten cn pretty much immediately
or Dow would react even more likely immediately. They didn't react for at least an hour, so There
was u much longer time when peopie thougnt it was ren!.

Goodman: That would mear that Dow weuid have kad to jump in and say, no, we are nict sorry.
Bichlbaum: Righ!, and they did eventuaily, but they took ar least an hour o do that, and we
though! that they would immediately contact the BBC, suen pernaps o Howas runming. I kept
hearing voices in the background and thinking i was about to get cut off during the intervizw. Hul
fwe ours Tater it was 4l g story So that was sed. Also, but at the same rime, we are talking
gbaul. 1wo hours of fulse apes versus twenty years of unreaiized ones. And su/Tering for those WinG
are stili alive and weren’t kiled. And 2ll kopes are faise until they are realized. So, you know;, uny
protest sort of hrings false hopes, any protest ageinsl something os mariacal as Dow. Like, Daws s
not Likely 1o do anything about this, and s grytine you hope that 1t s, it's false in a way.
Goodman: Well, Jude, [ want to thank you for belng with us, or Andy Bichibaim, or whoever yui
are. Twant t¢ thank you for joining us. Jude Finisterra/Andy Bichlbaum of the Yes Men, speaking

to ug fram Paris, This is Democracy Neiw!

Ts interview was Droadoast by Cemocracy Now! an Becomber 7, 2004, 17is saken from hittyz: #fwewea cOLrtErzrrants.org.

Louise Lawler, Big, 2002. Courtesy of the artist and Metro Pictures.



the institution of critique (2006)
hito steyer|

In speaking about the crirque of the institutior, the problemn we ought to consider is the
cpposite one: the institution of critique. Is there anyching like an institution of critique, and
what does 1t mean? [se't it pretty absurd to argue that somcthing like this exists, at a mo-
ment when critical cultura: institutions are undoublediy being dismantled, underfunded.
and subjected to the demands of a neoliberal event economy? However, | wouid like to pose
the question on a much moere fundamental level. The question is: What is the internal rela-
tionship etweer: critique and insdtution? What sorl of relation exists between the institu-
lion and its critique or, on the ather hand—the institutienalization of critique? And what is
the historical and political background for this relationship?

To get a clearer picture of this relatienship, we must first consider the function of
criticism in gencral, On a very general level, certain pelitical, social, or individual subjects
are farmed through the critique of the inslitution. The bourgeois subjectivity as such was
forned through such a process of critique, and encearaged to *exit . . their| sef inflicted
imrmaturity,” to quote Kant's famous aphorism. This critical subjectivizy was of course am-

Sivalens, since it entailed the use of reasen only in those siruations we would consider as

apalitical today, namely in the deliberation of abstract problerms, but not in the criticism
of authority Critique produces a suhject which should make use of his reason in pubtic
clrcumstances, but not in private ones. While this sourds emancipatory, the opposite is the
case. The criricisie of authority is, according to Kanl, futile and privare. Freecom consiyts
in accepting thal authority should not be questioned. Thus, this form of criticism produces
a very ambivalent and governable subject; it is in fact a tool of governance ‘ust as much as
it is Lhe tool of resistance, as it is often understood. Bul the bourgecis subjectivity which
wis thus created was very cfficient. And in a certain sense. institu*ional criticism is inte-
grated into that subjectivity, something which Marx and Ingels explicitly refer to in their
Communis! Mamfesio, namely as the capacily of the bourpeaisie ta abolish and to melt down
ouldated instintions, everything useless and petrified, as long as the general form af au-

thonty itself ‘st threatered. The bourgeois class had formed through a limited, so (o speak,

instituticnalized critique and alse maintained and reproduced itself through this form of

stltution initself, a governmental

{nstilutiona critique. And thus, critique had become an it

tool which produces streamlined subjects,

SUBJECT TO CRITIQUE

But there s also another form ot subjectivity which is produced by criticism and also in-
stitutional criticism. For example, most shviously the political subject of French citizens
was tormed through an institutionsl critique of the French monarchy, This institution was
eventualy abolished and even beheaded. In this process, an appeal was already realized
that Karl Marx was to launch much later: the weapons of critique should be replaced by
tne critique of weapons, In this vein one could say that the proietariat as a pelitical siibject
was produced through the crilicism of the bourgsaisic as an institution. This secord form
produces prebably just as ambivalent subjectivitics, but there is a crucial difference: it ano.-
ishes the Insdtution which it criticizes instead of reforming or improving it

5o In this semse instilutional critique serves as a too’ of subjectivation of cer
tain social groups or political subjects. And which sort of different subjects coes it pro-
duce? Let’s take a look at different modes of insti*utional critique within the art field o” the
last decades.

To smplify a complex cevelopment: the first wave of institurional cricicism in the

arl sphere in the seventics questioned the authorilurian role of the cultura® institul’an, It
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chalienged the authority which had accumulated T cuttural ingtitusiens within the frame-
wor< o the naticn-state. Cultiral institutions such as museums hac taken on a compiex
governmeral funcden. This role has been brilliartly described by Benedic: Andersen in his
serninal work mogined Commuriities, when he analyzes the role of the museum in the forma-
t'on of colonia: naticn-states. In his view, the museumn, in creating a national past, retroac
tively alsz created tne origin and foundation of the naticon and that was its main function.
But this colenial silualion, as iz many cther cases, points at tne structure of the cultural
institution: within the nation-stae in genera.. And this situation, the authorizarian legitma-
tion of the natdon-state by the cultural institution througn the consiructicn of a history, a
palrimicny, a heritage, a canon, and so on, was the one that the first waves of institutional
critique set cut to criticize in the 19705,

Their legitimation In doing so was an ultimately political one. Most nation-states
considered themselves as democracies which were founded on the political mancate of the
pecple or the citizens, Butif the politizal national sphere was- atleaslin theory—bhased on
democratic participadion, why should the cultural national sphere and its comstruction of
hiztories and canons be any different? Why shoulan't the cultural institution be at lcast as
representative as parliamentary democracy? Why shouldn't it include, for example, women
in its canen, 1 wornen were as least I theory accepted in parliament? In that sense the
claims that tne first wave of institutiona’ criticue voiced were founded in contemporary
theories of the public sphere, und based or an interpretation of the cultural insttution as a
potential public sphere, Implicizly they relied on two fundamental assumptions: firstly, this
puslic sphere was implicitly & national one and secondly it was funded by the state. Tnus,
this form of inslitiional eritique relied or a model based on Lhe structure of political par-
ticipation witzin the nation-state and a Fordist eccnomy, it which taxes could he collected
for such parposes.

Instilutional critique of this pericc relaled to Lhese vheromena in different ways.
Eithcr by racically negating instizutions altogether, by trying to build alternative ingtila-
tions, or by tryving to be Includes in mainstream ones. Just as in the political arena, the mes:
effective strategy was a comhination of the second and third models, which claimed for

example the inclusion inte the cultural institution of rpinorities or disadvaraged majorilies

5UCq a5 wommeh. Tnthat sense msttutional crique functicned like the relatec paradigms of

mruliicnturatism, refermisl feminism, ecological movements, and sc on. [T was 2 new soclal

rmovemenl within the arts scene, prope:led and ingpired by sccial movercents outs’de of

e art field.

NEOLIBERAL INSTITUTIONAL CRITIQUE

Bu: during the next wave of instilutianal criticism which happened in the nineties, lhe situ-
ation was a bit different. it wasn's 50 much different from the point of view of the artists
o1 those who tred to challenge ard critcize Lhe institutions which, in their view, were stiil
autheritarian. Ratner, the main problem was that they had beer overtaken by a right-wing
form of bourgecis institutional criticism, precisely the cne that Marx and Engels described
and that melts dowrn everything that s solid. 'has, the claim that the cultural institution
ought to be a pubiic sphere was no “onger unchallenged. The bourgeoisiz had sort of decided
that in their view a culturai institution was primarily an economic ore and as such kad to
he subjecied to the laws of the market. The belief that cultural institutions ought to pro-
vide a represcntative public sphere broke down with Tordism, and it is not by chance that
institutions which still adhere <o the ideal of creating a public sphere have been in place
for a much longer time in places where Fordism is still lingering, Thus, the second wave of
institutional critigue was in a sense unilateral since ciaims were made which 2l that time
had at least partially lost Lneir legitimative nower.

The next factor was the relative transformation of the national ciltural sphere.
First of all, the nation-state is no longer the anly framewers of cultural representalion
there are also supranaticnal bodies like the EU. And secondly, their mode of political repre-
semtation is very complicated and only partly representative, It represents its constituencies
rather symbolically than matenaily. To use a Cerman ciffercndation of the word “represen-
tation”: Sie stellen sie eher dar, uls sie sie vertreten, Thus, why should a cullural nstitution ma-
terially represent its constituency? Isn't it somshow sullicient to symbolicaliv reprosent (22
And although the production of a national cultural identity and heritage is stll important,
it is ot oniy important for the interior or social cohesion of the nation, but. also very much
ta provide it with international seiling points i ar increasingly glohalized cultural cconomy.
Thus, in a sense, a process was initated which is still going on today. That is the process
of the cultural or symbolic integration of critique into the institution or ralher on the sur

face of the ingtitution without any matcrial consequences within the institution itself. This
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mirrors a sitnilar process on the political level: the symbolic integration, for example of

minorities, while keeping up political and zocia: ineguality, the symbolic repragsentation of
constituencies into sapranational poliical podics, and scon. In this scnsc the bond of mate-
rlal representation was broken and replaced with a mere symbaolic one.

This shiftin representational technigues by the cultural institition also mirrored
a trend 1 criticism itsclf, namely “he shift from a cntigac of institution toward a critique of
repregentation. This trend, whicn was informed by Cultural Studles, femninist, and posteclo-
njal epistemalogies, sornenow continued in the veln of the previous instilutionz] erilique by
comprchending the wheoo sphere of representation as 2 public sphere, where democratic
repregentation ought to ne imnlementead, for example in the form of the urbiased and pre-
porticnal display of images of black persons or wormen. Bul the reaim of visuzl representa-
dorn 18 not a pardament. [t docsn's represent constitucncles 9r sujectivities but creates
them; iz articulates bodies, affects, and desires. But it was rather seen: as a spzcre where one
has o achieve a hegermony, a s0 to speak majoriy oo the level of symbolic representation,
in order to achisve an improvement of a diffusc arca, which hovers between politics and
economy, between the state anc the market, between the subject as citizen and the subject
a5 consumer, and hetween representation and representation. Since criticism could ne lon-
ger cstablish clear antagonisms in tals sphere, it started to fragment and to atemize 1t and
tc suppart a politics of identity which lec to the fragmentation of public spheres, markets,
te the culturaiization of identity, and so an.

This representationa: critigue pointed at another aspect, namely the unmcoring
of the seeming'y stable relatior between the cultural institutior: and the nation-state. Un-
fartungtely for ingilutiona: oritivs of that period, a rrodel of purely symbolic representation
gained legitimacy i this ficld as wel. Insitutions no longer aimed to mateTialiy represent
the nation-state and izs constituency, but only claimed to represent it symbolically. An
thus, while one couid say that lnhe former ingiluliona: critics were either Inteprared into
the instituticn or not, the secenc wave of institutional criticism was integrated not inta the
Institution but inte representation as such. Thus, again, a Jarus-facec subjcct was formed.
This zubject was inerested in more dversily in represenlation, less homogenecus than
its predecesssr. But In rying to create this alversity, 1t also created niche markets, special-
lzed consumer proales, and an overal: spectacle of “difference”—witnout cffectuating much

structural change.

INTEGRATION INTO PRECARITY

But which conditions are prevailing today, during what might tentasively 2e called an ex-
tension: ot the second wave of institutional eritique? Artistic strategies of instilutional cri-
tique nave become increasingly corpiex. They have fortunately ceveloped far beyond the
ethnographic urge ‘o indiscriminately drag underprivileged or urusuzl constitucncies inte
riigeurns, even against their will—just for the sake of "representation” They include de-
taiied Investigations, such as for example Allan Sekwula’s Tish Stary, which coninects a the-
nomenology of new cultural indistries, like the Bilbao Guggenheim, with documents of
other institutional constraints, such as those imposed by the WTO cr other gicbal economic
organizations. They have learned to walk the tightrope between the local and the globa:

smeciho and snobkkish Un-

w.thout becoming either indigenist and ethnographic or 2ise

fortunately this cannct be said of most cultural institutions whick would have to react o
“he same chzllenge of having to perfarm hoth within a national cuitural sphere ang an
increasingly globalizing marxel.

If you Zook at them from one side, ther vou will see that they arc under pressure
from indigenist, nationalist, and nativist claims. If you look from the other side, then you
will see that they are under pressure from neclibera: instituzional critique, that s under
the pressure af the market. Now the problem is—and this s indeed a verv widespread
attitude-—1hat when a caltural instizution comes under pressure from the market, it trisy
lo retreat into a positicn whica claims that &2 is the dugy of the nation-g:ase ta “unc iz and
to keep it alive. The prablern with that position is that it is ar ulimately protectionist one,
“hatit ullimately reinforces the constriction of naticnal public spheres, and that under tzig
perspective the cultural instizution can only be celenced by trying to retrear inlo the ruins
of a demolished zationa? welare state and its cuitura? shells and Lo defend therm against
all intruders. That is -it tends to defend itzelf ultimalely from the perspectve of its other
eneries, mamely the nativist and indigenisl critics of institution, whe want to translorm it
into a sort of sacralized ethnopark. But there is no going back <o the old ~ordist nation-s=atc
protectionism with its cultural naticnalisme, at least not in any emancipatery oerspective.

Un the other hanc, when the cultural institution is attacked from this nativis:,
indigenist perspoctive. it also tries 1o defend itself oy appealing to universal values like

freedom of speech or the cosmepsiizanism of the arts, witich are so utterly commodiazd
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that they hardly exist hevond this torm of commaodification. Or it might even eamesily try o
recanstrict a nubtic sphere within market conditions, for example with the massive tempo-
rary spectacies of criticism funded by cerzain state agencies. But unger the ruling economic
circumastances, the main effect achieved is to integrate the critics inlo precarity, into flexi-
bilized working structures within temparary project structures and freelancer wors within
cultuaral industries ¢ And in the worst cases, those spectacles of criticism are the decoralion
of large enterprises of economic colonialism such as in the colsnization of Eastern Europe
by the same instizutions which are collecting conceptual art in these regions.

If, during the first wave of institutiona. crilique, criticlsm produced niegration
‘nto the institution, the second one onlv ackioved integratiorn: into representation. Butin the
third phase the anly integration which seems to be easily achieved is the one into precarizy.
And in this sense we can nowzdays answer the queslion concemning tne functicn of the in-
stitution: of criticue as fullows: while critical institutions are being dismantled by necliberal
instituiicnal criticism, this produces an arnbivalent subject which develops multiple strate-
gies for dealing with its dislecation. It is on the one side being adapted to the needs of sver
more precarious living conditions. On the other, there seemns Lo have kardly ever been more

neerd for organizing the new struggles and cesives that this constituency might embrace.
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