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500 ART EDUCATORS AT CONFERENCE AT MUSEUM OF MODERN ART

fore than 500 leaders in art education in the United States and Canada are expected
to attend the 21st Annual Conference of the Committee on Art Education, sponsored by
the Museum of Modern Art, April 30 through May 4, The theme of the Conference is
ART EDUCATION AND THE HUMAN SPIRIT,

The major addresses will be given by Dr. George D, Stoddard, Chancellor and
fxecutive Vice President of New York University, who will speak on "Art As The
Measure of Man" (Saturday, May 4); John H, MacFadyen, Executive Director, New York
State Council on the Arts, who will speak on "Govermment in the Arts" (Friday,

May 3); and Otto W ittmann, Director of the Toledo Museum of Art, Toledo, Ohio, who
vill speak on "The Role of the Museum in Art Education" (Tuesday, April 30).

Among the subjects to be explored in the 35 sessions are "The Museum and
Television" (Wednesday, April 30) and "Recent Developments in Audio-Visual .
Instruction" (Saturday, May 4).

Commenting on the theme of this year's Conference, ART EDUCATION AND THE HUMAN
SPIRIT, Victor D'Amico, Director of Education at the Museum of Modern Art said "Art
has always served the spiritual needs of man, but today, perhaps more than ever
before, the knowledge and enjoyment of the arts are needed to offset a growing
mechanization and specialization. The major object of creative teaching in art
education today is to initiate in all people a respect for the individual and an
wderstanding of the human spirit,"

This year for the first time, the first day of the Conference will be called
"Museum Day;' set aside especially to explore the expanding role of museums in art -
education for children and adults, and teachers.

The Committee on Art Education was founded in 1GL42 by Victor D'Amico ; Robert

Iglehart, Professor of Art, University of Michigan; and Arthur R. Young, Director of

Art Education, Professor Emeritus, Teachers' College, Columbia University, for the

purpose of exchanging ideas on the teaching of art from pre-school through graduate
level, The Committee consists of about 1,000 professors, board of education art
directors, high school and elementary school art teachers representing the United

States and Canada.
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Additional information available from Marcia Rubinoff, Publicity Department,
Museum of Modern Art, 11 West 53 Street, New York 19, N, Y, CI 5-8900.
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SPECIAL TO FHILADELPHIA PAPERS

ARTHUR YOUNG TO PARTICIPATE IN CONFERENCE AT MUSEUM OF MODERN ART

Arthur R. Young, Director of Art.Education, Philadelphia Museum College of Education,
will be among the leaders in art education from the United States and Canada attending
the 21st Annual Conference of the Committee on Art Education, sponsored by the Museum
of Modern Art in New York C:l.ty, April 30 through May 4. Mr. Young, one of the founders:
of the Committee in 1942, will lead the sessions on "Art Education == A Spiritual
Frontier"(Wednesday, May 1) and "Government In the Arts" (Friday, May 3). In addition
to his responsibilities at the Philadelphia Museum College of Education, Mr. Young

is Professor Emeritus, Teachers College, Columbia University.

Other Philadelphians participating in the Conference are: E.M. Benson, Dean, Phila-
delphia Museum College of Artj Jack Bookbinder, Director, Division of Art Education

for the Public Schools of Philadelphia; andRobert Goldman, Assistant to Mr. Bookbinder.

Major speakers at the Conference will include: John H. MacFadyen, Executive Director,
New York State Council on the Arts, who will speak on “Government in the Arts" (Friday,
May 3), Dr. Gedrge Stoddard, Chancellor and Executive Vice President of New York
University, who will speak on "Art As The Measure of Man" (Saturday, May L), and
Otto Wittmann, Director of the Toledo Museun of Art, Toledo, Ohio, who will speak

on #The Role of the Museum in Art Education" (Tuesday, April 30).

Commenting on the theme of this year's Conference, ART EDUCATION AND THE HUMAN SPIRIT,
Victor D'imico, Director of Education at the Museum of Modern Art, said, "Art has always
served the spiritual needs of man, but today, perhaps more than ever before, the know=-
ledge and enjoyment of the arts are needed to offset a growing mechanization and spec-
ialization. The major object of creative teaching in art education today ‘is to initiate |

in all people a respect for the individual and an understanding of the human spirit®.

This year, for the first time, the first day of the Conference will be called "Museum
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Art As the Messure of Man
George D. Stoddard
New York University

Since I feel at home in the field of educatione-and nowhere elsews
I should like to start from there.

In my book the aim of education is life fulfillment through learning
end the creative proceé_s. Education 18 ongoing. We may Judge its effective-
ness by its results but its results ore more then objects; they ere conceptual.
Under the right conditions, this process of insighteinto-action leads to a
work of art. If this is to happen, one necescary ingredient is talent and
snother is skill, but the truly rare factor is intellect. Through it all, ve |
perceive a high degree of intensity snd perseverance~-of dedication, if you 'I

will. The artist or any other creative person produces something. He thinke
things throuch, albeit speedily and with emotion. And then he works things
through, for if he does not, he remains a drecamer, en escapist, & dilettante.

Every creative effort and every end-product s, like each individual
person, unique. After s time, not even identical twins are alike; each one
weaves into his personality and experience scmething nev end different, 80
it is with true artists under the same teacher, the same ground rules, and
the same cultural conditions--the sameness is superficial. If the ertist fails
to get avay from his teacher or his school, he is forever imitative and 1n-
ferior; if his ‘viem of the world does not contain something peculier to him
alone, ho might better take up bookkeeping or bricklaying. |
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Of course with students, we peed not fear; variety is the sign
of 1ife. The work may be creative and pleasant, but it takes enormous dise
cipline to develop something that is not only original but also good. Anmd
tb be good in any educat:}oml or artistic endeavor means to evoke thought
and emotion in others. Thus the sctor must express emotions in ways that
communicate more than the real experience; his vwhlsper of dismay must be
heaxd and reacted to & long way off. Thus the writer has to get inside the
minds of his characterse«whether they be dogs, apes, or menr--and he nust be
alloved to roam at will, in utter defiance of space, time, or common sense.
Sinilarly the graphic artist keeps trying to penstrate all his worlds, pose
sible or impossible, replacing conventicnal abstractions DY wilder ones.
Perhaps, if ve become too familiar with the work of the "abstractionists”
in form and color, they will turn beck to stir ws vwith more traditional abe
stractions.

In any case we should not lose sight of the fact that all exrt is
based on illusion, abstrgction, and the exercise of intelligence. Not long
ago, speaking of creativity in education, I said (from H. H. Anderson (ed.),
Creativity and Its Cultivation, Harper, New York, 1959):

"We should not overemphasize the technique of
vision. We cannot think with the eyes, and we may
‘think without them. Vision brings in the dats, the
rav materiasls, and the cues that guide our steps. The
eye is an invalusble sense organ, & trus part of the

" brain through its optic nerve, but the frontal lobes
preside over the promm created and they are not to
be dmiea.' The artist is a mon ceeing and thinkingee
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both at once; his cunning 4s in his brain. It
48 not enough for h}m to experierce beauty or love
or hate; he must get it down on something et least
twedimensional. The eriist is uncommon because
cjeech is coumon. If man had kept to visual pate
terns and had not develcped speech except in a
gifted few, speech might have become the main vee
hicle of artistic endeawor. If everybody talked
by draving, aud only a fev by speeking, we would
regard every manifestation of speech as a work of
m‘--aood, 'bad,- or tmixitelliéﬂe. In fact, primie
tive Norscmen did regard writing es a fom of magic
and therefore, reprchensidble. Talking has made babe
| blers of us all, so that only the low ldiots lack .
the gift to scme degree. For us the difference bee
tween speech and graphic ert is that in avt few try.
The painting, unless it carries the impact of e blinker
sign, 1s regaxded ms tough reeding with no reasdex's
guide." (pp. 193=4)

"The axtist seeks the meaning tha‘t is Jost in the
casual. If he achieves it for himself, he still cannob

b

achisve it for us, but only offer us & better basis for
ﬁmune the meaning than we might otherwise discover. He
wvorks haxd et the M. He extracts, selects, arranges, -
'd0es whet we have little time or talent to do. Admittedly,
1% he falls to communicate, the feilure mey be in us. It /




‘1s wrong to hold, however, tha% the failure 1s alvays
in use~the observers--for to do £o would make painting
as empty s & crystal ball. The archaic plcture on the
cave wall meant, comething that nceded po reference to
vords to meke 1t @& passion to its creator frech from
the hunt, He sgewy he felt, He tranmmitted, scmetimes
vith wonderfully accurate drawing, the essence.or the
e;cperime. Such works, devold of borroving from a
culture pattern, sre close to the heart of creativity.” (p. 19’&) i

 Bince art portrays ideas, the stulent's epproach to 1t must be

" dntellectual. If he crcates scuethbing, the thing mey be only tmodimensionai., s

88 in photogrepby or a play of 11gat to form designs end COLOrs=-or 8Sefiw
‘tially two-dimensional as in drewing or pelating. In the plastic erts,
architecture, and the pariorming a:rta, we utilize three dimensions, but
they, too, may be reducible to two dimensicns es subdject matter Lo drawiny
end paintings. But the creative coneapt itsell is as nondimensiomal as
thought, for the very good resson that it is thougat, The concept itsolf
18 not & work of ers; it has to be represented in e form comunicable to |
others, that is, as designs, words, or ectionse S
Tt follows thet mo measure of ertistic merit can be directly dee
| r:l.vea‘ from its edhevence to realiecn, naturalism, impressioniem, ebstractionism,
or the like; they all euboly abstrect idcos. If scme fomms ave luitative of
real cpaectso-ldh us say, proseic photograghs of prosaic objects, the photo=
mtu are nonetheless abstract. If & garbage heap s reduced to the elze of
a postago stamp, whabt is real ebout the veprescatation? Bince suchk a photd-
' ynphpxohbl:umtm, mccummctmatuumumwmm .
mtumwwmumm elscwhere.

v
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Art is indeed & lengusge, & forn of coummication, dut 1f wve are
to 'hﬂns it h.omc to the classrecm, the stullo, or the exhibit, we must dife
ferentiate it from other mental activities. John Dewey, locking ot tﬁo
question as a psychologist end philosopher, said thirty years ago (John Dewey,
Art As Experience, 6. P, Putnmm's & Sons, New York, 1934, 1958):

"Expmsion. strikes below the barriers that separate
hunan beings from one snother. Since ext is the most uni-
versal form of language, since it is cons%ituted ,v even
spart from literature, by the ccunon qualities of the public
world, it 1s the most universzal end frecet fora of coawe
nunication. IEvery intense experience of friendship and

- affection campletes itself artistically. The sense of con-
mmion generated by a work of art may take on a definitely
religious quality. The union ¢f men with one eanother is

. the source of the rites that from the time of archaic man
to the present have comsenorated the crises of birth, death,
and nrxriage. Arxt is the extensicn of tﬁe pover of rites
and ceremonies to unite mem, through a choved celebration,

. to all incidents and scencs of 1ifo., This office 1s the -
revard snd seal of art. That art veds men end nature is
8 faullar facts Art also rendcrs uen ovare of their wion -
vith one enother in origin axd destiny.” (pp. 270-271)

- "Rite and ceremony a8 well as legend bound the living

and the dead in a conmon partnerdiip. They were esthetic
tut ﬁhey vers more then esthetlc, The rites of mourning |
expressed more then grief; the wr and harvest demce vere |
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. more than & gathering of energy for tasks to be performed;
| magic was more than s way of commnding forces of nature
to do the bidding of man; feasts were more than & satise

faction of hunger. EBach of these commmal modes of
activity united the proctical, the coclal, and the edue
cative 1n an integrated whole having esthetic form. They
introduced social values into coperience in ‘a: way that
was most impressive. They comnccted things that were
overtly Lmportant end overtly done with the substantial
life of the conmunity. Art wes in them, for these activie
tles conformed to the nseds and conditions of the most |
intense, most readily grasped end longest remembered exe
perience.” (ype 327=328)

sSuch & view is scercely consistent with eny axrtificial imposition
of art training from sbove or from without. If the student camob escspe
his enviromment, he can, at least, bs encouraged to get his sense of direction
from within. Along this line Conant anl Rendall (Howard Conent end Arme
Randall, Art in Dducation, Ches. A. Benuett, Peoris, Ill., 1959) quote Viector
d'Anico as follows:

"The great value of creative experience is that it
provides for end develops personal integration, beceuse
‘the child selects his ovn motivation and expresses hine
gelf in texms of his own needs exd gptitudes. 'ma‘ s@io
uwmmmwe:thocmm into mwiencomst ‘
suited to his sbility exd most satinm:)s to his w.tvmm
concepts, at a yate arlenrmngnntwalhhm. m




wm‘ummmmsponae, it 1o & tosk
process. Perhaps that 48 why many works of art
mttuthfmewmaMWe

.wmuhmdmtmtymitsemmcam

currdiculun approach is apt to destroy personal integration

because the motlivation comes from subject matber, such

s social studies or science, alloving 1ittle expression

for emotional needs or creative conseptse” (pe 290)

They also quote Viktor lovenfeld, &9 follows

"peachers often think if history is 1llustrated,

- or uterpretea {n the art lesson, integration of two
oubaect matters tokes place. Tais is by no means trus.
© In such & superficial gituation, neither history is
explained, nor does & creative cxperience become means
dngfule o o o Intemuqn doce not occur from the oube
side; imtegration 1 sot ‘made’ by ‘acsexbling' tWo
subjects; integration heppens from within. Thet says
clearly thet integration can only take place by gelf«
1dentification. The integrated st expericnces of the
gettlers vho lanied on our vs};ox‘eswin, therefore, be
different for each individual, according to the type of

gelf-identification shich takes plece in cach individual.”

(ops 290-292)

gince & stuleut will appreciete o wofk of art in texus of its power

of the teacher to eid in this
carry & name or title. They
artist exd the viewer ine

tellectually shave in enother contexbe muuea,orummumum,_g

Thus Michelengelo's '

|
|
|
|
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pavid carries a special comnotation that means little to medern youth.
Untitled but displayed as a nude, handsome young man it would doubtless be
equally admired. Similerly for the ancien® gods and goddesces whose nanes
and eddresses are lost wpon the present generation of students. Today, &
place name, & classical or Biblical reference, may or may npot enhance the
appesl; it may lead only to puzzlement. Of the tens of thousands of perspnu'
who recently viewed Rexnbraxﬂt;a Ariétotle Conte::zple.‘cing a Bust of Homew,
how meny knew anything ebout the post, the philosopher, or, for that matter,
the painter? lMons Lisa smiles as & woman, whether in Italy, France, or

the United States; it leads few persons to restuly the Remajssance. Cezenne's
"Uncle" is anybody's hard-bitten relative.

In these examples, we got an intensive commmication that could be
4enhanced by history and blography. TFor the teacher and the student we could
get much more. We coumﬂshwmatm to be the nature of the talent, the
technique, the ~m1ﬁnamoﬂen’the‘ angulishesto produce such lasting effects.
Never again should the informed student underplay either the achievement or
the simricmofmtmmawtqmmwyase. He will measure the
distence between himself and the maoster; once in a million times, it may mﬁ
be too great. The good teacher knows this and he has something for each stue
dente-an exanw%: in ext beyond one's cepacity to equal it, dut q_uite wvithin
the range of enjoyment and inspiration of countless students and adults who
will teke the trouble to observe, to compare, to understend, Bo 1t is with
ausio, drans, and Miterature. . |

' Howaxd Couent goes 80 far es to place this experience st the
core of art education. He ssys (Art Dducation Bulletin, May, 1960):
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"The primary function of st education is to develop
conswaer taste--n working knowledgs of arte-in pecple of
all ages e ore now suflering from acute nesthetic ancmia.
There must be vastly increased attentién to the aesthetic
needs of boys, and giyls in cloucntary and secondary schoolSe
Beglming in the primary grade, chlldren should develop
familiority with lmportant exmuples of the arts. The
finest, moct patvral, end clesrly the most effective way

t0 do this 13 to place inmortent, original painting,

sculpture, and craft objocts in school classrocms end
corridors.” (pe 8)

Conant's reforcnce 4s to all exrt formse-grephic and plastic mrks, |
eralt ob.jects, textiles axd wuatrml designs. Tue masters can be represented
Yy firsterste mmmtiom Such wrks ore pob Just to be glimpsed, but
stulied and understoodesvoven into ous's visunl, intellectual, and m’ozona.l
experience.

Sone educational misconcepticns may erdse from a fallure to reelize
that 'm is nonscfentifics Its so-called formules are inexact; they ere not
stated as equations, probloms, or laws. Also art is nomstatisticalj what
counts 4s the individunl artist exd a porticular product. Nomobjeetive sxrt
15 not en ebstraction in eny algebrale o geametric cense. In sclence to
express in eyubols or dravinas is inevitebly only to illustrate. Except
in the mind's eyo there is no such thing es a triangle; 1t has shape exd
nothing but shapeeeno size, no color, no texture, no zmnczg significance. |
Lixewise the uniquely valmblq concept of zero in mathematics has no countere
part in art; it does not imply negation or cxptiness, and-certainly not o
reduction to abourdity,

»
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The enclent Grecks hed need of seience and technology in a
world (dominated by the srts ard ghilocophy. Aristotle showed the way,
but for two thousand ycars he was not followed. We cannot now go back €0
prescientific days, bui the plain truth is not that science will fail to |
advence bub that henceforth the human race may have relatively small need
of such advances. Truc, there zre a fow discases yet to be conquered, but
they sxe outnumbered, a humdred to one, by medical services.we now know how
to render, but do not. Il health, discase, and death are concomitants of
practices koown vithout eny further technical advences to be faulty but deeply
ingrained in perscnal cholce and the soclial structine. In the midst of an
extraordinary sophistication in the spplicstion of sciénce, we yemain fearful
and frustrated in the realms of personality, politics, end sociel welfare.
Vhat has this to 40 with art? Vell, if art 4s to he taken as &
measure of man, w8 nced a better tgxderatanding of the human being and the
bumen conéition. We counct truthfully ascert,ss @ perverse religious sentie
ment, that all 1s discase and disrepalr, bub we can say with conviction that
the whole world may be moving fast tovard a total destruction, not only of
the qmeniuea of life, Ttut of life itself.
Except through axb, no nan is immortel. History records; it cue
larges and embelliches its subject ma'#ter of men and events. History pleys .
wp and it plays down, bub the end result s diminution and disnissal unless
art intervenes. Ivery ooxiqueat, to swrvive and remain meaningful, must be
measured in the quality of the art it engenders, vhether the times be those
of the Egyptiana, the Assyriens, the Grecks, or the m.na, o;.' the fifteen
centuries since. Every dogma, diecove:?y, or political reform, in fact,
every scientific sdvance gets sccomnted for in terus of 1ts meaning, and
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1ts meaning inevitebly finds expression in the literary, visual, and pere
forming axts. But that is not the uhole range of ert in civilization,
While it 1s wnlikely that art precedes the event, the insight, or the achieve-
ment, 1% certainly does sccompany aspiration end pave the way to new advances.
 The hezoes and saints of one age, through ert, eve sble to inspive new generse
Tt follovs that to reepond intelligently to the pover of ert to
arouse us is to achicve a new dimencsion in the understanding of history, re-
ligion, and mial structure. The only way we can transcend the dying person
vhiich is every man, is to make of him, end of all like hinm, a myth, and this
48 done inverisbly through ert. The historical existence or character of the
person is, in fect, irrelevant. Of the past, vwe knov only the ertecreated
men.' If, 1like Zeus, or Mars, or Hamlet, or Mephistopheles, he did not e.xisi
et 8ll, it matters little, Masters im the arts of language, visual form, |
el movement vill create hin and maintals him in our thoughts end dremms - |
like one of us. '
The erts of man mey vell cutlive the human race thet produced them,
 ylelding & future on this earth scmerhat 1ike its archaic pastess vorld
~ without land enimals. DPub with a diffevence! sows imenimate products of man's '
ghort peried of natural deminence will survive the effects of fire, dlast,
end poison. Uncomprehending vegetetion will grow in the shadow of the pyre~
nids, the great dens, erd the endwring rxubble of cities. Fich may crawl
out of the sea on their stubby, fimmy lege to start agsin the endless cycle.
After 611, even the fich VALl know es much ebout thelr new enviroment emd .
1ts left-over fregments o man himself kuew about his exviromment cnly 100,000 *
years ego. And ve know so little mow! Oaly exough to semse our wealness, ol

I
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our ﬁpo'cmo, owr utter insignificance cau eny scale of cosnic events. s
Ouly enough to realize that if 1ife is to be worth living, it mst be so |
“in terms of a constant search for truth, beauty, ond humenity, each attribute
affected by the other ana no one, teken nlone, sufficient for the peace of
nind of modern man.
Axt 18 & form of truth, and truth of many sorts is revealed in
and through arte Thus, if I may bo wmore practical, sciem\:a, vith its hande
maiden, technology, is essential es a shicld egeinst hunger, discase, slavery,
and superstition, exd as & structural foum for social progress. Art, on the
other hand, is essential if we are to kecp stove the other animals and in
contro) of the animal drives within ws, Art is & measure of what we most |
want to record, to preserve, to hend down in en elterzoting current of hunility
|, 4nd pride. I have indicoted that avt dnvolves en illusion, nemely, thet the |
transformation of what the sense organs hring us end the brain electrically |
' integrates is a greater reality than sny immediste psychological sensations
¥We seek and cling to the personification. Ve are so comstructed physically,
so conditionsd psychologically, exd £o crgmized cocially es to be compelled
to interveave foct and fancy, object end dresmeobject, experience end hope.
Ve can no more go back to atonistic responces thon the body itself can to its
chemical end physical ingredients. ‘
' In the tried referred to ebove, humanitye--a term signifying love and
| brotherhood end Justice--seeas to hold the highest place, This mokes sense
;ﬁ‘.tom,butitmmmtmmtmdtamewthatmimcmdartmsub- ; |
: eexrvient in eny vulgar waye. Quite the reverse! Science stands on its owm
| fects 1t noeds zo help st 611 fram exts In fact, 1f art teachers stretch

\
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themselves in order to aid science, the result may be useless to the -
scientist and huniliating to the sxrtist. The engine, the dynamo, and the
alrplens may be beaubtiful cobjects, but thet, if I may soy co,; is nrot thedr
objeet; they represent peither science narart, as such. OF cowrse, ecientific
formulations and discoverics lie back of ezch design, but science stopped
there--stopped with the proble)y the process, the solution. Dressed yp, the
nachine bemmes & ship, & plane, on antonoblle, ond now there is scope
for the object to become not only an endspoint in the epplication of sclentific
principles but a starting point for creative artistlic ventures. The ahip
88 & thres-dimencional functioning cbject may be intrinsically beoutiful;
4% may weot the eriterin of a work of art. Om the other hand, 1t may be
functional and at the same time ugly--by iis nature, or perheps by the indife
ference of 1ts designer. It 42 simply an occident that some mechanical forms
strike us as beautiful; we like to think of beauty as en atiribute of function.
In the object or life form itself ‘Ehis does not follow. The solarepowered
' epace vehicle with its great wing fleps 18 an ugly thing end s0 is the hyenn
or the balloon fich. o 48 to say thet the space contraption is less efficient
than the graceful Jebt liner or the knobby suslling fish inferior to the trout?
I ‘suppose the Australien Jockrabbit 1s not as groceful, and therefore not as
beautiful,as the common Americon deer. Lobure aond scicnce, after all, msy get
results in ways zot zesthebleally plecsing to the huxen taste. lhen the
world of mature does menmifest itcelf in beaubiful shepes, colors, end movee
mﬁs, there ie no doubt that the botenist, thé marine biologlist, end the
a.ammomr,‘ among others, are deligated by the convergence.

It 15 easy to e misunderstood at this point. Ugliness anywheze
mey becoms  thing of beauty, or in any event scmething to hold us end 1if%
us wp, through the magle touch of the artist in eany medium. In a bharsh end
bitter world, we cemnot ehut our eyes to dicsppointument end danger. Does
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not all great art, however beautiful 4its forms, reveal the ephemeral
pature of the individual or the tendency to self-destruction of the human
race? In all history, are there avy examples of courage, nobility, and
self-sacrifice, without the counterpart forces of cowardice, cruelty, and
1ust for power? Art may reveal all sides of every‘mwstion, but not as a
medns of recolving the issuss. It can help us to remember, to understand,
%0 teke action, but 4t will do =0 only by clinging €0 its own standards end
- 4ts wnique freedom. Poli;tical art, poster art, "cheeseceke" art, are self-
dereating, as art forms, however esuccessful they may be otherwise, They.
gre likely to proclaim an wntruth as truth, 8 tyrent es a friend of the
people, and ugly soclal situations as & gift from heaven.
As we place humenity st the top of the social structure, the paradox ,
15 thet ve allot to both science end ert the vonderful twin gifts of freedom = - |
and responsibility, confident that only by so doing can we preserve the
highest values of the wole man. .
As an outsider looking in, I have been especially intrigued by
some statements of Peter Fingesten. He writes (The Art Journel, Fall, 1961,
XXI, 1) | | | '
"We know that Kandinsky and M:mﬂriendeﬁved their
theoretical btackground from Theosophy; mendalas may have
- given them cextein formsl elements. Since Mondyian ine
‘dicated in his ecarly Notebooks that he believed
in meditetion practices it 1s move then lkely that he -
. was familiay with these mystic dilagrams of oriental roe
liglons. A mendala is & megic circle or square (or a
‘amvith.‘.n'ae;irch) drawa on peper or on the ground,




15 -

or mede of butter, rice and other materials. It is an
abstract pattern upon shich the devotee, monk or yogin
meditates, for the center of the mandala 1s believed to

- be the seat of a deity. Durips meditatién these mandalas
become charged with Lmmense power and the delty avpears
before the mental eye of the devotee, He identifles with
it and often imagines that he himself is the god to uhose
perfection he aspires. Mandelas are aleo used in maglie by
lemas €0 acquire superhwvman powers, oy 5}_@. Such mandalas.
heve been used in the East since time Immemorlael and axe
evidence of the oriental antecedence of the theory that abe
stract patteims m charged with energy or spiritual forces.
Certain remarks by Kendinsky confims his belief in the latent
spiritual povers of gecuetric desigons. « + o The severe grid
system of Mondrian's style profoundly affected international
erchitecture, interior decormtion, commerclal art, typoe
graphy and other fields of creative endeavor. Xandinsky,
on the other hand, fieed the ertist's gubconscicus and sube
stantially sltered the history of painting toverds a direct
tranclation of the ertist's intultion of the immer forces of
reture. We are todey surrounied by eyzbols of the equivalence

| of spirit end matter. But this is exzctly vhat was desived

by these artistae for whom ert vas en Implement in the evoe
; Jution of man towaxds a grester awareness of the world of
' the epirits » + JThe founders of the non-objective styles




wlbew

of art elthor identified with mystical movements or thought
in te:rm of extreme sudbjective realimm, aesthetically as
wvell a8 philocophically. o « o 261 Duddhica has the same
significance for the younger Ancricen abstract expressionists
that Theosophy hed for the founlcwrs.” (p. %)

Being neither axtist nor art critic, but only a former psychologist,
I cannot vouch for the gcowracy or authorilty of this statoment. éun,
" since 1t eppeared in & recent issue of The Art Journal, let us assume thab
it represents a substantial body of epinion in the world of arts .

Ve must admit that most nmen are »o longer moved by -the dry~bones
rattling of theology. Western peoples, except as o kind of sentimental fringe
benefit, do not expect to purify thelr souls by renouncing the worlde Free
Quently, they do all too good a Job of eccoping from reality, but they vimd
W not in retreats or sscred resorts, bub in sick wards ond sanitariusms,

For us, it follovs that if Kandinsky aud his follovers were
theosophists end pmw' sccoxdingly, thelr inspirvation, like their style,
is en oriental importation of limited significance in Westera cultures.
Dovoid of even thesa esoteriec roots, the initators of such & style would
be expected to deterdorate. I do not, of cowrss, refer to nonsymbolie dé—
signs that give us plecsure end serve to enliven the arts of decoration. I
ufu only to the futile attempts of obecrvers either o read meaning into
syadbols of whaich they sre ignoront or to iupose synbols upon & nonsynbolie
treatment of eubject matters |

_ Of such painting, Fingesten sayss |
"lio verbal gy:mastics will moke its mysteries more
comprehensitle precisoly becsuse one symbolism comnot
be substituted for another.” (pe 6) |
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Ard again, he sayst

L "Non=objective art has troken through the process

of syuboliuzation itself. . . (its) formal reforents are |
not syudols in the traditional sense, ovoking scmething
outside of thamselves, but . » o sluply ave withous
denotative content altogethers" {p. 5)

What does 1t all come down t0? Iet us assune that the founders
* of nonobjective srt were deeply moved by syrbols which for them, as for
uillions of criental devotees, earried the decpest significance. In this
respect, thedr work is akin to the great mnes of eyt from antiquity o owr i
day, for that, %0, has been based on religlous myths, Tites, end sysbole
flgares. The enduring wrks of exrt, pegin o Julaece-Christian, certainly |
. carried a powverful mecotge. They denoted porsons and events that were
m:telyprem; and they were ‘cepoble of evoking the full rangs of
hunsn emotions. By such syrbols, sesthetic or not, men lived and died,' |
or perhaps concentrated on the destruction of others. For East and West
those days are indced overs Religlous zeal, like religlous movements,
novhere in the world couses cneetenth the stir set up by slight selemic
movements in econcmic, political, or military affsirs. We 6till know what
we live by and 1% is stild foith, but &t is faith in the ultimate decency
of the human yace and in owr ebility to preserve 1t through effective soclal
structures. | ‘ ‘
One further statement from Fingssten:
. “The mature paintings of Kandinsky, Mondrisn, or
,mmckgminnomotmmiuém seen in this wordd.” (p. 5)

b
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'mu.s could be said with equal relevance of scome designs and paintings of
ancient times. Angels, dragons, and devils obviously do remind us of

things of this world, ‘But calligrophy, geometry, exd orchitecture long 8gd -
got avay from forms gemerally fowd in pature. Parts were recombined to
form nev and original wholes. More recenily, the microscope and the tele~ s
scope have revealed forms and designs of such infinite variety as to moke ‘

ons cautious about ruling enything out of nature's creations. Bub we need
not lock throuch & glass to observe that absolutely everything in the works
of these artistse-and much more besldes--is indecd found in nature. Some of
it, like Mondrian's, iz structured and cex'cm;, but more of it is frectured,
disjointed, or disorganized. Disecascs, wunds, and breakages remﬂnrly‘ | |
afford exemples without limit, To observe this piencuencn ve simply go from
the orderly to the disorderly, from the systematic ¢o the single event or | |
portrayal., We do this hest dy shutting off owr senses. In o dream, tmnce,;,

. or hypnegogic state all the phantammageria of whlch the humen mind 19‘ cepable
rumns fast before owr interior visione-dcts, dashes, lines, figures, blots,
splotehes, colors, and blank spaces. In that world everything cxists; it cam,
wnder the right circumstonces, be transuuted into some form of art,

There, I believe, lies the pover of noncbjective art to intrigus
us, move us, and perheps inspive ws. IS is, to be sure, a froeing of the
nind, Just as reverie is, but with a diffcrence. Nobody cares much about
_ our personal images, drecus, end nightwres, wiless in thelr telling ve become
artists. Whatever elge 1t may be, art 1s & form of communication, at times

;wmluuwm@imamxmormm, sight, end movement. The artist
cares ebout his inner 1ife; he strives, as 1% were, to bring it forth, If
be is successiul--neodless to say, his chances are not very goodeethe result |
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is a poem, a novel, & ploy, a painting, a sculpture, a musical composition, |
a dance forme--s design of some kindeethat arouses others and endures. His
vision becomes yours and mine for the good reason that he has found in his
doner thought something that tunes in with the thought of others, He has
ot to the mind and heart of the matter and he has done more; he has developed
or perfected a medius of expression.

In o culture pattern that, for chort, may be called Vestern, it is
pernissible to ack questions without giving snewers. In fact, 1t is held
that an ensver may be only an cption or a hyp?thesis. As a laymen, I chould
like to esk one now. Escheving faith in the rites, ritusls, and mystic forms
of religions, pogan or othervwise, what pay the artist fru.futm.ly twmn to?
that is truly significant as a messure of man's fate, of his progress or

 deterioration es the cese may ve? To me the most attractive cption lies in i ;
some form of hunanism. After all, the ecsthetic representations of gods and |
herves derived their power fron thé beauty of the object as portrayed, ree
u'tqu by the putative decds of the living person. Thaelir virtues, like
their vices, wvere all too human. It can be caid of saints: they were and -
ave people. .
. Except by & curious, irvationol exbivalence, science and superstitiones
not science and rensiom irreconcilable. In this field of combat, science  ,
has won every battle and will comtinue to do s¢. But sciemce is not Justice, |

~ trotherhood, or love; it iz not art. Juwrt'as we cannot today embrace eny

- form-of hunanity that foils to take account of science, so we cannot define
hunanity vithout the dominant ingredient of art. Iub, to repeat, that 13
“nmlytnopm\mm I heppen to chcose, and there are others.

(VRIS AR TR G RN
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Suppose we choose the cption of hwmnnism, placing man at the
center of his worlde-and humbly so, in view of vhat we know sbout biology,
geclogy, and astyonomy. Then what way be sald to be, not the responsidility
of the contemporexry artist, for he has none in this respect, dut the
opportunity? I have a few suggestions to offer, negative and positive.,

On the negative gldgee

= No% mcessém: wvalling: it ees sgalnst the grain of

the Westeyn world. Trom the beginning, 1% has been
a source of vea‘.:nes.'; in the Christlan ethic. If there

is to be a final whimper, the bang will come first.

« No further refinement of religious symbols. . Of course,

- for meny percons thelr contauporzry sesthetic treatment
is swperior to earlier forms. £till, 1f the immer faith
is weak or nonexistent, the work, however sophisticated,
1s empty. Painters should paint what they see and ’belim,
pot what they ought to see or vhat other persons see.

« No concepts, visions, or rituals imported from other
“eulture patterns vholesale wniless they have displaced
all else and are overmastering. The influence of the
masters in other times or places is enother matter.
Artists learn by studylng such works but not by any
process of imitation or easy sdsptation. It 1s ell right
to paint 1ike o theosophlst or Zen Buddhist 4f you really

5 are one; in fact, how cen &ou help doing =67
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On the positive side, if we hold to hunanism or ethical cultm,
'hherc are rich opportunities for new dircctions in art. For example,

-« The essence of modern man 1s, at once, to take
thought and to take action. IT he contemplates a
navel, most 1dkely it is mot his own. A population
that has $o be bludgeoned into a tiny amount of
physical exerclse for 1ts owm saks is not likely to
g Tar in Yogl; nor vill 1%, on the other hand, sube
stitute mental emptiness for recuperative diversion.
The varisble states of man in which he endeavors, con-
fronts, and encounters rua the shole gemut from bruteldty
to mwobility, and these struggles ers significant, come

peace oX wal. :

e To some ertiststhe post-Freulien studies of personality
are still a closed book. As never before, artists could
learn to react intuitively and egsthetically to the fase
cinating world of the mind at work or at play, end to the | |
mind at 0dds vith ftcelf, |

« The ways in vﬁich,‘ﬂzrou@a the insight galned by education,
‘each person may come to tsrms with danger, defeat, inferlority,
BRLES et and mortality comprise & rich ore. It seems to me, however,
N that it is being more effectively worked out in the literery
and performing arte on the Americon eccne than in the strictly
visual erts, To ba obscwre is not to be wave. The graphic

i




and plaétic erts of yrecent years scem obscure to many
an observer., Not so modern wrliing end performing.
o It is in touch; 1t counts. IU is not thereby necessarily
| cheapened. Again, speaking as a layman, I find the
- greatest in;pa,ct or strengthe«Il do not speak of merites
in architecture and in the design of useful objects
in wood, stons, metal, or glass,

e Art, in no way compromising itself, can becone a
powerful ally in the struggle against poverty, injustice,
and the brutalization of life. I can become a force
for the survival of the hunan race, showing vhat is
fleeting or triviel and vhat is preciouns.

Finally, 4t chould be reaffirmed that the individusl artist need

pot do anything et all except to practice his ert. He is ot asked to save

anything or anybody, 1nc1\x11xig hinself. He cen enady himself. He can

encourage others to enjoy themselves through thewit ard humor of hic creations.
© Persovally, I wonder shy o much leughter hes bscn removed from the grephic

and plastic arta. Drumaticts give a high place o comedy end the great ones

make of it & great art. Not being in the time of Shekespeare or Moliere, we

still respond tétheirm.vmethw 1tbaintragedyor comedy; over and over

they evoke & response in depth, Surely it vould be good to have same of this

in cvery aesthetic nediun,

~ The alternative to art aa & measwre of mon is, I s\wposo. to retreat
m.xmammm Measyaassetmted i% this way (Th e Dew
Humenization of Art, Doubleday & Co., Carden City, New York, !.952)x
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"Art shichwelike scicnce and politicsee-used to be very
near the axis of enthusiasm, that beckbone of our pexrson,
has moved toverd the outer rings. It hes lost none of ite
attributes, but it has becone a minor issue. The trend
toward pure axt"betrayn ot aryrogance, as is often thought,
but modesty. Axt that has rid iteelf of human pathos is & . |
thing without consequence-just art vith no other prstenses.” (p. 43)

But the paradox is that, stripped of ell pretenses, art retains
its pover as the most original wnd delightful of all human endeavors that
get beyond the mcts and eventa of the day. It swrvives all its phases. |
It has no place to g0 except forwerd. Men himself can do o better.







THE MUSEUM OF MODERN ART
11 WEST 53 STREET, NEW YORK 19, N. Y. FOR RELEASE
TELEPHONE: CIRCLE 5-8900 _ Friday, April 26, 1963

SPECIAL TO CHICAGO PAPERS

MARY COLE TO PARTICIPATE IN CONFERENCE AT MUSEUM OF MODERN ART

Miss Mary Cole, Director of Art for the Chicago Public Schools, will be among the
leaders in art education from the United States and Canada attending the 2lst Annual
Conference of the Committee on Art Educationm, sponsoregi by the Museum of Moderm Art,
in New York City, April 30 through May 4k, Miss Cole will lead the session on "The

Responsibility of the Administrator" on Saturday, May L.

Mr. Roge# Carlson of the Ray Elementary School will be a panel’meﬁber for two sessions

concerning art education in the junior high school, Friday, May 3.

Major speakers at the Conference will include: John H, MacFadyen, Executive Di:;ector »
New York State Council on the Arts, who will speak on "Govermment in the Arts" (Friday,
May 3), Dr. George Stoddard, Chancellor and Executive Vice President of New York
University, who will speak on "Art As The Measure of Man" (Saturday, May 4), and

Otto Wittmann, Director of the Toledo Museum of Art, Toledo, Ohio, who will speak on

"The Role of the Museum in Art Education" (Tuesday, April 30).

Commenting on the theme of this year's Conference, ART EDUCATION AND THE HUMAN SPIRIT,
Victor D'Amico, Direﬁfor of Education at the Museum of Modern Art, said, "Art has
always served the Spiritual needs of man, but today, perhgps more than ever before ’
the knowledge and enjoyment of the arts are needed to offset a growing mechanization
and specialization. The major object of creative teaching in art education today is

to initiate in all people a respect for the individual and an understanding of the

human spirit".

This year, for the first time, the first day of the Conference will be called "Museum
Day", set aside especially to explore the expanding role of museums in art education

for children and adults , and teachers.




The Committee on Art Education was founded in 1942 by Victor D'Amico; Robert Iglehart,
professor of Art, University of Michigan; and Arthur R. Young, Director of Ast Education
for the Philadelphia Museum College of Education and Professor Emeritus, Teachers College,
Columbia University, for the purpose of exchanging ideas on the teaching of art from
pre=school through graduate level. The Committee consists of about 1;000 professors,
board of education art directors, high school and elementary school art teachers repre-

senting the United States and Canada.
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for children and adults and for teachers.

The Committee on Art Education was founded in 1942 by Victor D'Amico, Robert Young,
and Robert Iglehart, Professor of Art at the University of Michigan, for the purpose
of exchanging ideas on the teaching of art from pre-school through graduate level.
The Committee consists of about 1,000 professors, board of education art directors,
and high school and elementary school art teachers representing the United States ard
Canada.
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dditional formation contact: Marcia Rubinoff, Publicity Department, Museum of
ffreezl'n AI%, {il est %r%i Street, New York 19, New York v e !
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THE. MUSEUM OF MODERN ART

11 WEST 53 STREET, NEW YORK 19, N. Y.

TELEPHONE: CIRCLE 5-8900

FOR RELEASE
Priday, April 26551963

Miss Mazy Cole, Divecter of Art for the Chicage Public Scheols, will be ameng the
leaders in art education frem the United States and Canada attending the 2lst Ammual
Conference of the Committee en Art Educatien, sponsered by the Museum of Modera Art,
in New York City, April 30 threugh May b. Miss Cole will lead the sessien en fThe
Respensibility of the Administrater) on Saturday, May &.

Mr. Roger Carlsen of the Ray Elementary Scheol will be a panel member for twe sessions
concerning art educatien in the jumier high schoel, Friday, May 3.

Major speakers at the Conferemce will include! Johm H, MacFadyen, Executive Directer,
New York State Council en the Arts, whe will spesk en "Govermment in the Arts" (Friday,
May 3), Dr. George Stoddard, Chanceller and Exscutive Viecs President of New York
University, wvho will speak om "Art As The Measure of Man" (Saturday, Mayhh), and

Otto Wittmann, Director of the Telede Museum of Art, Telede, Ohieo, whe will speak on
"The Rele of the Museum in Art Bducation” (Tuesday, Aprél 20).

Commenting on the thems of this year's Conference, ART EDUCATION AND THE HUMEN SPIRIT,
Victer D'Amico, Directer of Bducation at the Museum of Moderam Art, said, "Art has
alvays served the Séiritusl needs of men, but teday, perhaps more than ever before,
the knewledge and enjoyment of the arts are needed to offset a growing mechanization
and specialization. The majer object of creative teaching im art education teday is
te initiate in all people a respect for the individual and an understanding of the
human spirit”.

This year, for the first time, the first day of the Cenference will be called "Musewm

Day", set aside especially te explore the expanding vele of museums in art education
for children and adults, and teachers.

The Committes on Art Education was founded in 1942 by Victer D'Amice; Rebert Iglehart,
Prefesser of Art, University of Michigan; and Arthur R. Young, Directer of Art Bducation
for the Philadelphia Museum College of Education and Prefesser Emeritus, Teachers College,
Columbia University, for the purpese of exchanging ideas en the teaching of art frem
pre-scheel threugh graduate level. The Committee cemsists of abeut 1,000 prefessers,
board o educatien art divecters, high scheel and elementary schoel art teachers vepre-
senting the United States and Canada.

FEE"ERITEER.) 1nformation centact? Marcia Rubineff, Mucuy ',‘?‘"f',,""
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LANIER TO PARTICIPATE IN CONFERENCE AT MUSEUM OF MODERN ART

Dr. Vincent Lanier, Assoclate Professor of Education and Fine Arts at the University of
Southern California, will be among the leaders in art education from the United States

and Canada attending the 21st Annusal Conference of the Committee on Art Education, spon-

gored by the Museum of Modern Art, in New York City, April 30 through May ), Dr., Lanier

will be one of the two speakers at the session on "Research" on Friday, May 3. The other

speaker willobe Joseph Canino, Assistant Professor of Art Education at New York University.,

Major speakers at the Conference will include: John H, MacFadyen, Executive Director, New

York State Council on the Arts, who will speak on "Govermment in the Arts" (Friday, May 3),
Dr, George Stoddard, Chancellor and Executive Vice President of New York University, who
will speak on "Art As The Measure of Man" (Saturday, May L), and Otto Wittmann, Director

of the Toledo Museum, Toledo, Ohio, who will speak on "The Role of the Museum in Art Educa-
tion" (Tuesday, April 30),

Coomenting on the theme of this year's Conference, ART EDUCATION AND THE HUMAN SPIRIT,
Victor D'Amico, Director of Education at the Museum of Modern Art, said, "Art has always
served the spiritual needs of man, but today, perhaps more than ever before, the knowledge
and enjoyment of the arts are needed to offset a growing mecharization and specialization,

The major object of creative teaching in art education today is to initiate in all people a

respect for the individual and an understanding in the human spirit",

This year, for the first time, the first day of the Conference will be called "Museum Day",

set aside especially to explore the expanding role of museums in art education for children

and adults and teachers,

The Committee oh Art Education was founded in 1942 by Victor D'Amico; Robert Iglehart,
Professor of Art, University of Michigan; and Arthur R, Young, Director of Art Education
for the Philadelphia Museum College of Education and Professor Emeritus, Teachers College,

Columbia University, for the purpose of exchaniging ideas on the teaching of art from pre-

School through graduate level, The Committee consists of about 1,000 professors, board of

education art directors, high school and elementary school are teachers representing the

Inited States and Canada,
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for additional information contact: Marcia Rubinoff, Publicity Pepartment, the Museum
of Modern Art, 11 West 53rd Street, New York 19, New York
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21ST_ANNUAL CONFERENCE

NATIONAL COMMITTEE ON ART EDUCATION
April 30, May 1-L4, 1963

Address: GOVERNMENT IN THE ARTS
John H, MacFadyen, Executive Director
New York State Council on the Arts
Friday, May 3, 1963
10:00 A.M, - 12:00 Noon
Americana Hotel - Georgian Ballroom "B"

It is a little more than two years since I succeeded Laurance Roberts as Execu-
tive Director of the New York State Council on the Arts, which had been created by
our Legislature during the 1960 session. I can look with objective wonder at this
political miracle, and with admiration at Governor Rockefeller's persistence and the
Legislature's intuitive response. I direct this ray of hope on anyone who has come
to despair of our lawmaker's capacity to take action not politically motivated.

I came to the job from a career in architecture - I still consider myself a
temporarily displaced professional architect - and I entered a field which had never
received my serious consideration. My qualifications were hazy if not doubtful, I
was clinging to what may be the delusion that I personally, as an architect, might
be an artist, which put me among those in all the arts who likewise cling. I had
made the painful adjustment to admitting that there might be others in the field
equally blessed with talent, and I had a modest record of organizational ability,
certainly the minimum facility demanded in my profession.

I entered an arena so choked with lions and martyrs that it was hard to tell

from the cries of the crowd which they were cheering, and as a newcomer I faced the

somevhat hostile appraisal of these lions and martyrs as they tried to decide to

which category I had been relegated. Being a natural coward I tried my best to look
like both and become neither and if possible to stay close enough to the edge so that
in an emergency I could jump the barrier and become lost in the crowd again.

While waiting for this emergency, and I'm still waiting, I watched and listened
to the growing cries and gradually onme word grew stronger than the rest until at last
it stood alone - and that word was government! This year, I would wager, there isn't
a single meeting of any national organization committed to the arts that has not
included on the agenda a panel, or a forum, or a speaker on Government in the Arts.
Indeed it is a modern medical miracle that that tireless, thoughtful, gifted man,

August Heckscher, hasn't irrevocably lost his voice.
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Now - what is the force that has singled out govermment and indeed has so

8enerally intensified the total cultural dialogue? Placing myself in President

Kennedy's rocking chair I feel that in that position of indisputable power to choose,
to demand the "command performance," I would certainly have the White House reeking
of paint - both grease and oil - and ringing with the sounds of voice and music:

who could resist this temptation? And I can hardly believe that a tv tour of the
white House, however irresistible the hostess, would set off a national "renaissance"
(I agree with Dr, Conant, that term is being emasculated). There is some merit to
the suggestion that we are simply reaching the point where our larger and better
educated population is demanding some of the logical benefits of that education, and
it is certainly evident that enjoyment of the arts is reflecting a democratization
experienced any number of years ago by political, enonomic, and other freedoms.

I would like to suggest that there are other more subtle and subconscious rea-
sons, We are living in an era of data and documentation, where both are accumulating
at an alarming rate. Machines are not only doing a major portion of our thinking,
they are also doing our remembering for us. The problem of future generations will
not be to find evidence of the records of our civilization, it will be to somehow
interpret that civilization put of the mass of records we have left. We are further
applying these techniques to the investigation and documentation of our past so that
the final accumulated mountain of notated and filed knowledge is far beyond the com-
prehension of the simple human mind. No one has presumed to challenge this preten-~
tious project, but I sense an uneasiness in the air, a sneaking suspicion that we may
be overdoing it.

How, then, are we to compensate our descendants for this burden we are leaving
them? To me, the answer is simple: we realize that we must also leave them the
direct, honest record of our civilization through the only means of communication
equipped to carry out this function, the arts,

For the purposes of this discussion, then, what are the arts? Broadly, our
record is written in the creative artis, the act of writing, composing, or designing
and executing works of literature, poetf&, drama, music including opera and choral
works, ballet and dance, painting, sculpture, the graphic arts including photography
and the crafts, architecture, and finally for our time, films and television. This
record is read, today and by future generations, through the interpretive arts, the
act of interpreting the creative arts by individuals, groups or institutions through
the designing, publishing, printing and collecting of books; the producing, directing
and performing of drama; the performing of music and the producing, directing and
performing of opera, choral works, etc.; the producing, directing and performing of

ballet and dance; the selecting and exhibiting of the visual arts, crafts, and °

more, ..
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pistoric memorabilia;. the construction and conservation of architecture; and the
producing, directing and performing of films and television. And when you consider
the newness of this last art you have some indication of the potential for developing
pew expressions in the future,

Central to the healthy development of both the creative and the interpretive
arts is the problem of simple economics, While man may not live by bread alone it is
generally conceded that bread more or less comes first, It has also been generally
conceded that the arts are difficult to sustain on a pay-as-you-create,or pay-as-you-
interpret, or pay-as-you-enjoy basis. For this reason the tradition of patronage has
emerged, both for the creative and the interpretive arts. In the past this patronage
has come from the seats of power - from monarchs and the court, from dominant reli-
gious institutions, and from the financial aristocracy. But as our governments be-
come more truly representative of our total population we are looking more to them
to accept their share of the patronage responsibility.

Now the important word here, certainly in America, is "share." The total res-
ponsibility for patronage cannot and must not be placed with government, we certainly
have adequate proof, in this period in history, of the perils of such an approach.
For the moment, then, let's review all the potential sources of patronage and later
we will attempt to suggest the responsibility of each. But before that, let us de-
fine exactly what we mean by patronage. Again, for purposes of this discussion, let
us assume that patronage means all sources of income to the arts exclusive of tax
relief, paid admissions and the value of time contributed by persons in any way con-
nected with a specific arts program.

The primary and all-important source of patronage should remain the individual:
only in this way will we maintain an independence of vitality. While the extent to
vhich each individual may contribute becomes more limited it should certainly be ex-
pected that the total number of contributing individuals will increase. I wonder how
many of us here today are accepting our share of this general obligation, the one to
ten dollar patron? It is imperative that we avoid delegating this obligation to our
govermments, Secondly, we have developed, particularly in America, the foundation or
trust as an essential source of patronage, although their potential for support of
the arts has hardly been touched, Third, we have a growing source in corporate,
business and commercial giving, again relatively untouched. Fourth, the phenomenon
of our great labor unions and organizations provides us with a new and potentially
important source of patromage. Fifth, although we tend to disregard them, our educa-
tional institutiomns, both public and private, are and will continue to be significant
in the overall pattern, And with number six we finally arrive at the threshold of

government support, our municipal governments. This is particularly important in
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1ight of the national trend towards utbanization, Cities are expanding their bounda-

ries to increase their revenues to pay for additional services demanded of them.
Certainly the cultural services must play an important role in the urbanization trend.
seventh, we have county govermment, While county support is important in urban areas,
it is even more significant regionally, where too often the counties are not accept-
ing their share of the obligation to maintain the cultural organizations serving their
region. Eighth, we have state govermment. New York State, in creating the Council

on the Arts, has established a strong influence within the executive branch. But

this is not enough, There are many other branches involved in potential support for
the arts, including at least the Department of Public Works, the Department of Con-
servation, the Department of Education, the Department of Correction, and the Depart-
ment of Commerce. Recently Legislation has been passed creating a new commission in
New York State to coordinate the overlapping functions of these various departments.
It is significant that the Council on the Arts is represented on this commission:

the possibility for some sort of cultural coordination is promising.

Finally, we have the federal govermment as an existing and potential source of
patronage. For today we will ignore the various bills which have been introduced
into congress and recognize, instead, that there now exist, in the federal govermment,
important sources of patronage within at least the Departments of State, Defense,
Interior, Commerce and Health, Education and Welfare. To the best of my knowledge
there is currently no effort to coordinate the affect of these sources.

Let us go back now and look at the creative and interpretive arts to definme the
areas which are dependent on one or more of the sources of patronage I have mentioned,
For the creative artist we have, of course, his education. This includes not only
general education where creative ability must be detected and encouraged but later
special education in the techniques of a particular creative art., Next, we have the
creative artist at work and patronage is responsible for tentative evaluations of
this work and economic assistance during the early creative period, as well as for
providing as much opportunity as possible to bring this work before a public, Since
at this point the responsibility genmerally shifts to the interpretive artist we
should recognize the same educational needs as well as the need for support for
interpretive organizations. Support for the interpretation of contemporary creative
work, in other words the performing or exhibiting of new work, is extremely hard to
come by, The public has not been prepared to accept much of what is being done. It
suffers from being exhibited under adverse conditions or being performed with inade-
quate rehearsal in appalling surroundings. A great conductor told me that ainety
per cent of the new music being composed is destroyed by the first performance.
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further, in the performing arts, we have the problems of collaboration with the
creative artist in matters of production, etc, All of this demands dedicated patron-
age.

While my definition of patronage excludes tax-relief this is an important factor
to both the creative and interpretive artist which deserves serious study and revis- .
fon. In the case of the former, the financial rewards for achievement usually come
1ate in life after years of frugality, yet little or no recognition of this period of
development is made by our tax structure, At the same time, the productive years of
the interpretive artist are usually limited and again there is little recognition of
this limitation, Essential to any program of coordinated patronage will be this
study and revieion.

Finally, given the creative and interpretive artist there remains another res-
ponsibility for patronage, the audience, This again involves education, preparing
the child for the experience of the arts; support for programs which permit the
audience to come in contact with great art in its various forms; support for the
provision of proper farilities im which the audience may enjoy the arts, We should
never overlook the fact that in the audience lies our primary and all-important
source of patronage, the individual. I'm afraid our work in this vineyard too often
tends to be condescending if not aloof. If the public be dammned, we all be dammned
shortly thereafter,

We have now, then, defined the arts, outlined the areas of their economic in-
security, and suggested the sources of patronage. How can these factors be brought
together for the emnlightened consideration of an effective force?

Recently the White House announced that the President would appoint, in the near
future, a Federal Advisory Council on the Arts. I believe this to be excellent plan
in principal. But this announcement implied a committee made up of persons knowledge-
able in and representative of the various arts. Without wishing to offend my many
friends who could be thus described, I would like to propose that this is, once again
putting the cart before the horse, While it would be ludicrous to suggest that art
in America is anything but vigorous and inevitable, I am personally convinced that
broad encouragement for the development of the arts must come from all the sources
of patronage I have outlined. It is not difficult to get enlightened if somewhat
narrow opinions on the economic problems of the arts or the prospects for their
future., It is extremely difficult to bring these opinions to bear on any coordinated
effort in their behalf.

I would suggest, therefore, that the Federal Advisory Council on the Arts be
made up of important representatives from individual patronage, foundation giving,
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corporate, business and conmercial giving, labor patronage, educational institu-
tions, and municipal, county and state governments. The Council, in turn, would be
§ﬂjed by expert panels composed of persons professionally familiar with all phases
of the development of each artistic dicipline. The Council would be collectively
responsible for establishing policy for broad patterns of patronage and individually
responsible for coordi ating the carrying out of this policy within the category they
represent, Included on the Council should be representatives from the Federal
Departments of State, Defense, Interior, Commerce and Health, Education and Welfare.
The advisory panels of the specific arts would suggest ways in which the crea-
tive artists could be encouraged, and the representatives of individual, foundationm,
and educational patronage as well as of the Department of Health, Education and Wel-

fare with whom the prime responsibility for this encouragement rests, would attempt

to guide the carrying out of these suggestiona. The panels would suggest ways in

which the interpretive arts could be encouraged and the representatives of individual,
foundation, educational, labor, corporate, business and commercial, municipal and
county govermment, certain departments of state government, and the Federal Depart-
ments of State, Defense, Interior and Commerce with whom the prime responsibility

for this encouragement rests, would attempt to guide the carrying out of these sug-
gestions. Similar efforts would be made on behalf of the audience by representatives
of corporate, business and commercial and labor giving, municipal and county govern-
ment, state government, and the Federal Departments of Defense, Commerce, Interior,
and Health, Education and Welfare.

Now it is true that this Federal Advisory Council would have no legal powers to
enforce their recommendations, They would, however, be in a strategic position to
solicit public opinion, Eventually the Council would be in a position to guide the
appropriation of funds within the various federal departments in such a way as to
make them most effective for the welfare of the arts. Most significantly, they would
be in a strong position to suggest cooperative measures in a field where there is an
irresponsible amount of ineffective duplication and to encourage the development of
all sources of patronage along well-defined lines of responsibility and results, I
don't need to tell you what this intelligent guidance would mean to corporate, busi-
ness and commercial sources alone.

I have specifically assigned the arts themselves to an advisory role because the
individual dedication of their representatives has created a competition for patron-
age that has left the sources so confused that they too frequently take the easy way
out which is no patronage at all. All major givers are berated mercilessly by disap-
pointed fund seekers and to me it is a miracle that there still exist men of
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gufficient courage to accept the responsibility for what they are told is an interm-
inable series of disasterous errors. The dedication is admirable but its affect is
fraught with danger. A Federal Council such as I have proposed would significantly
act not only collectively but could exert an important influence on all potential

| contributors within each category represented, The administration of the Council

could avoid becoming bureaucratic because they would have no direct programming res-

ponsibilities.

Let me particularize on the potential of this plan with regard to just one
source, state government, It is, of course, the source I know best. The New York
state Council on the Arts is still very much in the experimental stage: it is, in
fact, a temporary commission. The Legislation specifically recognized that "the
practice and enjoyment of the arts are of increasing importance and the general
wvelfare of the people of the state will be promoted by giving further recognition to
the arts as a vital aspect of our culture and heritage and as a valued means of ex-
panding the scope of our educational programs.” During the first year of its exis-
tence the Council conducted a number of surveys to point out the economic problems
of our arts institutions, the lack of opportunity for most of our citizens to enjoy
the best of the arts, and the need for a concerted effort to encourage the raising
of standards. In January, 1961, the Council went to the Legislature with this report
' 'and some recommendations on how the situation could be improved, and we were given an
appropriation of $450,000 to carry out these recommendations. Since then our programs
have gone into more than two hundred separate communities throughout the state.
While it is the policy of the Council to remain experimental, certain patterns are
beginning to emerge as guides to our planning. Through the Council's program of
support for touring performances and exhibitions it has become possible for any
community to have the finest art available, tailored to the special limitations of
their facilities. This program began by making specific grants to selected organi-
zations to tour with Council support. This year in the performing arts we are con-
tracting with local sponsors to support individual dates selected from a long list
of approved attractions. We altered our approach in the hope that we would be able
to do more with the same amount of money and that we could offer a greater variety
of attractions to fill specific needs.

Our exhibitions of the visual arts have been largely organized by the American
Federation of Arts, but we have also contracted with specific museums to prepare
exhibitions.

The Council has also recognized a responsibility to local arts programs., Most
of these are, of course, amateur, and our contribution has been in the form of
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offering technical assistance directed towards the raising of standards of perform-
ance by these organizations. This program bas been particularly effective in guiding
gmaller museums, galleries, and historical societies in areas of display, identifi-
cation, cataloging, conservation, community relatioms, etc.

Under our educational program we are attempting to make the experience of the
live performance or the original work of art available to our young people to supple-
ment the academic instruction of the class room,

Under our special projects we have available a limited amount of money which is
primarily devoted to improving the opportunity of the individual creative or inter-
pretive artist. This program operates only through existing organizations with that
objective.

We continue to make selected surveys and studies. We are working county by
county, without cowmnty support incidentally, on an architecture worth saving project
which will, we hope, stop the bull-dozers at the critical moment, and provide the
state with an inventory of its significant architectural treasures. We are en-
couraging the development of an association of regional opera companies for their
mutual improvement, We are studying the possibilities for encouragement of the
dance,

Each of these programs is related to conditions within our state, At the same
time, there are developing across the nation similar state councils or commissions
with similar objectives; in California, Missouri, Michigan, Minnesota, Comnecticut,
Rhode Island, North Carolina, Washington, Georgia, Kentucky, and many others. It is
logical that, as these programs develop, there should be an exchange of ideas among
the states concerned, A representative of the state movement, appointed to the
Federal Advisory Council, could be effective in stimulating this exchange and relat~
ing it to the potentialities of other sources of patromage and planning, Major
industries with national networks of plantslcould be advised as to how their patron~
age could be effectively applied., Foundations could be alerted to emerging creative
programs of special merit, Where justified, some form of federal support for the
development of facilities could be guided, All this with the advice of the pro=
fessional artists, New York has sought and received this guidance from over ome
hundred persons in the past two years.

It seems to me that the time for some action has arrived, Maybe the hue and
cry has been raised to divert us from the pain of serious personal reappraisal. We
are all great procrastinators, this was brought abruptly home to me the other day

when my young son asked "daddy, is today tomorrow?" Maybe, finally, today is
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. tomorrow, My purpose this morning has been to try to protect the integrity of that
: yord that seems to now stand alone, "govermment," as the savior for the arts,
/ presumably in America we are the govermment; its responsibilities are our responsi-
pilities, the effectiveness of its functions are in our hands, When we demand anye
thing as vaguely defined as "Govermment in the Arts" let each of us search our
consciences; are we pigs looking for a new trough, are we vultures looking for a new
cadaver, or are we honest dreamers willing to accept the realities that can help our

| dreams come true?
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