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OPEN HEARING



Art Workers should come to the SCHOCL OF VISUAL ARTS auditorium
209 East 23rd. Street, on Thrusaday April 10, between the hours
of six and ten in the evening to hear and give testimony in:

AN OPEN PUBLIC HEARING CN THE SUBJECT:

WHAT SHOULD BE THE PROGRAM OF THE ART WORKERS REGARDING

MUSEUM REFCRM

AND

TO ESTABLISH THE PROGRAM OF AN CPEN ART WORKERS COALITION

This hearing will be held according to certain rules. Every
art worker who wishes to air his views will be permitted to
make a statement of his attitudes and complaints about all

art institutions and conditions, regardless of his point of
view in strictly artistic matters, and regardless of his pre-
vious or actual affiliation with any art institutions or act-
ivities. All witnesses are encouraged to present their views
in writing to make the task of producing a complete record of
the testimony easier. Written material too lengthy to be read
aloud may be inserted entire into the record. East witness must
announce or sign his name in connection with his statement. No
credentials are required.

East person who wishes to speak will be assigned, upon arrival,
an approximate time for speaking. Any witness who does not

wish to wailt or return for his turn, may give the secretary a
brief statement to be read at the appropriate time. Statements
may also b read by persons other than whose signature they bear.
Statements may also be amde by groups provided that a member of
the group signs his name. Witnesses may arrive at the meeting at
any time. Additional witnesses will not be admitted to the 1list
of speakers after nine. If there are enough additional witnesses
to warrant it, another hearing will be held on the following day
to complete the record of testimony.

The complete record of the proceedings of this hearing will be
published and brought to the attention of all art workers and art
institutions in New York City and elsewhere. An unlimited amount
of copies will be made available at cost to anyone requesting them.
The committee which has organized this hearing will read it care-
fully and prepare a report drawing conclusions from all of the =
testimony. This report will be freely circulated and is intended
to form a solid basis for a permanent organization designed to
represent the best interests of all art workers.

ART WORKERS COALITION
Public Hearing Committee

®©
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SUBJECT INDEX *

Structure of Art Workers' Coalition: 1, 5, 9, 13, 30, 49, 50A, 52.

Alternatives to museums and art institutions: 1, 12, 13, 15, 18, 22, 26,
27, 31, 37A, 39, 45, 47, 52, 54A, 55, 57.

Reforms of art institutions: 1, 4, 7, 8, 10, 12, 15, 18, 21, 22, 30, 37,
37A, 43, 48, 51, 51A, 52, 53, 54, 54A, 57, 59, 60.

Legal and economic relationships to galleries and museums: 7, 10, 12,
14, 15, 21, 30, 37A, 42, 44, 54A, 6l.

Specific proposals of action: 1, 5, 9, 10, 12, 17, 23, 24, 48A, 49, 52,
53, 56.

Artists' relationship to society and other philosophical considerations:
2, 3, 4,6, 7, 8, 11, 13, 14, 15, 16, 19, 20, 22, 23, 26, 27, 30, 31, 33,

34, 35, 36, 37, 38, 39, 41, 43, 44, 46, 47, 50, 52, 53, 54, 55, 56, 57.

Black and Puerto Rican Artists' rights: 9, 19, 22, 24, 25, 28, 29, 30,
37A, 40, 42, 43, 44, 60, 61.

* The numbers on this page refer to section NOT to page.
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JEAN _TJOCHE'S STATEMENT TO BE READ AT THC OPEN HEARING OF THE ART WORKERS
ITION AT THE SCHOOL OF VISUAL ARTS ON APRIL 10, 1969

FIRST, I WOULD LIKE TO SUGGEST THAT THE ACTIONS SHOULD BE DIRECTED AGAINST
ALL MUSEUMS AND ALL ART INSTITUTIONS, AND ESPECIALLY AGAINST THOSE - WRITERC
CRITICS, COLLECTORS, CURATORS... = WHO DIRECT, BEHIND THE SCENES, THAT ART
ESTABLISHMENT.

SECOND, I BELIEVE THAT THE OBJECTIVE SHOULD NOT BE TO OBTAIN A SERIES OF
REFORMS FROM THE MUSEUMS, BUT TO GET EFFECTIVE PARTICIPATION IN THE RUNNING
OF THESE INSTITUTIONS IN THE SAME MANNER AS, TODAY, STUDENTS ARE FIGHTING
FOR THE CONTROL OF THE SCHOOLS AND UNIVERSITIES. IT SHOULD BE NOTED THAT
THE DIRECTORS AND CURATORS OF THE MUSEUMS HAVE NO REAL POWER, BUT MAINLY
CARRY OUT THE POLICIES OF THE MUSEUMS' PATRONS,

¥ X X N X RN

REGARDING THE STRUCTURE OF THE ART WORKERS COALITION, IT IS EVIDENT THAT VWE
NEED SOME KIND OF ORGANIZATION IN ORDER TO FUNCTION EFFICIENTLY. HOWEVER,
I BELIEVE IT SHOULD TAKE THE FORM OF A COMMUNE, AND NOT OF AN AUTHORITARIAHN
CENTRALIZED HIERARCHY,

THEREFORE I WANT TO MAKE THE FOLLOWING SUGGESTIONS:

1. NO LEADERSHIP AND NO HIERARCHY IN ANY FORM.

2, ALL IDEAS AND CURRENTS AMONG THE COMMUNITY MUST BE RESPECTED AND
EQUALLY GUARANTEED, EVEN IF THEY REPRESENT ONLY A MINORITY OF THINKING.

3. ALL DECISIONS ARE TAKEN BY VOTE IN A PUBLIC ASSEMBLY, OPEN TO EVERYBOUY,
TO BE CARRIED OUT BY ACTION COMMITTEES.

4, ALL ACTION COMMITTEES ARE ACCOUNTABLE TO THE PUBLIC ASSEMBLY AND THEIR
MEMBERS CAN BE REPLACED AT ANY TIME BY THE PUBLIC ASSEMBLY., HOWEVER,
THE ACTION COMMITTEES SHOULD HAVE A GREAT FLEXIBILITY OF ACTION,
ESPECIALLY AT THE LEVEL OF EACH DISCIPLINE REPRESENTED, IN ORDER TO BE
ABLE TO RESPOND IMMEDIATELY TO ANY URGENT SITUATION,

5. ANYONE CAN CALL A PUBLIC ASSEMBLY AT ANY TIME, ON 24 HOUR NOTICE.. THE
PUBLIC ASSEMBLY SHOULD MEET AT LEAST ONCE A WEEK AND, IN CASE OF
EMERGENCY, FUNCTION ON A 24~HOUR BASIS,

6. ANYONE CAN ATTEND THE PUBLIC ASSEMBLY, MAKE SUGGESTIONS, AND VOTE,

7. AN INFORMATION COMMITTEE SHOULD BE FORMED, FOR GENERAL RESEARCH, TO
DISTRIBUTE INFORMATION, AND TO INFORM THE PUBLIC ASSEMBLY OF ANY NEW
DEVELOPMENTS.

8. A VIGILANCE COMMITTEE SHOULD BE FORMED, ACCOUNTABLE TO THE PUBLIC
ASSEMBLY AND WITH ACCESS TO ALL COMMITTEES, TO REPORT ANY ATTEMPT TO
CONTROL INFORMATION OR ACTION, OR ANY ATTEMPT OF ANY KIND TO ESTABLISKH
AN AUTHORITARIAN DICTATORSHIP,

9. SPOKESMEN FOR THE COMMUNITY SHOULD MNOT HAVE ANY POWER OF ACTION OR
DECISION. THEY ARE ACCOUNTABLE TO THE PUBLIC ASSEMBLY FOR WHAT THEY
SAY AND WRITE, AND THEY CAN BE REPLACED AT ANY TIME BY THE PUBLIC
ASSEMBLY.

10. A NATIONAL & INTERNATIONAL COMMITTEE SHOULD BE FORMED TO SUPPORT AND
COLLABORATE WITH SIMILAR ORGANIZATIONS OF ARTISTS, STUDENTS AND
WORKERS FROM OTHER CITIES AND ABROAD.

11. AN ADMINISTRATIVE COMMITTEE SHOULD BE FORMED TO COORDINATE ALL
INFORMATION AND ACTION, AND TO PERFORM SECRETARIAL DUTIES. HOWEVER,
THIS COMMITTEE SHOULD HAVE NO POWER OF DECISION,

12, A TREASURER SHOULD BE SELECTED WHO IS ACCOUNTABLE TO THE PUBLIC
ASSEMBLY AND CAN BE REPLACED AT ANY TIME BY THE PUBLIC ASSEMBLY.

13. A LIBRARY SHOULD BE CONSTITUTED, OPEN TO ANYONE AT SPECIFIED TIMES,
WITH FREE ACCESS TO ALL RECCRDS OF THE PUBLIC ASSEMBLY AND OTHER
DOCUMENTS AND INFORMATION.

X ¥ X X X X X R
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AS TO TACTICS, QUR_FIRST OBJECLIVE SHOULD BE TO FIND OUT EXACTLY WHO
CONTROLS, BEHIND THE SCENES, THE POLICIES OF THE MUSEUMS AND OTHER ART
ESTABLISHMENT INSTITUTIONS. WE SHOULD THEN PROCEED TO TARNISH THEIR PUBLIC
IMAGE IN ORDER TO FORCE THEM TO PROVE PUBLICLY WHO THEY REALLY ARE, THAT 1S,
THE BOSSES OF CULTURAL INSTITUTIONS WHICH MANIPULATE PEOPLE AND ARE
BASICALLY AT THE SERVICE OF THE REPRESSIVE FORCES OF SOCIETY. WE MUST NOT
FORGET, FOR INSTANCE, THAT THE BIG BANKS OWN A GREAT DEAL OF SOUTH AMERICA
AND ARE THEREFORE RESPONSIBLE 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 OF ALIENATION OF THE MASSES BY
THE ART ESTABLISHMENT, ITS USE FOR PROPAGANDA, ITS CORRUPTION, AND ITS
SEGREGATION OF BLACK AND PUERTO RICAN ARTISTS. WE CAN ONLY DO THIS BY
DIRECT COMFRONTATION. BY DOING THIS WE WILL GRADUALLY GET THE SUPPORT OF
OTHER ARTISTS AND OTHER PROGRESSIVE REVOLUTIONARY GROUPS, WE SHOULD ALSO
PARTICIPATE, WHENEVER, POSSIBLE, IN THE ACTIONS OF THESE OTHER GROUPS IN
ORDER TO EXPAND OUR EXPERIENCE IN DEALING WITH SUCH ACTIONS AND TO DEVELOP
A BINDING COMMUNITY SPIRIT. .

A SECOND_OBJECTIVE SHOULD BE THE UNIONS OF THE MUSEUMS, WHICH ARE FASCISTIC
SRCANTZATICNSTARND™VERY MUCH PART OF AND AT THE SERVICE OF THE ESTABLISHMENT.
THEIR MEMBERS SHOULD BE PERSUADED TO IGMORE THE ARBITRARY ORDERS OF THEIR
UNIONS AND TO JOIN US IN THE FIGHT AGAINST ALL ART ESTABLISHMENT ORDER, IN
THE SAME MAMNER AS THE FRENCH WORKERS REVOLTED AGAINST THE CGT AT THE TIMC
OF THE FRENCH REVOLUTION LAST MAY,

A THIRD QBUECTIVE SHOULD BE THE FEDERAL AND LOCAL GOVERMMENTS WHICH FIMANCE
THE PUBLIC fusEUTs. THE PROLONGATION OF THE WAR IN VIETNAM WILL HAVE, AS A
DIRECT CONSEQUENCE, A CUTBACK OF FUNDS FOR SOCIAL DEVELOPMENT AS WELL AS
CULTURAL FUNDS, AMD THE EVENTUAL CLOSING OF ALL PUBLIC MUSEUMS. TO FIGHT
FOR CONTROL OF THE MUSEUMS IS ALSO TO BE AGAINST THE WAR IN VIETNAM,
ANOTHER OBJECTIVE SHOULD BE A DIRECT PARTICIPATION OF ARTISTS IN THE ART
PRESS, 1.E. THE POSSIBILITY OF AN ALTERNATIVE BY ARTISTS TO WHAT THE
CRITICS WRITE. THIS SHOULD LATER BE EXTENDED TO ALL THE PRESS MEDIA (DAILY
PAPERS, RADIO, TELEVISION...). HOWEVER WE WILL NOT OBTAIN THAT OBJECTIVE BY
CAJOLING THE MEMBERS OF THE PRESS AND BY HIDING WHAT WE REALLY ARE. WE MUST
NOT FORGET THAT THEY ARE ON THE OTHER SIDE AND WILL ALWAYS TRY TO TWIST,
IGNORE, OR DESTROY WHAT WE ARE FIGHTING FOR. ON THE CONTRARY, WE MUST TRY
TO INVOLVE THEM DIRECTLY IN OUR ACTIONS, THAT IS, MAKE SURE THAT THESE
REPORTERS ARE NOT I1MMUNE TO THE REPRESSIVE PRACTICES OF THE POLICE ANY MORE
THAN WE ARE. ONLY THEN WILL THEY BE ON OUR SIDE, AS HAPPENED IN CHICAGO
AND DURING THE FRENCH REVOLUTION LAST MAY, -

FINALLY, WE SHOULD HAVE A GOOD SYSTEM OF COMMUNICATIONS (TELEPHONE,
ToLUNTARY MESSENGERS...), ESPECIALLY IN TIMES OF CRISIS, AND WHENEVER WE
EXPRESS OURSELVES WE SHOULD USE A DIRECT APPROACH, AND NOT A LITERARY ONE,
CBIG POSTERS PRINTED CHEAPLY BY SERIGRAPHY WITH THE HELP OF ART STUDENTS...C

JEAN TOCHE
APRIL 9, 1969
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REBIARKS TO THz PUBLIC HEARING

April 10, 1969

Art Workers! Coalition

botan,

e Coalition is the best trades union I havs ever been associated
with, This is an achievement only in terms of the trsde¢s union move-
ment, which 1s a nineteenth century phenomenon rapidly passing out
of styles The trade union is not being superseded by & more powerful
agclomeration of suipressed forces. It is expiring because all of
its aspirations have been achleved, on tne one hand, and on the other,
People now th&nk diff-rently than they did in thne nineteenth cemtury.
At last] Some time ago, I had the idea that in %ths noar future, work-
ers will strike, but thelr strike will be a permanent one. They will
say, we refuse to work under any conditionsd At that time, there will
be a gemeral recognition of a situation which already exists on a broad
scale. The series of factors which results in the requirement that =ach
person ammmmtmbemsbphy justify his existence in torms cast down tc him by
superior beings of all sorts is no longer viable. Already ths question
of who will be off ended 1f people say fuck on television is impondarable.
A year ago, the pope of the Foman church made a serious announcement. He
said that the church h- heads was facing a lead-rship crisis which was
threatening the very foundation: of that inspitution, Th- implications
of ell :arly modern revolutions from the Mirst French Revolution to the
First Russian Revolution are that one set of rulers is preferable to another,
The exenplary revolution waica I believe ax is indicatea by our -aperi.nce
at the present time is a revolution of a substantially different sort,
It is a revolution so broad in its implications that its success will
render meaningless everything that can be expressed and recorded and pub-
lished in connection with this hearing. I say this in order to indicate
the scal:- of the proceedings in which I believe we ars involved, no matter
whethsr we 1ike 1t or not,

We are speaking tonight in the auditorium of an art school which according
to some predominant definitions of what a school is, is not a school at
all, According to this definition, this school is a small business. It
is sb becaus~ the pow=rs that be recognize the fact that this school does
not do what all real schools must do==they must prepare people to live in
a situation which must be described as slavery., It is a tribute to the
School of Vieual Arts and 1its owner Silas Fhoades that we are pormitted
to express such thoughts as we may care to make public on his premicses,

o ®
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The Art Workers! Coalition, like every other worthwhile organisation,

had its g-nesls as an anecdote. Something happened, and somebody made

a fuss about it, Who this was and what happened is a matter of readily
availabl+« information which is of no importence. Th- fact that each p-rson
who ic sp-aking @ere tonight has some complaints about NHow 1ife is lived

at present also doesn't matter, The only thing that matters is that things are
going forth, Peopl< are doing somethings thay want to do, ALl artists,
even the most avaricious and status—conscious artists, recalize this basie
reality. As my friend Carl andre nas remarksd on countluss occasiogs,
anybody who thinks we ar- doing all this simply for money is nuts. There
are a great many eagier ways to get richs I wan*t ‘o speak of a leval of
reality in which everyone realizes that everything xamk we do i: art, Those
who frultlessly oppos- this view will n-eds b= deaf t0 my remarks.

Through the mediun of this hearing, the Art Workers! Coalition has an
opportunity to redefine for a modern psriod the question of what the
reality of art consists in, This is my personal interest in this organ-
lzation, I personaily det<st museums, and have done for many years, but
this does not lead me to expect that they can be reformed for my purposes.

I simply hav - nothing to do with thems Those who wish to reform museuns
are b-yond by comprehension, becaus-: I am sure that nothing that is remotely
connected with museums will ever interest me.

I want to pose some questions which I think ghould be dealt with by this
organization 1f it is ever to become anything more than a traiec union,

HOY CAlN ARTISTS D3ONSTRATZ TO PEQPLE GENERALLY THAT TH:SY DO NOT HAVE TO
JUSTIFY THZIR EXISTENCZ AS SQME KIND OF A WORKER?

HOW CAY MODERWY ART BE APPRECIATZD BY PECPLB WHO ARE NOP IN O THE MAKIG
OF IT?

R2COGIIZING THAT ALL ART IS FRUADULENT, WHAT KIND OF A FRAUD SHOULD 3B
PERPETRATEID AT THIS TIME AND IN THIS PLACE?

ARE ARTISTS TODAY WILLING TO PLAN ON THE DESTRUCTION OF THEIR LIVLIEOOD
WHICH CONSISTS IN THE ENTERTAINMINT QOF ISOLATE RICH PERSONS?

WHAT TS THZ CONSISTINCY OF THE FREEDOM WHICH ARTISTS TODAY ENJOY?

HOW CAN ART AS WE KNOW IT SURVIVE IN A TIME OF SURFASSING COLLECTIVITY
WHiEN AS #i ALL xiOW IT Io FOULDED QN ILxAS OF INDIVIDUALITY, ORIGINALITY
AND PRIVAIE LIFE?  AND IF IT CAN'T SURVIVE, WHAT FQRMS CAN IT TAKER

WHO ARE WE? WHERE DO WE COME FRQM?! WNERB ARE W2 GOING?

/\ A . N ‘
' ’ . ’ : -~ ST

lons
oat
I for one hope
inglpss bullghit 4

840 Broadway, New York 3.
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It hepoens that last night I went out to have gomething to eat and

ny tape recorder and two of the tapes that I made for a performancé
schedul ed for later tonight were stolen from my loft because I forgot
to lock tue door of the elevator, This experience, although I have
hardly had time to assimilate its meaning, indicated to me that I
should add something to this speech specifically concerning the aspect
of art which 1s related to private property. I believe that thig
organization should make no attempt to enforce the EEEERYEY propristary
rights which may be claimed by avaricious artists. On the contrary,
artists should take the lead in declaring themselves in favour of and
in league with the theives xf ang vandals of all sorts who are now
making life difficult for people who own things, and who will soon
melce private property a thing of the pas$. In this connection, artists
should renounce all claims to originality and uniqueness in their own
work, and devote themselves instead to addressing and directing all the
rebellious netures in soclety because of the priveleged position which
artists already emjoy, namely that of licensed disturbers of the peace,

© belleve that this organization must come to grips with the profound
questions which are being brought to everyone's attention 8o forcibly
today. The implications of tnese events are comprehensive, Most basicAlly
I urge that artists working together ghould declare clearly that we are

A0 longer the servants of the wealthy.

rr ck Castle
840 Broadway
New York 30
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TWO COMMENTS FROM CSCAR WILDE / JOSEPH KOSUTH

"AKT 1S THIS INTENSE FOM OF INDIVITUALISM THAT MAKES
THE FUBLIC TRY TO EXERCISE OVER IT AN AUTHORITY THAY
IS5 AS IMMOSAL A3 1T 1S =4DICULGUS, AND A3 CORKUPTING
AS 1T 15 CONTEMPTIRBLE, 1T 13 NOT QUITE “HEIF FAULT,.
THE PUBLIC HA3 ALWAYS, AWD IN EVTTY AGE, BESZN BDAOLY
5ROUYHT UPe  TREY ARE CONTINUALLY ASKING AST TO BE
POPULAR, TO PLEASE THE IR WANT OF TASTE, TO FLATTER
THEIFR ABSURD VANITY, TO TELL THEWM WHAT THEY RAVE BEEN
TOLD BEFTnfE, TO SHOW THEM WHAT THEY CUSHT TC BE [IKED
OF SEEING, TO AMUSE THEM WHEN THEY FEEL HEAVY AFTER
EATING TOD MUCH, AWD TO DISTRACT THE IR THOUGHTS WHEN
THEY AFE WEAKIED OF THE 1R OWN STUPIDITY, NOW AFRT
SHOULL NEVE:: TRY TO BE POPULAR, THE PUBLIC SHOULD TRY

TO MAKE 1TSELF AFTISTIC,"

"AN INDIVIDUAL WHO HAS 7O MAKE THINGS FOR THE USE OF GTHESS,

AND WITH KEFEFPENCE TO THEIR WA'ITS AND WISHES, DOES NOT WOGRK

WAETH INTEREST, AND CONSEQUENTLY CANNOT PUT INTO HIS WORK

WHAT 1S BZST IN HIMe UPON THE OTHER HAND, WHENEVEK A COMMUNITY
OR A POWEFGFUL STZTION OF A COMMUNITY, OR A GOVERNMENT OF ANY
KIND, ATTEMPTS TO DICTATE TO THE ARTIST WHAT HC 1c T2 0O, ART
EITHCR ENTIFELY VANISHES, OR BECOMES STEREOTYPZD, OF DEGENERATES

INTO A LOW AND IGNOBLE FORM OF CRAFT,"
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Why do we protest the Museum of Modern Art?

1.

A private institution controlled by an unapaid1$oard of trustees
operating at thmixpe pleasure of these trustees, has enough
problems in bringing art to am publig, within the limits of
it%s private institutionalized naturo,‘ WKt protest im has been

termed unwise, ungracious, and misdirected. Well, is it?

A museum operating under xha guidlines that served perfectly

NOW
well two hundred years ago is a threat to artgumi the museum today

such as the Modern, the Whitney (god forgive us) and the Metropolitan

are dangerous institutions that, in modern aocietx)have no justifi-

cation except for the fact that they offer solace, amusement
A%
and distraction4%o the very rich. That's not all they do. 1If it
Today the museum

were, there would be insufficient reason to protest. !hl;/ictlvoly

support/hntiquated values and distorted obsessions that are not

simply hypocritical -- lhtxxttuttxllqtil;x they are oppressive,

reactionary, im culturally debilitating and socially and aesthetically

dangemmmer AESATIVEQD |

The simple fact/%hat those who control the Ruseum -- whatever museum

you care to consider -- are the superrich who control ALL legitimate

communicative agencies. unyxEeniratxthuThe trustees of the museums
and the associated press

direct N.B.C. and C.B.S., the New York Times, ang chos greatest wxdtur

cultural travesty of modern times -- The Lincoln Center. They wmm

own A.T.& T., Ford, Ingxihuxgraxixtannsg General motors, the great
multi-billion dollar foundations, Columbia University, Alcoa,

Minnessota Mining, United Pruit AND AM.K, besides sitting on the (fi)

boards of each others museums,
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Newton, Minister for Defense (1'd prefer to say"Offence"”) for the
Black Panther Party. And this im only one instance of how art

can and should begin to find its way back to the mainstrean of
reality and to supplying the metaphysical and practical démands

of the hmg human condition rather that the psychotic caprices

of the super-rich.

Since the Museunm, u%(grace of its board of Trustees, has indirectly

supported these many years the international imperialist conspir-

acy designed to grughxikm smother the ZPPRIAXK appeals from e
oppressed peoples everywhere, it ifSonly fitting that now vhad

—téz/ we mm realize what has been happening that we begin to make some

agmends, In this view I again insist that Mr. Bates Lowry
(I got this idea from Mark Rudd) incidentally) disclose his role
in the worldwide imperialist conspiracy -- I am perfectly serious --
there is so much we don't know and that he could tell us --
and that he turn himself in for a trial in front of a people's
tribunal. I urge this democratic peoples body assembled here to

our knwoledge
gseriously consider the enormous gains toward enlightment of/thx
mEaiern ;zozzzmporary art structure, it reasons, its behaviors
and the far reachimg social, mut cultural and ethical implications.
In otherwords, I am convinced that there is a lot to learn, and
trying Bates Lowry before a democrctic court would be useful,
practicals Netiher Mr. Lowry himself, nor sanyone else should
have anything to fear, other than the truth and knowledge. But
have we not been trained to fear, along with god almighty, just

these virtures?
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these facts
The implications of/ikizxxfagx are enormous. Do you realize
art loving, culturally committed
that it is those xmxy/trustees of the Metropolitan and Modern
museums who are waging the war in Vietnam? Well, they are.
They are juxx the very same people who called in the cops
at Columbia and Harvard; and they are justifying their sick
disgusting slaughtesd of millions of peoples struggling for
independence and self—determination by their precious, conscious
support of ART. Anyone who lends themselfes to this fantasticly
hypocritical scheme needs their head examined.
It could be no worse if control and administration of the museum
were turned over to the department of defense -- if fact, it might
be a godd idea. As long as the museum functions under the guise
of an artistic and educational operation, under the control of
same people who gmixmthmex con other people into
those whaxrahxxmrmyxmammxxkiXkxandxhraxtnwash, robbing, oppres-
sing, burning, mameing, killing and brainwashing for them, than
complete
Xkm we must continue our protest and agitate for their/removal
from the art condition. I call upon the directors and trustees
of the museum to begin immediatekxy negotiations preparatory to
turning the museum, lock, stock and barrel, over ke to the de-
then
partment of defense. At least/we will thmm know where we're art.
in the garden of the museum,

The other day/I suggested that the mmzsmm art research faci-
lities of the museum be turned over to service in the interest of
the National Liberation Front of South Vietnam. I've changed my
mind -- that’'s not nearly enough. I do not think it at all far-

fetched ifxihmxmmzm to suggest that the museum supplyA ctive

funas to Liaaaxk¥xxm make up the 7uu,vi. bail bond demanded by(§>

the currupt california court for freedom pending trial of Huey

il

o
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I am sick and tired of hearing how the museum cannot
afford to give everyone free admission. And, probably as
long as it remains a privzgz/institution ¢ (a private
museum is very #uch like a catholic university) it probably
can't afford it; but why iwehedl must it remain a private
institution in the first place? 1Is the administration exploring
ways of divesting itself of ownership of the corporation? Has
the government been approached to take it over? No, it hasn't.
I mx call for the resignation of all the trustees from this
museum, the metropolitan and the xxz scandalously corrupt Whitney
museum (I keep thinking of those chromographs they sell in
conspiracy with Brentano"s, &hm -- deliberstely attempting. to
un-do what one hundred years of aesthetic cerebral labor has
achieved)s:lliigg;::zu7;:rggg:{;t::gg how thay can drop more
bombs in vietnam than have everx been droped before, anyplace.

Before we can formulate proposals for the future conduct

of the museum, we must learn what they have been up to all these
years. Then we must examine our own position; we are not students
disrupting the university from within in, from a position of
at least nominally, some authority and responsibility -- rather

we are, I certainly hope, outsiders who have nothing to loose.

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

é\vﬁ «
bragwon el



Notes to A.W.C. at S.V.A.-April 10, 1969

l. No Identification with the Impsralistic Policies of the U.S.
Government.
2e No Tixes- A.WsCe should hive an alternative to that War budget.
3. No Conscription-a.W.C. should be willing to house, hids, and
counsel all who would evade the Draft.
4. Boycott of the Media:
o Reproductions,
No Announcemen*s,
No Publicity,
No Reviews,
4o Préviews,
No Interviews,
No Classified Ads,
Yo Un-Classified Ads,
REMEMBER AD# Art should be seen and not heard ABOUT.

CErry HERPI S
PINORITY 4
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From the Internstionsl Liberation Front

‘e meet tonight, not for us alone. e wish to change polisies, so
th:t the tyranny reflected in the institutions of this nation at the
present moment can never again oporess us or our children. '‘e demend
thnt the nepotism, favoritism and fear of innovation of the Wew York
art world be exposed; the official avant-garde taste during these lnst
five years of the great ..merican military dictatorship has had the taste
of a credibility gop. The revolution we seek is no more -- and no less --
thzn to tell the truth.

In this proposed return to democrctic principles, truth telling
m-.y once again become a secondary concern of artists. The innovztion
~nd training of sensual zppetitites, which is the traditional concern
of artists, seems a frivolity to most citizens (as it seemed to FPlato)
for polities seeks to subdue those conflicting appetites which are
the fery meat of art. Put art also cennot fbourish in a time of war
and exrggerzted tensions. The tyranny of military requirements
revezls itself slowly, at first in traces of conversations, in esthebic
theories which detach the spirit of the times from the events.
fxy Tyranny even begins to creep through the studio doors as the artist
sits alone, until the fear of a police inspector (be he from the 5th
precinct or the Guggenheim foundation) veralyzes those senses essential
to guide the artist's voyage of diécovery.

snd so we have a stake in peace for Vietnam, simply as
professionals, in the fairer distribution of national resources,

. in the end of racist domination in the Senate, the amstsrmxktex
seizure of the electoral processes by the people, and the
establishment of a world comminity -- we have a stake in these 1ideals
if only because these things would hslp restore that priwvacy which is

_the pre-requisite of art.

®
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Tonight our concern 1s specific. The institutions responsible for
setting standards directly applicable to our world of art have not
only failed us, they have failed the wider community they claim to
serve; these institutions have become positive weapons, a cultural
4ABM, of that tyranny which now oppresses all mankind with its balance
of terror. We are here to help set those institutions free.

We must think in new terms. We are entering a new dimension in
the space travels of this planet. Like Michaelangelo's slaves, we
struggle to emerge from our unformed nature. Our past is measured
by a yardstick kept at the same temperature and humidity in the
Library of Congress; but our course through the stars sannot be
charted by thds tyranny of a computerized past. Who can best remember
the measurments of the past in such travels as these? Who can bring
moral accuracy t0 the projections of our society? Surely the better
guide is not the letter of the laws of history but, rather, the spirit
of tradition. e seek not only to reform the old, but to teach ourselves
new uses for the old (how else can we test old ways?); the 0ld will
be forced to reform itself if if wishes merely to survive. We need
completely new ins*itutions whose measurass are not yet fixed, a post-
modern calculus. /e wish to learn from the art which our spiritual
ancestors have left us not those footnoted lessons of estadblishment
cutalogues and magazines which turn the spirit to cliche and cliche
to credibility gap; we would learn these rituals whieh liberate the
soul, those lessons which turm a collective past into the free men,

which turn individuality into supreme fictiom. 8

©
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We begin. ~'e wound the tocsin, and its cry already rises above
the jangling voices of fear. History has for too long been written
for the homeless few charged with codins the past. Their —orld of
cowed and petty bureaucrats n~eds their codes, their iron glossaries
of riorality, in order to keep the machinery of n=ztionalism and racism
in -orkins order. But we would not be bureaucrats. ‘e would be free,
not slaves. ‘lreadvy ve re-write history. ''e offer, even to the bureaucr:ts,
2 WAy to escpae the cagew which official avproval has built zround them.
Let Kenneth Noland and Frank Stella get out of their lackey's uniforms,
let them stop serving the masters of their modern house, let them
come and join us field niggers. Is it not better to be chained to
poverty than to be an Uncle Tom of the soul? Is it not better to be
bloody in deflance than to be praised as the artist with the purest
water in his vein?

vle are the revolution. e will be free, because our spirit is
already free. We are the irresistdble tide of the future. /e
remember the examples of Jan Palach and Martin Luther King in our
hearts. The tide drowns even our own fears. The more we give, the
more we sacrifice, the more we are. Ours 1is a golden dream, ours is
a promised land, and we are first settlers beyond that new frontier.
Our political aims are simple and sturdy: a world beyond guns, a chance
to stake out our own territory in the infinite land of the soul, and
the right to hope for immortelity. Our artistic aim is even simpler:
we want to be fres.

Institutions have already begun to tremble at our mild demands,

our thi#rteen points. Let the state wither away. Ve have only begun.

®
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Do we want to coneern ourselves with the
administration and organization necessary in establishing
a strong power block for purposes of issuing ultimatums to
institutions for private satisfactions? What is truly
private and personal is usually generally applicable.

The artist, nay even the non-artist knows that
his destiny is his own right. The man of yesterday had only
hopes for a good 1ife. The man who now still hopes is putting
his lifestyle in other's hands, Making art is the artist's
responsibility; its care and exposure should be by command
of 1ts maker.

To free those energies that are otherwise
diverted, the artist should be entitled to 1life's basic
necessities: food, shelter and clothimg. We can get this
money from the profits of dead artists. We should demand,
from exhorbitantly priced works sold on the auction block,
from high priced older works sold by institutions, a cut
for the living. Wealthy living artists, as well as wealthy
non-artists should contribute to the income of their
contemporaries; not by hiring them as 1ackey;, but by
buying thelr art for their own collections or buying their
art to give 1t away as gifts to institutlons or their poorer
relations, A trust fund should be started whereby wealthy

artists can contribute money and or a work for sale, Stipends

more--- @

awardea on tne basis of need,
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Artists use their dead compatriots as heroes,
to keep them company in their waiting. There is a great choice
of dead neroes, I wisn to keep the dead alive for the moments
of walting; and to delegate the interested living to spend
time making lists of the dying. The artists needs a more
viable, open, immediate situation; more opportunities to present,
with dignity, the thing he is doing.

Functional Institutions are great warehouses,
We should encourage them to store our works for us. The
artist should not have to be his own nightwatchman. But
neither do we want a dumping ground. Facilities should be
avallable to those who wish to store large works.

The institution ecan provide a computer system
listing all dead and living artists, with coffee table top
read-outs to elimlnate art book clutter. Information is not
art., To experience art one has to have time for an arrested
moment., The non-artist, the non-maker of art, the art lover,
1s a radar scan,a shopper. Provide the information and a place
for people to search, to hear, to touch, when thdy are in
their inbetween times. Pind places to put art where there were
none, To see art when in the inbetween times, you need to

put art in the inbetween places. Call these places museums,




BRoD Y -5

We aestheticians can no longer contend with the socisl frown of
isolation and alienation in an atelier existence. The

milieu not only conflicts with the artists! way of living but

also builds up a wall of resistance by the very nature of what the
artist absorbs, reflects and symbolizes. The artist reveals «nd
defines like a magnifying glass; defies dogma and dishonesty like

a reducing glass, and redicules the obscenity of misinformation

and preconception., We are more than the media, the bridges, the
catalysts: we, too, change our modes fromrimpressions and abstraction
and gray shadows into expression and concrete realism. With this
plasticity we contribute toward the expanding "it" of consciousness.
Zach one of us has an art system of downtown and uptown, an under-
ground,; art and science, an inside and outside world in which
an attempt is made to purify contamination and influence the en-
vironment,

New York City, the apex of the materialistic system, has become &
desert, All of us must work for its reclamation. The American
desease is affluency in a Walt Disney apparition of sKyscreappers

and illusionary skylarks. People struggle for summits of self in

a cancer of object narcosis. The history of Western Civilization
has been a mystique entertaining death, destruction and depression,
counterpointed with attempts to enlighten and eliminete the causes
of these negative forces., War and peace, crime and punishment is

in all of us. At the end of the HcLuhan age where efficiency is
numbers on machines along an assembly line of axiomatic presumption,
it 1s not necessary to repeat in series the Exodus, Plaio, Sophocles,
Dantgigidgge caprichios of DeKooning anymore than we can return to

cubism, The press, TV, and radio report to us murder, violence,

@
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assaggnation, funerals, poverty and man wreakage, Mere helpless
protest 1s not enough. We must collectively seek positive
solutions and teke action to overcome this propulsion through the
ages. Why not start within the structure of the art community and
the people of New York to strive for a new dictionary of definitiosms.
Power, sustenance,potential, education cen have a different
institutional meaning. Each of us is a chenging museum &nd our
exhibition buildings should mirror the artists as well as the peopke
of New York and the world.

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

The artists fight alienation as well as all other groups.,

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

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

up and painted. : : but they nee

guldance, Historfic, purchased for studio
Fd

lities such as the planting and car-

e parks and playgrounds. The Museum of Modern

ment with radiating centers of groups of people gathered for the

.<E>purpose of positive activity. This takes nothing away from the

individual but should only enhance his sense of belonging and

»~

./
“"""/.
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productivity., The issue is not just the artist and the Museum
of Modern Art; we must establish a basis for survival that is

not Just repetitious cannibalism.

Selma Brody

L
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Text Proplrod for the Opon Hoaring of the Art Workers Coalition

New York City . April 10, 69

'FARMAN ' ART WORKER NEW YORK CITY

My talk is in 3 parts,
FIRST PART;

I'd like to take a&iaﬁtago of thi; puBlicvnoofing to say that I am
leaving the Art Workers Coalition, for a few months,’ |

My roaaonﬁ‘are as followa; ' |

a) That I aﬁ_Tired - Having worked 3 rolontloaq months for thip
coalition. Now I'd like to cultivate my inner lif;,and my new
trigndahipl, and tend to my sexual life, whicﬁ has been suffering
from the tensions inherent in public and politicii engagements,
b) That at this Hearing the Art Workers Coniigion, is entefiﬁg '
a new phase; There are enough ;rt'worko:s with new ideas and
‘fresh energles, to see that the Coalition , G:R O W 8.
In2or3 months from'now I'illask to join éh; ranks again ,

and hope thlt I will de aecoptod with gladnosa by my companions
of today. . _ ' ;

I also promess that it thd spirit of the dft workers has vanished
auny, from internal di-oontions or fron oxtornnl proaaurea, I will
do ovorything to Bbvive this Spirit af Roli.tance.

.6) Corrollary; l

All the pupdr-,‘lottor-,‘docuncnt-, and uddro--os, in my possession

~will be available to whomever wishing copies of thol,'i will be

‘4m New York City, and I'll be happy to be usefull to any art worker
"whose needs could be fué furthered in privacye '

\

' LONG LIVE THE ART WORKERS 'COALITION



-SECOND PART:

I Hate Hypocrisy.

I
i

I Hate the hypocrisy of the Establishment and I' hate hypo-critical

artists.

" The subject of this Second Part of my Testimony is a delicate one.
It pertains to VANDALISM and VIOLENCE.'

In the week that. followed our orderly demonatration at the Museum

of Modern Art, there were several noteworthy items reported by the

prese.(The texts are available.New york Times), I summarize,

On April 4; Bates Lowry declared at a lucheon that most of the

museums, across the land, were- facing bankrupcy and oloeure. He

appealed to corporations ans buaineseos for assisstanco.

On April 6; City budget director Hayes, asked every City museum to

cut down expenses by 24 perI0O, Meaning more than I60 art workere

dismissed from their jobs and the'closing'of some museum wings,

at a time when more diversified,and 1arger cultural centers are

urgentlvéeeeed. The cutback was termed "CATASTROPEIC" by the

representative of the-mw City‘museume; |

On April 8; Roger Stevens (National Council of the Arto),\and A,
Heckscher, in an interviow at Sardi's, deplored the accute shortage
of funds in tho arts. Stevens aaid that he is optimistic, Heckscher

eeid, He ie very Bess imistic, about'tho fullfilnont of our cultural -

: needs, . '

HEAR 'ME WELL., THESE CUTBACKB ARE VANDALISH. '

‘It is irrelevent to me that &he you cannot pinpoint the sources from
which thia kind of@ggéinl injuatioo and violonoe is gonerated.To

. violate the growing needs of people by cutbacks IS VANDALISM. Who

' gave the orders? e City Hall will blame Albany, Alblpy will blame
Washington, thhingtop will olane Tbxal,land Texas will‘blnne Hunt's
tomatoes. All of this is very clever - But thio will not rooonoilo

the spirits that hunger for justioo. o ' 2

AN 4

L ',; e - -lfLX)‘
—=Y -

“‘;‘H .



And my point is that Violence and vandaliau are moral;x Justified

’

‘.1f we are pu-hed agninst ‘the wall. , . ' , p
I have livod in danger for ‘I3 years, and for s years I've been

‘ protesting against the genocidal war perpetuated by the United

States Government on the people of Vietnam,.

Did you know thatmany of our Art=lovers of the eatablishment are

. also War-lovers? Sure you did, Why to think about it?'becaugb/right

now the Investors are_most absorbed and_most bedazzeled by their

_own war and their‘own war tcchnology,‘and people 's growiﬂg need

for culture, and the urgent needs of a dying democracy, are near

‘ last on the long list of priorities,

© I would bé'sorry. pleaae'beiieve'me » quite_sorry, if a loved

Masterwork, of a prominent collection, wnﬁt vp in flames, and was
destroyed.However I would not be nofriér for this act of vandalism,

more than I have been..grieving., for the Cruel Napalming of such

'nonaatery, the destruction of such school, or the burning of villages,

XQt's keep our moral values, and our jndgoment in a correct balance.

/

~Let the perpetrator of cutbacks be warned once more, that men and

women, pushed into the despair of econcmio slavery, have coﬁplete

‘moral Juatiticntion il their use of rot&liatory violence, and sedeeit

aeleotivt terror, to protoct the rights of all 1ndividua15 to be

honorod, and to nohievo the ultinato social gonll of freedom &nd- Justice.
As brothor Halcoln X naid; . o L N

IT TAKES '/ TWO 0 tAlGO. tld 1!. WE GO, YOU GO with ul, chx.

.\

 POWER ro'lu."nsomi.'

\
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THIRD PART;

. Concerning some policies of the Museum of Modern Art.

The 1956 Change of policy.

4From I942 (643 works in catalog) to 1956 (1 360 vorks), during

I4 years the museum aquired 7I7 works of art.

From 1956 to I967( I8,45I works in the catalog) that is ,1n II
years, 17,011 aquiaitiona. ,

I salute the restraint that Alfred Barr showed 1n the early years
atthe Museum's growth, ) : .
I deplore the sucssesful efforts of Mrs. S. Guggenheim, of Mr,

John_H.'Whitney and the other Greats of the City, who-in order to

protect their art collections from de¥a1uation, changed the mutable
policy of the Hhioﬁn, into one concerned with permanencé, thus
tranaforming'a living museum into a manaolenn of aquisitiveness.

Childrens oarnival in Harlem,

The carnival was established more tham I0 years ago.It was in
Brussels in I959 . It has been. to Spfin and Italy. A copy.of it
was ‘presented to India in I1962..WHY MUST HARLEM BE LASTZI have

no word; of‘praise for this afterthought on fho part ot.thi museum,

Does the MOMA fairly ropreaont contemporary art trends? NO,

\

1 have yet to see_Acid Art at the museum, altho this trend haa_

been very deoply changing todays visual vooabnlary. I'll wait
long time befor seeing Erotic Art, at the lnqoun, as woll as the

" art of the Motherfuckers, who work through leaflets and p@lt‘t‘,.

and_Earth Art. Of course I believe that this last trend is on its
way to acceptance., Its yery safe, 4

- e

" ART IS THE ARTIST

* THANK YOU FOR LISTENING ,
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10 April 1969

To the Public Hearings Committee
Art Workers' Coalition

Gentlemen:

As film-makers, we wish to bring to your attention the
following points concerning the Museum of Modern Art as a whole,
and its Film Department in particular:

1) The Museum's repeated assertion of its own "private"
nature, in reply to a variety of requests from the art commun-
ity on behalf of the whole community, is socially retrograde,
reminiscent of 19th Century laissez-fafre arguments. That private
institutions used and supported by the public have public re-
sponsibilities, is knowledge at least as old as the Sherman Act.

2) In view of its tax-exempt status as a nonprofit organiz-
ation, the Museum is, like churches, quite obviously supported by
the public. Therefore, like churches, it should limit its au-
mission charge to a valuntary donation.

3) We support plastic and graphic artists in their demand
that the Museum return to the terms el its 1947 agreement with
the whitney and Metropolitan Museums, whereunder work was to be
sold after 20 years, the proceeds of such sales going to finance
the purchase and exhibition of new works by living artists. How-
ever, we retain important reservations with respect to film. It
is plain that the archival functions so admirably fulfilled thus
far by the Film Dept. are in no way comparable to the formation
of a permanent collection by the Fine Arts Dept, since the work
of the former is to preserve for future circulation artifacts
which run high risks in the present, while the latter, in an
attempt to eliminate present risks, tends to limit severely the
availibility of works, or remove them from view entirely.

4) We demand the fullest possible autonomy for the Museum's
Film Dept., consonant with the acknowledged kinship film bears to
the other visual arts. The Museum at large must recognize both
the separateness of film with respect to the other fine arts, and
its absolute parity with them; or risk the embarrassment of being 4"
the last intellectual organism in the community to do so.

5) In line with this new departmental autonomy, and reseogni-
tion of film, we demand that the Museum allocate appropriate
funds to the Film Dept., te carry on its work and expand 1ts
programs.

We gloss the word "appropriate" as follows:

The Museum has reportedly admitted that the largest number ‘W %C"
of its paying visitors come to see the daily film programs. VWe
therefore suggest that the Museum give to the Film Dept., for

)



/0

(2)

its own uses, all admissions paid during the sixty minutes
immediately prior to each film showing, plus a portion of the
total operating budget and endowment income proportionate to
the number of membership cards shown during that same time period.
Of course the Department must retain the entire net proceeds
of its rental program, and of all Museum publications relating to
film. In addition, it must be made possible that the Department
receive, for its specific use, grants, gifts and bequests, as
well as a fraction of all monies left or made available to the
Museum at large, in accordance with the importance of film art
to the community (as evidenced by its admitted drawing power).

6) Such expanded resources should make possible the elimin-
ation of certain deficiencies and abuses, in the following respects:

6a) The Film Dept. has recently undertaken to acquire new
films for its Archive. We consider this necessary and laudable.
But the Dept. has been driven, unwillingly and presumably through
penury, to ask for films at or near laboaratory cost.

Now we are aware of the Museum's general policy of buying
paintings and sculpture below market (i.e. gallery) prices, and
we deplore that policy for its bumptious immaturity of viewpoint.
But to ask for films "at cost" starves our persons and insults
our art, however much we may admire the archival program and wish
to help it--since it presumes to single us out, among all artists
and indeed among all persons who perform work in our society--in
questioning our right to be paid for our work at all.

Furthermore, we are thus asked to become philanthropists,
benefactors of the institution, in spite of the fact that film is
an art made cruelly expensive by commercial rates (tax deductible
for commercial movie makers as "legitimate business expense").

As for philanthropy, that is typically an activity of persons of
great means, who make no art at all.

6b) The Film Dept., desiring to show new work to the public,
has been unable to pay either a nominal rental (about $1 per minute)
for the use of films shown to large paid audiences, or any honor-
arium to film-makers appearing personally. This must be from
sheer lack of money, since members of the Department have repeatedly
expressed regret over this state of affairs.

6c) In a tentative agreement of October 31, 1967 between the
Film Department and the New York Film-Makers' Cooperative, the
Dept. was to distribute new films under its regular rental systenm,
on an agreeable basis of shared costs and returns. Film-makers
viewed such an arrangement favorably as tending to show new work
to a wide audience: film is, after all, an art to be seen and
enjoyed, and not merely buried in storage vaults. However, nothing
has come of that agreement--presumably because the Museum would
not spare the Film Dept. funds to hold up its end of the bargain.

7) We are profoundly puzzled by the Film VDepartment's action
in arrogating to itself the privileges of a pre-selection jury tog
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a recent international festival, the XV Kurzfilmtage at Ober-
hausen, Germany. In a word, they decided who might and might not
have their films shown abroad. Bearing in mind that the Museum
was, in all probability, acting on a request from the festival
organizers, we ask nevertheless whether the Department will attempt
to pre-screen films for the next Belgian festival, for instance;
and whether, had they done so for the last one, they would, in
fact, have chosen the films which, at Knokke-le-Zoute, bore witness
to the tremendous innovative vitality of the new American cinema.

But there is a more crucial problem hiding here.

Film festivals had their origin in a desire on the part of
responsible persons of sensibility to bring new films to their
own locales. Prizes were offered as bait. The films brought
visitors, the visitors spent money, the innkeepers were delighted.

But now festival juries presume to judge which films are
"best". In a world which let the Divine Comedy lie fallow for
centuries, and lost half the work of Bach, they decide which
work is to be rewarded, and which ignored.

As an institution dedicated to expounding the most advanced
principles in the arts, the Museum must instigate a continuing
dialogue in the film community, indeed in the whole art community,
concerning whether the competitive mode is really germane to the
arts.

There is a crucial distinction between the rfles of middle-
man and mediator, and the Museum's usefulness to the community
rests precisely upon a contant effort to maintain that distinction
in critical focus.

Meanwhile, I offer for the Museum's reflection that last month,
the good burghers fattened in the festival town of Oberhausen,
while in America the vivid and ebullient art of film went begging.
Does the Museum love the art of film as we do? Then they must
perform an act of love for our art, that will somehow compare
with our own in making it.

8) Finally, we wish to state, both as reminder to the Museum,
and as encouragement to those working in other arts and now
anxiously considering alternatives to the Museum-and-gallery hier-
archy, that film-makers long ago abandoned all hope of using the
established commercial channels for distribution and exhibition.
We have our own cooperative distributors, our own theaters, our
own publications and lecture bureau, -- but above all, our own
free and uncoerced judgement of what may be done with our work,
by whom, how and when. We feel that we best serve our own needs,
and, ultimately, those of the community as a whole, by these means.

We have always had a school: the Museum's film department
was our grammat school and university, as 42nd Street and our own
Cinematheque have been our graduate school. The film department
was and is unique in the world, and no one has valued the Museum
more, or for better reason, than we film-makers.

What we do not have is a Museum, an impersonal public re-
pository where our most permanent work will be maintained in trust
for the whole people, to teach, to move, and to delight them:
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because we believe that art belongs to the whole people. It is
part of our small permanent human wealth, since it is never dimin-
ished in use; it can be possessed only in understanding, and never
through mere ownership.

So we call upon the Museum of Modern Art to become our
museum, in the largest sense. As film-makers, as artists and
as human beings, we cannot demand less.

Yours very sincerely,

(signed) Hollis Frampton
Ken Jacobs
Michael Snow
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Oh beautiful werld, oh werld ef se much sweetness that eould be.
As 1f 1t isn't enough that the laws ef eur archalé society bind
us and prohibit jey and life. As if 1% isn’t eneugh that our
ecenomic and pelitical systems suffecate and sulmerge and wound
all but the very, very strongest; new even those whe survive
and become oreative artists are se bitter with envy, bitterness
and agressien and "Well, let®s see hew I can best and oaly do
for myself" syndrome. The rottenness is beginning te show in
the creative arts teo - as if all the rest isn't eneught

The spirit that existed ten te fifteen years age in painting is
fading - how people used to crewd tegether, even if they didn't
like each other's work - they did. They tried to help each other.
They came to each other!s epenings and shows. They became
successful: the blood in them became very thin. The painter who
wants te ... werks things out is ne lenger "in". Instead of
blood, it's ideas that flew im the artist's veins: 1t's much

mere prefitable. "Painting™as such is said to be Wead”.  It's
supposed to be happening, new, in film.

Well, it started to happen. About five years age it started, every
filumaker helping the other, going to each etherts shows, even
helping te film. And a few still are imvolved with helping above
and beyond anything they get paid fer. Len Lye does net stand
alend: there is Brakage, Nember, Breer, Gehr. These pecple do
care and always try te help, but there are hundreds of others I
knew of whe do nat. There is pet the excitimg feeling eof all of
us being Sogether as pienecers in a relasively new mediwm. We
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GUa't all get together and suppert each ether by attending

the shows. There is no allegiance to the art ef filmmaking, but
Just to our silly selves. And it is a shame, with all the horror
in our streets, our Vietnsm, our racism, our ecenomy that chokes
and mutilates men's spirit, the man who 1is supposed to know -

the Creative Artist - even he is dying. Very soen there will be
no-one, no Place, and no interest in film as an art, as a

growing creative art.

I alwvays believed that it was the artist who knew. But the

showing of extreme self-centeredness and bitterness, this is not
knowing. When the artist does completely disappear, there will

be no hope left), because it is the artist, manifest in his

being that expresses the joy and reality of being and feeling itself.
And if those of us who are filamakers and painters don't help

each other, we will not survive. The creative artist will perish.

Something must be dene povw.’
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A REASONABLE AND PRACTICAL PROPOSAL FOR ARTISTS WHO WISH TO
- REMAIN FREE MEN IN THESE
TERRIBLE TIMES

Recently, artists, sensing that the times are out of joint, have dxanangxd=my
demonstrated at the Museum ofg Modern Art and at the ‘htropolitan Museum of Art, They
have been demanding free admission to the Modern and various actions designed to =mzsumya

ik

. The difficulty is that the Proposals are not radical enough; all granted, the

assure black artists representation in the museums,

corrupt conditions X in which artists work and live would not be altered

n The solution to the artist's problems in is not getting rid of the turnstiles
: at the Museum of Modern Art, but in getting rid of the art world, This the artists can
! easily do by trusting one-another and forming a true community of artists?

All artists should withdraw instantly from all commercial connections, gallery

and othervise. Gallery exhibitions must be picketed; all gallery exhibitions, all the tire,

until ‘the artisa exhibiting feel their shame and withdraw to join the community of artists,

—

2, No moee "shows" and "exhibitions." Let artists show their work to their fréénds,
and let artists see the work of their friends. But no more public exhibitions.

' 3/ No cooperation with museums, Thev make "shows » fet everything wrong, "Will you
lend a painting?" "No," So thev will borrow a Painting from a person to whom an artist has
sold a painting. Fine. At least the proper relations between artist and museum have been
established, the proper distance between what museums do and what artists do is maintained,

4, No more "scene " No Vo pue Time, Life, Newsweek, interviews, Artists who pernit

themselves to be used this way are not in the true community of artists, who are universally

tngifizzlzt to such public humiuation.
5. No more big money artists, Big money artists who dont imnediately sever all

commercial connections and commence instantly to sell their pictures at modest and reasonable

sums should be held in the utmost contempt by the cormunity of artists, |

B0, T T e e e et £Y Of aTtists S
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/// The point is not that artists should not have a lot of money, The point is that

e
///// in this society, the amount of money you get, the speed with which you get it and the
amounts you get at a time po very far 1n determining the community toward which you
will gravitate, And so big money xzttxxzxzxdxautngx artists, drawing huge =ummzx sums

in great rushes hrzame take on the tix life-style and attitudes of the only other

i
\
‘

‘comnunity that earns large doses of money in frantic bursts -- the entertainers, And,
like the entertainers, the bip—noney artist soon becomes involved in fashion, in ob- -

solescence, in a paronoid, nasty fear and hatred of the fellow behind him, and begins

-

to liQe the kind of life with which entertainers have been disgusting us for several ‘
decades now, ' :

6a, For the similar reasons, no more "young unknown artists" either,

Collectors all have a secret dream: to discover their mwn very own artist, unmentioned,
unshown, unknown, and they pursue this dream vigorously and expensively, Perhaps
because they doubt their taste, and are newer certain that they like what they buy,
or would have liked it had they come to it "on their own", they are constantly prowling
the studios of young artists about thom thev are told, and forever baying their work
at mxar prices that to both are unheard-of, i#:;k

i

Lo e S e
,/”"::-:;zzu;ot an uncommon way of life among fgunper artists is the professional role

of "young unknown artist." To such mwh horrors does the art world lead; these young

people are, in their own way, as nightmarish as the professional transvestites one

sees on 42nd Stfeet.

When people come to town to seen "unknown" artists, thusmzyewaxzmamaim there is thu
an entire class of young people who are the repgular itinerary, These artists never

‘ seem to become "known" and never seem to stop being "young" and "unshown,"

once-tnr1—whtio-caoh—a-oo&&oo-ugo-o-,mbli'?“ﬂvo“!ou‘P‘ihn-ﬁﬂ‘-‘ﬁw‘lmﬂxﬁii“‘
s’mmw.ﬁmmimm‘tﬂvmvﬂmm»

kd

knewrmwress " ' B "T;f—_—"

j
6. People who wilh"_tO_P‘!_n_,wnrk!_ £ uld do so by moving into and ; @ i

—_— ’ * . 1]
rmunity of artists, No one should ever "represent” an artist, Artists should - r . !
‘her artists and other collectors in a face-to-face and man-to-man way, P f S
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7, Each artist shold decide what money he needs to lead the kind of life he needs,
Each artist.should decide how much he needs for his food, his rent, his grass, his partiec
his love, his records or his books or his car or his family xndthnuidxzxiizhtxzpaiaxtnnx
and for helping other artists who are his friends and who dont sell, Let the artist charze
so much for his work and no more, Let no one except the artist decide how much he needs to
live, Collectors and sales will not disappear with he disappearance of the art world, They
will fxxfmk simply come to the artists they admire and ask to see and purchase their work,
and they will.deal with the artist directly, in a human fashion,

8/ Artists should attach binding conditions to the sale of their work. Such conditions

ehould include mhax the copdition that the work may not be re-sold; that upon the death
(or lqss of interest in the wook) of the owner, the various museuns have first refusal on
;he work of art, Should they refuse, the work may pass to the heirs of the purchaser,
Anetherrcp?di;ion shoidild permade universal and shald be enforced systematically, rigorously
and with a constant eye to filling loop-holes out of which the force of the condition drains:

that condition is £ f
n » MO owner may in any wav enrich hiqafl tgfoqgcﬁthe nosses:ion of the

work of art,
_ 9. No more "reproductioqs." Reproductions lead to a false and destructive kind of
“feme" which separates axixx artists from the community of artists by making them "' famous"
and rich. Reproductions give rise to a body of people who "know your»wo;k" without every
seeing it, This is an 4bom1nation. Artists should forbid people to snap pictures of their
work,
. ;0{ Le;,tpe museums alo;eﬂ Theyvate not the proper focus for artists' attentions, For
be:eer_qr worse, our past is_ghere, and our standards, Museuq people are a peculiar and
dis:ant.breed of peoplei artists are not that type and couldn't do the job better if thay
had the chance, quistsacan pPressure museums - :hoee tha; w#shzte -~ even teach them a
little something now and then, But fo;_the nost part museun people are hopeless and alyays

will be hopeless and it is best for artists to simply pay them no mind, When things are

good. ap;ists will be interested. When things are not good in the museums, they should metely

) be ignoted. Huseums 9111 never be right' they are owned by the wrong people, controlled by

; the wrong peopel and staffed by the wrong people. But the right people are artists and artists

.

]
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simply will not do tha; kind of Vorg on a repular, day to day basis. This is not to say
the : artists should not, for example, at;empt to pressure nmsueums to collect and preserve
thé works of black gr;ists. But thiéikina of}gctivity is in the same natufe as artists
who wish/to join Vietnam demonstrations o; rent Hmmm demonstrations --wmgh thosewx who
are interested in such things, do 1:.. - | :» -

w1th the elimination of the art world, there are no problems between black and white
,;ftists. Black artists simply become part of the cormunity of artists; collectors are
directed to their studios by betéer-selling friends; struggléng black artists are helped
along by their white or more successful black friends.
11, The art press should be treated like museums, and for the same reasons. If the art
press i{s responsive to the community of artisss, it will flourish, If it is not, it will
wither, There is nothing, once the art world is abolished, to prevent an art press from
springing up within the art community,
12, Artists should take every nickel they can pet from foundations, grants, the various
wags the rich have found to give away their money., Artists should constantly be demanding
more and larger grants and foundations,
13, Artists should teach i{f they want to, and can do it right, Artists should never conform
to the structure of the various educational systems which employ them. Teaching should be
understood as simp¥y moving into another community of artists, most often a younger one.

If none of the younger community of artists become the artist's f£fxekx friends and lovers

then he is probably doing it wrong.

The immediate camse of the sense of infinite corruption, degredation and humiliation
that i{s the mormal lot of the American artist today is the art world., The proposals for
behavior outlined above are neither difficult nor far-fetched -- in good part, in fact,
these propoéals simply describe Iife.ag it is currently lived among nine out of ten
artists, Ole.has'dnly to observe what happens to the sense of friendship, love, fraternity
and comraéelhip among artists as they are "picked up" by the art world x to see, instantly,
that the rewards of such "success" are death and degradstion. The art world is a poisen in

.

the community of artista and must be abmiishad removed by obliteration, This ﬁappens the

lnstant artists withdraw from ic. - - ’ ;l
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and "exhibitions" and "reproductions," always been a "scene." The answer is that there

may very well be all these things again, But not now, Now, this Y¥ay=xztem "system"

e
the curse and gpmx corruption of the life of art in Americé%fn the world and it must be

1
repudiated, abandoned, crushed out like a EXREXRXEXAXR cigarette,

(AporTED)

has Been

" tes
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To whom does art belong? Art as sexuality inevitably belongs
to the person who made it. Under the way we live now art as
product belongs to the person who buys it, the institution that
displays it, or the gallery that owns the artist. But there is
another way of owning art. Art as energy source belongs to everyone
who can get a look at it;(an example being the room in the de Kooning
show containing Easter Monday and Gotham News and the rest. All of
us who have been there own those paintings.) It seems to me that it
is with this last way of owning art that the ART WORKERS COALITION
is, or should be, involved. The word "workers" in the name is a hope-
ful sign. Under any more or less organized economic system workers
contribute their labor into the process of production, and it is how
that labor is used which distinguishesé# the system. If the basic
decision is made that the artist's labor is to generate product then
the actions of the AWC must follow certain lines. If the AWC decides
that the artist's labor, as it relates to society, is to generate art
as energy source then the group's actions must follow other, and

quite different, lines; for ownership is irrelevant to art as energy
source.

If the AWC accepts the idea of art as product then it must become,
in effect, a labor union if it is to continue at all. Many of the
original thirteen points would seem to have sprung from something
like that impulse, and a generous and necessary one it is If nothing
else ever came from the AWC it would none the less be worthwhile and
memorable if it convinced the Museum of Modern Art to stop charging
an admission fee. But dealing from strength with museums and galleries
still admits the basic fact of art as product, and this presents prob-
lems, possibly unsolvable ones, to the idea of the AWC., For the gal-
lery and museum system forces a kind of "mercantilist" thinking on
the artist whether he wants it or not. There is only so much space,
so much representation, so much soft, inflationary money around. What
I get I take from you. Artists are quite simply in competition with
one another. And this, it seems to me, might eventually prove fatal
to the AWC as a union in the ordinary sense of the word. We are all
ready to sacrifice just about anything except privilege and the merc-
antilist sensuality of choice that is its not so secret joy. @

If the AWC were to devote itself to the idea of art as energy
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source much of this tension between wish and desire might be avoided.
It might even be possible to find the beginnings of a moral equiv-
alent to privilege. The word "workers" comes up here again. Those

who pass for workers in the United States, men in the UAW for inst-
ance, or longshoremen, are in a curious historical position., If imp-
erialism is the internationalizing of the class struggle then much

of the true proletariat of the United States lives in Guatemala, and
Chile, and Japan, and Spain. That is to say that the American workers'
class position in relation to workers of many other countries is
essentially bourgeois. It may take a considerable act of imagination
to see artists as being in the same class role, but to the extent
that they are involved with art as product I think perhaps they are.
The marriage of art and technology is being consummated in the smold-
ering bodies of Vietnamese peadants.

Suppose however that the AWC were to declare something like "all
power to the workers". In saying this they would not need to be rep-
eating the old slogans of art in the service @B the revolution which
seem to have produced neither good art nor any revolution at all.
Rather they might be saying that art belongs to all who can grasp it
and draw energy from it., What this would mean in practical terms I
don't know., But realizing that this is a gquestion to ask at all is a
start. A beginning might be the setting up of a cooperative somewhat
along the lines of that organized by New York's underground film-makers.
The AWC could thus become a clearing house for the rental and distrib-
ution of art, and one which, like the film-makers cooperative at least
in its early days, did not make value judgements on the art it hand-
led. The New York art scene being what it is however the AWC might
find itself having to make judgements on who its customers could be.

This is only the most tentative of suggestions. In fact it may
all be nonsense, but if it serves to make artists think about their
historical situation in New York in 1969 it will have served a purpose.,
If they are going to think about it I would add one further word of
warning. The cry "all power to the workers" means just that, “all power"
to all "workers". It does not mean that the oyster dredgers control
blue points and the artists control acrylics. It means <ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>