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ACKNOWLEDGMENTS

When The Museum of Modern Art first suggested in the spring of last year that this
exhibition be "an international report" of the activity of younger artists, the task
seemed formidable and impossible. To demonstrate in any one exhibition the varied and
valuable work of so many artists from so many countries becomes Herculean. Exclusions
are always a disappointment.

The choice had to be narrowed down to what seemed to be the strongest "style" or
international movement of the last three years. While much of the work is already well
known in Europe, it is still generally unfamiliar to the American publie. One of the
privileges of presenting this exhibition is also to be able to introduce, among others,
some very important artists from Argentina, Brazil, Canada, and Yugoslavia.

Those represented are part of a culture that has been considerably altered by communica-
tions systems such as television and film, and by increased mobility. Therefore,
photographs, documents, films, and ideas, which are rapidly transmitted, have become an
important part of this new work. This has led to an intellectual exchange and an
international community of artists.

INFORMATION has purposely been made broad and informal. It is an introduction to work
from which many of the aesthetic concerns of the seventies will probably emerge. There
has been no attempt to strictly impose a definition of an aesthetic, nor to present a
complete historical survey. The assembling of works by so many artists will allow various
evaluations, interpretations, and considerations, but it is only a beginning.

I sincerely hope that both the exhibition and this book will be provocative, illuminating,
and informative. It is essential for a museum of modern art to deal with the asrtists who

are broadening artistic definitions and challenging our preconceptions. We can only

begin to renew our thinking about art by showing and publishing work that generates perti-
nent issues.

I wish to express my gratitude for the kind cooperation and generous assistance I have
received from many people and institutions in the preparation of this exhibition.

On behalf of the Trustees of The Museum of Modern Art I particularly want to thank the
artists., They have made INFORMATION available.

I am most grateful to The International Council of The Museum of Modern Art for its
support which has made possible the very essential film section of the exhibition.
Without the Council's extraordinary generosity, the cost of prints to be shown continu-
ously in the galleries would have been prohibitive. Because of the Council's wvision, we
can also look forward to many of the films becoming & unique archive in the Museum at
end of the exhibition.

-

An undertaking like this transcends all departmental boundaries of the Museum.
Without the general enthusiasm of my colleagues, INFORMATION could not have been realized.

I am especially grateful to them.

In the prepars
with untiring tt

ssistant, has participated
immeasurably indebted to her.

tion of INFORMATION, Cintra Lofting, Curatorial Assi
oroughness and interest in every phase. I am i

istant Director of the Exhibition Program, has helped with all the

Richard Palmer,
difficult administrative problems with his customary patience. April Kingsley, Curatorial
Assistant, has given unstinting attention to the innumerable technical details involved

in organizing the actual exhibition and the artists section of the book. Charles Froom,
Production Manager, has been of crucial value in the installation of the exhibition.

wish to thank them.
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I especially wish to acknowledge the "presence" in this book of the "eritic" Lucy R.
Lippard, who also made available to me her "information" on so many of the people repre-
sented here.

Jane Necol, Curatorial Assistant, has prepared the important, unorthodox, and necessarily
incomplete reading list. She has also, with great ingenuity, carried out the search for
many of the photographs in this book. She has my gratitude.

I should like to express my deep appreciation to Nadia Hermos, who has expertly and
patiently edited this complicated book, and to Michael Lauretano, who has designed it.

Pierre Apraxine and Cintra Lofting have handled all the complex details of the organization
of the film section of the exhibition, and they both have assisted in the research and
evaluation. The Museum's Department of Film has been more than cooperative, and for

their assistance I wish particularly to thank Willard Van Dyke, Adrienne Mancia, Margareta
Akermark, Melinda Ward, Regina Cornwell, and Angelis Alexandris.

The voluminous correspondence involved in preparing the exhibition has been dealt with by
Nora Licht, and Nancy Sage, Senior Cataloguer, has been responsible for the complex and
unique arrangements necessary for the assembly and insuring of the "objects" in the
exhibition. Judy Bloomgarden, Gay Detlefsen, Judy Ann Goldman, Judith Holmes, and Bettins
Raphael, of the Library staff, swiftly played the game devised by Lucy Lippard.

Among many other members of the Museum staff who have helped me in various ways, I should
like to thank: Emilio Ambasz, Jack Doenias, Arthur Drexler, Helen Franc, Richard Franklin,
Patricia Freeman, Wilder Green, Charles Hesse, John Hightower, Bernard Karpel, Richard
Koch, Jennifer Licht, William Lieberman, Richard Oldenburg, Waldo Rasmussen, William Rubin,
Peter Schwartz, Elizabeth Shaw, John Szarkowski, and Susans Torre.

For their valued assistance, I also wish to thank: Claudio Badal, Walter Bareiss, Bykert
Gallery, Leo Castelli Gallery, Paula Cooper, Horace de lg Soliette, Luca Dosi Delfini,
Amslia Del Ponte, Clara Diament de Sujo, Mrs. Marcel Duchamp, Richard Feigen Gallery,
Fischbach Gallery, Konrad Fischer, Gianluigi Gabetti, John Gibson, Nigel Greenwood, K. G.
Pontus Hultén, Alexander Iolas Gallery, Mrs. John Jakobson, Mr. and Mrs. Christopher Laird,
Francesco Leonetti, Bates Lowry, Helen McFEachrane, Eva Tom Moehler, Pace Gallery, Samuel
Paz, Michael Portman, Marta Sdhlberg, Seth Siegelaub, Fred Tuten, Taja Vidmar, Hans wvon
Klier, John Weber, Anna-ILena Wibom, Wide White Space Gallery, Nicholas Wilder Gallery, and
Gilbert Wintering.

Finally, I wish to €xpress my appreciation to those who have lent to the exhibition and

to those companies which have so generously assisted us in realizing many of the essential
concepts of the exhibition. FEttore Sottsass Jr. designed the "information machine" in
which the films are shown, and with Olivetti has made this original part of INFORMATION
technically possible. E. J. Barnes & Co. has also given considerable technical aid and
advice. J. C. Penney Co., Inc., provided expertise and equipment that has enabled us

to have the Group Frontera "situation." ITT World Communications Inc. has provided telex
machines for artists participating with international transmissions. Atelier International,
Knoll International, and Zanotta have generously contributed furnishings for the galleries.

Hoe oEis MeS.

The following have lent to the exhibition from their collections: Charles and Sandra
Harrison, London: Alan Power, London; Mr. and Mrs, Robert C. Seull, New York:; Museum
Haus Lange, Krefeld, Germany; The National Gallery of Canada, Ottawa
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Vito ACCONCI
Born 1940, New York
Lives in New York

SERVICE AREA

1. Since I am in a show at the museum, I can use that show, as a service. My

space in the museum functions as a 'post-office box': during the exhibition, my
mail is forwarded by the post office to the museum.

2. Because the mail is at the museum, on exhibit, the museum guard's normal ser-
vices are used to guard against a 'federal offense': his function shifts to that
of a mail guard.

3. The piece is performed (unawares) by the postal service, as the mail travels
eum, and by the senders of the mail, wherever they happen to be. I per-

form the piece actively by going to the museum to pick up my mail.

Notes on and around some uses of SERVICE AREA

-— In going to the museum, I am performing in a different style my ordinary role

of going down to get my mail.

Learning to 'get on the track.' Learning to make equivalent 'going to the museum'
and 'going for my mail.'

(A performance piece consisting of 1: a tape of a walk, specified number of steps,
and 2: a live performer running in place, the same number of steps, trying to outrun
the tape.) '

(A performance piece in which a phrase of a song, on record, is played over and over
again until I can sing it, fairly exactly, along with the original singer: going on
to the phrase.)

-- My performing here means reacting to stimuli (wanting or needing mail, fearin
that mail might be stolen).

Performing the piece means going against a form (the materials decrease as I pick

up the mail). If I do not perform, the materials build up (the mail increases) while
I am at rest. Left alone, the mail seeks equilibrium, which would be reached at the
end of the exhibition (all the mail together in one place: saturation).

Living on the land. (Farmers.)

Living off the land. (Nomads.) (Skimming; scanning.)

0




Carl ANDRE
Born 1935, Quiney, Massachusetts
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A NUMBER BETWEEN ZERO AND ONE

OR 205,714,080 ZEROS
OR 1,714,284 LINES

OR 25, 974 PAGES

OR 365 MILES OF DIGITS

OR 9.7' OF STACKED PAGES

Siah ARMAJANT
Born 1939, Iran (Persia)
Lives in Minneapolis, Minnesota

OR 28.5714 HOURS OF PRINT-OUT TIME (1,000 LINES PER MINUTE)

The first page

25,974th page




Keith ARNATT
Born 1930, Oxford, England
Lives in Tintern, Chepstow, Monmouthshire, England

THE CONTENT OF MY WORK IS THE STRATEGY EMPLOYED TO ENSURE THAT THERE IS NO
CONTENT OTHER THAN THE STRATEGY.
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Terry ATKINSON

David BAINBRIDGE

"SCULPTURE ETC."
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Richard ARTSCHWAGER
Born 1924, Washington, D.C.
Lives in New York
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David M. ASKEVOLD
Born 1940, Conrad, Montana
Lives in Halifax, Nova Scotia, Canada
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John BALDESSARI
Born 1931, National City, California
Lives in National City

PROPOSAL: Possibly an impossible project. The idea is to exhibit a cadaver,
rather than a facsimile person. What is intended is a double play of sorts.

One would possibly be appalled at seeing the corpse, i.e., the factor of
aesthetic distance would be broken down; but by controlling the lighting, stag-
ing, ete., so that it approximates Andrea Mantegna's Dead Christ (making it look
like art, refer to what is established as art), the shock would be cancelled and
one might be able to look at the tableau with little or no discomfort. The sub-
Ject is not the cadaver. The subject is rather the issue of breaking and mending
aesthetic distance.

Special room would be built with a glass peephole. Rheostat lighting, refrigera-
tion unit would be concealed.




BARRIO
Born 1945, Porto, Portugal
Lives in Rio de Janeiro, Brazil

Work realized in Belo Horizonte, Minas Gerais, Brazil, April 20, 1970
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Robert BARRY
Born 1936, New York
Lives in New York

18

ART WORK, 1970

It is always changing.

It has order.

It doesn't have a specific place.

Its boundaries are not fixed.

It affects other things.

It may be accessible but go unnoticed.

Part of it may also be part of something else.
Bome of it is familiar.

Some of it is strange.

Knowing of it changes it.
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Frederick BARTHELME
Born 1943, Houston, Texas _
Lives in New York |IH

MISCELLANEOUS (2)
19




Bernhard and Hilla BECHER

Bernhard Becher born 1931, Siegen, Germany
Hilla Becher born 1934, Potsdam, Germany
Live in Disseldorf, Germany
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Mel BOCHNER

Born Pittsburgh, Pennsylvania
Lives in New York
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MEASUREMENT SERIES: BY FORMULA (CIRCLE)
Size: Determined by installation
Medium: Black chalk on wall

2L




Bill BOLLINGER
Born 1939, New York
Lives in New York




Stig BROEGGER

Born 1941, Denmark
Lives in Copenhagen, Denmark

26

PLACING PLATFORMS

Platform I was placed at Ore Beach near Stubbekoebing, Denmark, on March 8th, 1970. Plat-
form II in front of the City Hall of Copenhagen, March 21st, 1970. Platform IITI in
Stroeget (a pedestrian street), Copenhagen, March 21st, 1970. Platform IV in front of
Aarhus Artmuseum, Aarhus, Denmark, March 21st, 1970. Platform V in Jysk Kunst Galerie (an
art gallery), Copenhagen, March 21st, 1970.

All platforms are indentical at 102 x 102 x 31 centimeters. Each platform carries my name,
& number, the date it was placed, altitude of platform-top. None of the platforms was
kept under observation. A few pictures were taken during and immediately after the placing
of the platforms. A short film was made. After which the platforms were left alone.

A certain number of platforms will be placed in and around New York immediately before or
during the time of the exhibition. Dates and locations will not be revealed in advance.
The platforms will be placed without any preceding permission being obtained from any
authority. Locations will be chosen according to social differences and the platforms will
be placed by an ordinary truck company. The platforms will be built in New York.

Information on when and where platforms have been placed will be transmitted to the museum.
Some of the platforms will be kept under observation at certain times of individually
varying time schedules. Possible documentation will be presented at the museum (photos,
film, videotape, taped interviews). Some of the platforms will just be placed and then
left alone.

Some of the material collected might at a later time be presented as a book, possibly with
a text (background—information, speculations, ete.). This of course will be a matter of
economics.

During the exhibition a platform will be placed on the sidewalk outside the museum as well
as inside the museum.

The project in general:
FIELD OF FUNCTION - open, works at any type of interaction
value - varying
significance - varying




Stanley BROUWN
Born 1935, Paramaribo, Surinam
Lives in Amsterdam, the Netherlands (A
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Vietor
Born 1941, Sheffield, England
Lives

8

BURGIN

in London

0
ANY MOMENT FHEVICUS TO
THE FPRESENT MCOMENT

 §
THE FRESENT MOMENT AND
CNLY THE PHESENRT MOMENT

2

ALL AFPARENTLY INDIVIDUAL
OBJECTS DIRECTLY EXFERTENCED
BY YOU AT 1

3

ALL OF YOUR RECOLLECTION AT 1
OF AFPARENTLY INDIVIDUAL OBJECTS
DIRECTLY EXFERIENCED BY YOU AT
0 AND EROWKR T0 EE IDENTICAL
WITH 2

4
ALL CRITERIA BY WHICH YOU MIGHT
DISTINGUISF EHETWEEN MEMEERS OF 3
ATD 2

5

ALL CF YOUR EXTRAPOLATION FROM
2 AND 3 CONCERNING TWHE DISPOSITION
OF 2 AT ©O

6

ALL ASPECTS OF THE DISPOSITION
OF YOUR OWF BODY AT 1 WHICH
YOU CONRSIDER IN WHOLE OR 1IN
PART STRUCTURALLY ANATOGOUS
WITH THE DISPOSITION OF 2

5§
ALL OF YOUR INTERTIONAL BODILY

ACTS FERFORMED UPON ANY MEMEER
or 2

8

ALL 0" YOUR BODILY SENSATIORS
WHICH YOU CONSIDER CCNTINGEWT
UPON YOUR HBODILY CONTACT WITH
ARY MEMBER OF 2

9
ALL EMOTIONS DIRECTLY EXFERIENCED
BY YOU AT 1

10

ALL OF YOUR BODILY SENSATIONS
WHICH YOU CONSI™ER CONTINGENT
UPON ANY MEMBER OF 9

1x

ATL CRITERIA BY WHICH YOU MIGHT
DISTINGUISH EBETWEEN MEMEERS (©®
10 AFD OF 8

12
AL, OF YOUR RECCLIECTION AT 1
OTHER THAN 3

13

ATL, ASFECTS 0% 12 UPOR WWICH
YOU COFSITER ANY MEMBER OF 9
TO BE CCNTINGENT
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4 Cudedorp Netherlands 51.26K 3.40E Crookhaven Cork, Ire. 51.28R 9.43Y
Nieuwdorp Netherlands 51.28R 3.45E Sherkin I. Cork, Ire. 51.28K 9.,25W
ll Heinkenszand Fetherlands 51.280 3.49% Southerndown Glarorgan, Weles 51.288 3.36W
‘s Heer-Abtskerke Netherlands 51.26F 3.53F Tash Glamorgan, iales 51.28N 3.30W i
Sinocutskerke Fetherlends 51.28N 3.53E Cowbridge Glamorgar, Vales 51,288 3.27W
‘s Gravenpolder Netherlands 51.2BN 3.54E Jonvilston Glemorgan, Wales 51.28N 3.239
[ Biezelinge Netherlands 51.28F 3.58% St. Nicholas Glamorgar, Wales 51.28F 3.200 ;
1 Schore Fetherlands 51.28N 4.00= Colé Ashton &losg, =g, 51.288% 2.22% [
[ Pindorp Netherlands 51.28N 4.23E larasnfield Glas, Tag. 51.28W 2.19W
Essen Belgium 51.28K 4.2B% Chippenhan Wilts, Eng. 51.,28F 2.07W
Zundert Netherlands 51.28N 4.40% Welford Berks, Eng. 51.28F 1.254
Alphen Netherlands 51.28N 4.23% Bradfield Berks, Eng. 51.268 1.08Y
Esbeek Netherlands 51.288 4.57E Reading Zerks, ZIng. 51.28F 0.59W
i Diessen Netherlands 51.28F 5.11% Heathrow Widdx, Eng. 51.28F 0Q.27%
Middelbeers Fetherlands 51.28N 65.15E Isleworsh, bor iitdx, Eng. 51,288 0O.20%
Ooastelbeers Fetherlands 51.28N 5.16: Richmond, bor didéx, Eng. 51.28N 0.19W
§ Acht Netherlands 51.28R 5.25% Richmond Iidéx, Eng. 51.28°8 0.18W |
Woensel Netherlands 51.288 5,.28F liortlake Surrey, Ing. 51.28K 0.16W |
Nuenen Netherlends 51.28R 5.33E Barnes, bor Surrey, Ing. 51.28N 0.15% |
Helmond Netherlands 51.280 5.40% Putney London, & 51.28N 0.14%
|. Deurne Ketherlanés 51.2BN 5.47E Battersea, bor London. 51.28N 0.10V .
Meterik Hetherlands 51.28K 6.02E Brixton London, & 51.288 0.C6W |
Oostenrijk Xetherlands 51.28F 6.03E Canberwell, bor London, Eng. 51.28N 0.05V i
Lottum Ketherlands 51.28K 6.1CE Greenwich, London, Eng. 51,288 0.00
| Arcen Netherlends 51.28F 6.11F '
Nieukerk W. Germany 51.28N 6.22F |
Bochum W. Germany 51.28F T.1l1E i
Langendreer W. Germany 51.28F 7.18E
Stockum W. Germany 51.288 7.20E
Friéndenberg V. Germany 51.28N 7.46E
Hbhne Talsperre,lake W. Germany 51.28N B.06E
Belecke V. Germany 51.28N 8.20®
Nieder Marsberg W. Germany 51.28F B8.52E
Rhoden W. Germany 51.28N 9.01E
Warburg W. Germany 51.288N 9,10E
Reinhausen W. Germany 51.28F 9.54E
Beinrode W. Germany 51.28K 10.07E
Rossla E. Germany 51.28N 11.06E
Wallhausen E. Germany 51.28° 11.15E
Rothenschirmbach E. Cermany 51,288 11.33E |
Ober RBblingen E.. Germany 51.26N 11.40E
Halle E, Germany 51.28F 11.58E
Hohenleina E. Germany 51.28N 12.28E
Eilenburg E. Germany 51.28F 12,38E
Ktltzschau E. Germany 51.28F 12.41E
Schildau E. Germany 51,288 212.578
Sitzenroda E. Germany 51.28N 12.59E
Belgern E. Germany 51.28F 13.0BE
Burxdorf E. Gernmany 51.28F 13.17E
Vliandirirets Ukraine 51.28F 26.03E
Yastrebovka U.8.8.R 51.28N 37.38E
Bol'shaya Gribanovka U.S5.5.R 51.2BF 41.59E
Dubenskiy U.8.8.R 51.28N 56.43E
Anikhovka U.S5.5.R 51.28N 60.15E
Zhanaanl T.5:8:R 51.28K T4.44F
Maykain, Kazakhstan TU.S5.5.R 51.2BN 75.46E
Sug-Akey U.S5.8.8 51.26F 91.15E
Data extracted from The Times Atlas of the World, Mid-Century Edition, London, The
Times Publishing Company, Ltd., 1955
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Daniel BUREN

v Born 1938, Boulogne, Seine, France
B. Lives in Paris

The only possible information about my work is to really see it.
Because every picture is illusion/transformation/reduction.

Any information on my work is just a deformation of it.

The photograph above is taken in Monthelon Square, Paris.

It is given as information about my work rather than as a photo-
graph of my work itself.
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Donald BURGY
Born 1937, New York
Lives in Bradford, Massachusetts

Documentation of the !
pregnancy of Mrs. Geoffrey Moran !
on 3/1/69 and the |
birth of Sean Moran

on 3/11/69. |
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Ian BURN

Born 1939, Australia
Lives in New York

Mel RAMSDEN
Born 19LkL, Nottingham, England
Lives in New York

PROCEEDINGS

Formal reasoning argues for the distinction of the grammatical features
of a proposition as separate from the facts represented. This may lead
to antinomy between grammatical and factual questions, although if the
factual traits of the format OBJECT OF ART are admitted, we can in effect
forsee such a difficulty. Admitting such aquaintance with the customary
applications (ie. instances of use of the proposition) means that any
analysis presupposes that "art-object" is existent and a given entity.
The short-comings of this view are obvious; however, we contend that,
since "art-object" is being credited with some measure of ontological
status, we are not involved, on this level at least, in any existential
assertions. However this .again allows undue emphasis to be awarded to
the subject of the proposition, ie. the objects about which '"of art"

is being predicated. (It is essential to point out here that, in using
the term "object", anything which can satisfy the syntax of its place
within the proposition is implied.)

Propositional formats, which have been argued previously (Proceedings,
Feb. 1970), may be seen as entailing an application, so there is a long
history of spuriously material "..... of art" linked directly with
experience. A historical residue of applications or objects (asserted
as "as art") might mislead ome into regarding these applications as
non-syntactical, that is, as somehow "given" rather than as a component
term within a necessary line of argument (syntax). Within the proposition,
"object", or rather the sign "..... ", is merely syntactical and is not
contingent upon particular external materials etc. Richard Von Mises
(cf. his "Positivism") has remarked that "apparently material assertions,
if studied more thoroughly, often prove to be syntactical sentences",

and revealing them to be such has been described (cf. Carnap) as a
translation from the "material" mode to the "formal" mode.

Thus, in the formal mode, it would be misleading to upholdl ', ... " as
entailed by and contingent upon the appearance and presence of any material
facts. s ars of art” cannot be manipulated as if it were a fact and not

an assertion. Indeed, an object phaze of the "....." has to be based
within the propositional format to be within a necessary part of the
argument; so this syntax precedes the conditions of such apparent
assertions.

Acknowledging such application of propositional argument stresses that
argument's material ramifications; however, it is being maintained in
these proceedings that such ramifications are insignificant, or, at least,
that it is insignificant to uphold such ramifications when faced with

the more radical formal mode. Material maneuvers cannot contradict
formal rules, If the propositional argument entails an application
within the material mode, then admittedly an anomaly of a kind is being
put forward. Assuming that, with the present proposition in mind, one
wanted to keep as close to the formal argument as possible, then one has
either to "reduce" application to a strictly functional condition, or,
completely disregard both the formal and functional mode (and these could




be related in this instance) and remain along the material stratum. The
latter would permit the arranging of applications and the consideration of

the respective merits of various objects as "as art" despite this entailing
the functioning conditions and constancy of the proposition as a prerequisite.

Now a proposition such as "..... of art” could be seen as sharing, along

with the propositions of formal logic, a disinterest in the eventual meaning
or material-subject-matter of its propositions. It is here that one must
decide on priorities: whether to comprehend a necessary and formal argument,
or, to delimit the province of significant assertions to an ostensible
material mode. Isolation and analysis of possible syntaxes ought to be

made prior to prescription of material formats. It is one distinct
standpoint to apprehend "..... of art" by recognizing material characteristics
but quite another to comprehend that the "....." ought to function cognizably
as a formal argument!

To repeat, we should acknowledge that stylistic shifts presuppose the
constancy and support of the formal propositional function, although these
shifts cannot contradict nor effectlthis function.

It might be possible now to consider briefly conditions under which the

pPresent propositional format may appear as necessary. For example, it
could be assumed: if "....." can be asserted, and if "of art" is an
assertion, then "....." can be asserted as "of art". The conclusion may

appear as necessary but only by maintaining the conditional statements.
Admittedly there is little advantage in such a breakdown other than to
individuate the terms of the argument. The proposition might also appear
as necessary if the difference between stating the proposition as "object
of art" and "..... of art" is studied. Then "object" can be seen as
referential and standing as the subject within a normal subject-predicate

syntax, whereas "....." stands only for the syntactical place in this
same syntax. It might be conceivable within these conditions to allow,
by some extension, that "..... of art" is formally necessary.

Further alternatives would eventually make it necessary to ask whether
this syntax is the only one that is devisable, or whether a proposition is
required at all! (Existential considerations of "art" are illusory, it's
always of "of art".)

If it is granted: it is not "what" one says with the language but the
language one uses to say it, then this touches upon a fundamental and
Problematic tenet of so-called "analytic" or "pure" conceptual art which
deserves not to be completely neglected in these proceedings. It is
assumed that in discussion of "works of art" the functioning of these works
is implied and not the subject-material or embellishment. It 1s postulated
that function is determined within the formal mode (the importance of this
mode is along a syntactical "where" level, in the sense of uncovering
pessible formal strata).

As has been stated, the distinction between the formal and the material
mode is upheld strongly because the formal mode predetermines the "working"
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of the material mode. In fact, the stance taken against the object-as-art
by a number of the "analytic" artists has occurred in part because material
embellishment and maneuvers are so ineffectual in determining a function.

Its function is predetermined once it is realized as an object. A related
analogy was made (cf. M.Ramsden, "Notes on Genealogies') between the
function and embellishment of a chair. (Of course, this distinction is

clearer in the instance of a chair than it is with the apparently "useless"
functioning of “il.islof agt'.)

Continuing analysis of the current propositional format is likely to provoke
at least a revision of these conditioms. It is not inconsistent therefore

to begin formulation of terms for conditions apart from the current ones.

This is, as Terry Atkinson has remarked, a fundamental tenet of conceptual art.

Possible formal appraisal might involve a sort of 'stepping back” from the
presently prescribed structuring. (It becomes insufficient to merely
fulfill all the moves and roles which define the "institution's" structure.)
Initially this renders redundant the role of artist-as-supplier-of-objects-
arranged-according-to-taste, while at the same time compelling the adoption

of what might be assumed as a meta-language. But to speak of a meta-
language suggests that there is a stratum of central concern which is the
language. The concept of strict boundaries counts mainly in the case of

material categories and is not as important in formal analysis.

In the material mode the assertion and syntax of "..... of art" has to be
taken for granted. This kind of stratification rules out the material
mode as a province of significant assertions. Material assertions are in
the main part irrelevant, if not directly misleading, considering that
PR " is syntactical and is not dependant on the possession of certain
material characteristics.

As far as categorization of the subject-material in an ostensibly material
2 " is concerned, one may propose the relational method: (for instance)

for A to be an X, it must depend on A exhibiting some features of an R,

which is already known to be an X. However, this kind of categorization
is restricted to the material mode, ie. it is the morphology of a class
which is being maintained and graded. Now, in contrast, the "declarative"

method reduces any possible subject-material to a place in the propositional
format; "....." is propositionally included because it is syntactically
required to assume this position. As far as classification goes, its
material appearance, contrary to the former method, is now irrelevant.

It is more significant syntactically ''where'" the assertion is going to be

made rather than from "what" it is going to be made. In this sense, there

is no need to individuate between ''The Hay-Wain'" and Duchamp's "Urinal.

(And it does not seem a determining factor here that both can be identified,
since both have been asserted, within the so-called "art-context". This much-
promoted context, if it is seen as galleries, museums, magazines etc. seems

to be a haphazard conglomerate-framework derived from what has been most
suitable for prior applications.)
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For procedures to be maintained outside of application, it cannot simply be

a curtailing of specific material results (for example, by the de-materiali-
zation of one's subjects). The assertive or declarative method remains
dealing with the "..... ' as a subject-material which prevents syntactical
analysis along the formal stratum. Though material assertions have been an
adequate province of investigation, this is not of issue now; such assertions
are revealed as resting on formal assumptions. It is still hypothetical
whether propositions can be developed which are necessary and in which ob-
viously factual constituents would no longer count.

Syntactically anything will operate in the "....." and it would be reasonable
to assert (say) Sixth Avenue as "as art”. But it is only reasonable as long
as Sixth Avenue remains a component term (ie. remains as a subject) of the
propositional conditions. One might dispute this particular assertion only
within a material mode (which does not count) and on such basis as it is not
the subject to be given prominence according to one's taste etc. One can-
not oppose Sixth Avenue on syntactical grounds.

With the above in mind something can be mentioned about possibilities of
definition and exemplary definition. It appears that these can only be made
in the material mode and are usually restricted to a particular subject-
language. In this sense, Sixth Avenue could not exemplify unless a
"language" is derived for "..... " consisting entirely of the various avenues,
Fifth, Lexington, etc. of Manhattan. Only then might Sixth be judged the
best etc. So exemplary features remain in the subjects and cannot be up-
graded to an ingredient of "of art". (Exemplification has to be made non-
syntactically, that is, in the material mode; a strong case could also be
made for its being synthetic. In fact, analytic propositions have been
designated as linguistic and synthetic ones as factual.)

With a proposition of the sort "art entails application", it is tempting to
visualize application; this is not easy to avoid. The establishing of an

alternate set of conditions eschews such applications. Regarding such an

activity, P.W. Bridgman has pointed out that "things" should be considered

in terms of "doings" and "happenings', that component parts of an activity

must be performed in a specified order, and that for complete specification
the performer must also be specified (on the specification of a performer,

see "the alien" in D. Bainbridge's "Notes on M1").

So PROPOSITIONAL ARGUMENTS have priority over material constituents (after
analysis has taken place through induction from the material to the formal
mode). It is hypothetical just how much "complete specification" would in-
volve; the expounding of alternate conditions could enter a regress (with
specifications supporting specifications!) and it is arguable how far this
would extend. However, planning, proceedings and specifications may be
valued for the extent of their completeness. The argument counts.

Mareh 1970




"James Lee Byars is fThe Poet Laureate of the United States"




Jorge Luis CARBALLA i
Born 1937, Buenos Aires, Argentina
Lives in Buenos Aires




Christopher COOK

Born 1932, Boston, Massachusetts

Lives in Andover, Massachusetts




Roger CUTFORTH
Born 194k, Lincolnshire, England
Lives in New York
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Photograph of NOON TIME-PIECE 3 in collaboration with George Willcox

NOON TIME-PIECE. April 1969

| Calendar of 30 days recorded.
" Reading of place.
Photographs at 12:00 noon each day. 39
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Hanne DARBOVEN
Born 1941, Munich, Germany
Lives in Hamburg, Germany
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ART

SCULPTURE

High Priest of Danger

Since he first came East in 1960, a
Californian named Walter de Maria has
established himself as a kind of high
priest of Manhattan’s artistic under-
ground. His ideas are outrageous, as he
apparently intends them to be. De Ma-
ria aims not to please but to force the
viewer into studying his work and puz-
zling out its meanings. If the effort is in-
furiating more often than not, that makes
no difference in De Maria’s view.,

His basic approach is a tantalizing
simplicity—a column of polished steel,
a square sheet of blank paper with a sin-
gle word such as “Sky” lettered on it,
a wooden booth with a small plaque in
it labeled “Suicide.” Each is intended
to convey or stimulate some arcane,
fey or fiendish compulsion or conceit.

This approach has made him, among
other things, a founding father of that
singularly obdurate style of sculpture
known as Minimal art. In 1961, when
De Maria was still a neophyte artist,
he built two plain wood boxes. They dif-
fered from later Minimal artists’ boxes
primarily by being open and filled with
wood blocks. De Maria intended the
Spectator to wonder obscurely whether
Or not he ought to shift the blocks
from one box to the other,

Diabolical Ping. This fondness for
movable sculpture qualified De Maria
as a progenitor of the busy school of
“Optional art,” whose practitioners in-
vite viewers to play a sort of game by re-
arranging various objects in a compo-
sition to suit their own tastes. Avant-
garde collectors began to buy De Ma-
ria’s work. He was soon able to have
them made up in steel rather than wood,
and the games became more diabolical,
His 1965 Instrumen for La Monte
Young looks like an innocent, slender
metal box with a ball in it But De
Maria designed it with microphones at
either end, which—in theory at least
—could be hooked up to an amplifying
system. Thus the “ping” of the ball
would be amplified 50 times, and the
viewer-listener who wanted to roll the
ball back and forth could go deaf,

During the past year, another one of
the minischools that De Maria helped
to establish underground has emerged
in the public eye: earthworks, In the win-
ter of 1961-62, De Maria sketched plans
for -a pair of mile-long walls, 12 f.
high and 12 ft, apart, to be built “some-
where in the Western United States.”
Though no collector could afford the
$500,000 needed to build it, De Maria
and a fellow worker flew out to the Mo-
jave Desert and chalked two half-mile-
long lines on its surface. They pho-
tographed each other standing, or lying
between the oppressivély _inward-press-
ing parallel lines, As De Maria points
out, “There is a terrific double energy
yielded by the tightness of geometric
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form combined with the feeling of in-
finite space.” His current “Three Con-
tinents” project will superimpose marks
carved on the surfaces of deserts in Af-
rica, India and North America onto a tri-
ple-exposure aerial photograph. Seems
like a lot of trouble, not counting the
cost of the airplane, but De Maria spent
two weeks in January bulldozing stripes
in the Sahara and has pictures to show
for it.

Beyond Earthworks, The triumph of
helping to prophesy into existence three
lively minischools of art might make a
lesser high priest rest on his oracles.
Not De Maria, whose spring exhibition
at Manhattan’s Dwan Gallery takes him

DE MARIA WITH “BED OF SPIKES"
Never one to rest on his oracles.

beyond earthworks into a new idiom
that is easily the most alarming yet, Dur-
ing the show, more than 2,500 visitors
came to titter nervously or gaze in hor-
rified wonder at De Maria’s five Indian
fakir-like steel beds. Together they con-
tain 153 upright 11-in, spikes, honed to
the sharpness of a Viet Cong puniji
stick and arranged with the geometric
precision of the crosses that stand among
the poppies in Flanders field.

Each visitor had to sign a release be-
fore he entered the room, exempting the
gallery and De Maria in legal terms from
any responsibility for accidents, The re-
lease served to emphasize what the show
was about—“The danger that exists in
the world today.” Says De Maria: “It's a
fact that within one hour 100 million
people could be killed.”

Still, the most distressing aspect of
The Beds of Spikes lies not in the ab-
Stract danger that they symbolize but
in their creator’s evident delight in en-

dowing them with all the murderous
loveliness of a well-made gun, knife or
racing car. “When danger and beauty
are mixed,” he maintains, “the result is
a heightened beauty that surpasses so-
called normal beauty.” If De Maria’s lat-
est ritual objects prove as seductive as
his previous ones, Manhattan's with-it
galleries will soon be showing a large
and loathsome selection of even more
horrific art,

GRAPHICS

Unknown Masters in Wood

Just as U.S. servicemen and college
students tack pictures of Raquel Welch
or travel posters on their walls, so mer-
chants and tradesmen in 18th and 19th
century Japan delighted in cheap, mass-
produced wood-block prints, or hanga,
These genre pictures showed well-known
actors or courtesans of the day, pic-,
turesque views of Mount Fuji and pi-
caresque travel scenes. They were known
as ukiyo-e, literally “pictures of the float-
ing world,” because to devout Buddhists
everyday existence was a transient stage
in man’s journey to nirvana, Yet the last-
ing charm and skill with which the Jap-
anese craftsmen imbued their images
have influenced Western artists from
Constable onward.

Currently, Los Angeles’ U.CL.A. art
gallery is displaying 163 Japanese
ukiyo-e hanga, perhaps one of the most
comprehensive exhibitions ever. Its gen-
esis was the acquisition by U.C.LA.s
Grunwald Arts Foundation of some 650
prints from the estate of Frank Lloyd
Wright. With this as a nucleus, U.C.L.A,
commissioned Orientalist Harold P,
Stern, assistant director of Washington’s
Freer Gallery of Art, to assemble a com.
prehensive survey of Japanese master
prints and to write an accompanying
book.

Simple but Soul. Wright was one of
the floating world’s most fervent ad-
mirers. He first saw prints at the home
of another architect in the 1880s while
still an apprentice, eventually amassed
5,000 prints, They were the only dec-
orative art—aside from his own or-
namentation—that he proposed for his
buildings; even his architectural ren-
derings have an Oriental look. The
ukiyo-e “intrigued me and taught me
much,” he once said, “A Japanese may
tell you what he knows in a single draw-
ing, but never will he attempt to tell
you all he knows. He is content to lay
stress upon a simple element, insignif-
icant enough perhaps, until he has han-
dled it; then the slight means employed
touch the soul of the subject so surely
that while less would have failed of the
intended effect, more would have been
profane, The gospel of the elimination
of the insignificant preached by the print
came home to me in architecture,”

Japanese printmakers eliminated the
insignificant partly as a matter of eco-
nomic necessity. The making of a hanga
was a laborious process, First, the artist
brushed his design onto mulberry pa-
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Jan DIBBETS
Born 1941, Weert, the Netherlands

Lives in Amsterdam, the Netherlands

How do you want to be represented in the catalogue? A page is the size of this
sheet and each artist will have one page.

Photographs of the piece in the show?
Photographs of a previous piece?

Other photographs,

By a statement?

In any other way?

BY thus paper,
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i Gerald FERGUSON
Born 1937, Cincinnati, Ohio
Lives in Halifax, Nova Scotia, Canada

PORTRAITURE

Garry Kennedy

November 11, 1969 5:20 PM AST
French Village, Nova Scotia, Canads
Sprayed canvas

36 x 36 inches



Rafael FERRER
Born 1933, San Juan, Puerto Rico
Lives in Philadelphia, Pennsylvania
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Barry FLANAGAN
Born 1941, Prestatyn, Wales
Lives in London
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Group FRONTERA
Buenos Aires, Argentina

Adolfo BRONOWSKI
Carlos ESPARTACO
Mercedes ESTEVES
Ines GROSS

INFORMATION AND CULTURE

TV (used by us on the instrumental lewvel) is a technical system that distributes cultural
items: decidedly (new) informations. It is, at the same time, a very important means of
mass communication. As for the word "information," it is necessary to place it in a
pluralistic situation in order to differentiate (and separate) it from mathematical mea-
surement of the originality of a message. '"Informations'" are new facts of transitory
character. Culture, on the other hand, is destined to "furnish" the minds of the
receivers.

One fundamental problem posed by TV is the role its programing plays in the construction
of the culture of a society.

Does TV now know how to package and condition the message? A formula occurs to us:
"viewers per hour" distributed in a given area for a certain fee. (This problem is com-
pletely foreign to us.)

How do we carry out our TV? How is a television network realized? The object of our
work: to formulate a theory of the role of mass media in identifying a culture.

Culture is the furnishings of individual minds. Everyone has his own culture, but we can

still speak of the culture of a certain society - the over-all image of the style of the

individual furnishings - of which a catalog is made by the institutions of social memory:

libraries, record libraries, museums, collections, etc. These present to us a gualitative
aspect of the knowledge of elements; that is, a cultural concretion. How is this culture

established in society?

1) The old culture, whose image underlies humanistic thought, was established essentially
on the basis of a great disparity between the different social levels. It suggests the
idea of a cultural pyramid, which, theoretically, finds its fundamental source in educa-

tion. To develop the image, we shall say that the perceptions proposed to us by the
phenomena of the outside world are projected by our conscience on a 'reference screen,
which is culture. What we know is & priori: the traditional image is constituted, in
principle, of a regular, orderly, hierarchical network, a little like a code of routes
containing main roads, secondary roads, and erossroads.

2) The (new) culture is essentially different; we'll call it a "mosaic." It is based on
the idea of the existence of two social levels. One is the masses, fed by mass media,
submerged in the continual flux of messages of all kinds, swallowing without effort or
duration widely disparate fragments of knowledge, perpetually condemned to oblivion.
Culture takes on .a statistical and passive character; it retains few elements of knowledge
- the mosaic fragments that we shall call "culturemes." The other level, "the intellec-
tual society" of creators (in the most prosaic sense of the word), is also submerged in
the culture "mosaic," but acts in a different way: it absorbs the elements proposed to it
in order to deliver a series of more or less original messages that will be sent out
through the mass medisa.

In other woras, the mass media - press, radio, and television, above all - are the
"sonnection" between the intellectual society and the masses. All of the messages
received by the masses are disparate, disjointed, often contradictory; they will haphaz-
irdlv remain fixed in the individual's mind, serving as his "reference screen" of
"eulture." As opposed to the old culture, there are no orientation points, no orderly
network, no real way; only probabilities, elements more freguent than others, fragments of
knowledge, results without foundations and general ideas without application, key-words
and outstanding points in the cultural landscape. L7




This is the civilization in which we live, in which TV is one of the fundamental elements,
indeed the most complete, the most modern, and the most influential of mass-communication
systems. It is TV that contributes largely to furnishing the mind with each one of the
fragments of knowledge, of the mosaic, providing the ingredients for our associations of
ideas and eventually building up our intellectual constructions. New ideas are based on
old, forming an original mosaic composed of banal elements. Those conventionally called
"ereators," "geniuses," "artists," "cooks," or "great criminals" are distinguished from
the masses only by their active attitude and their potential for novelty. Genius is
nothing more than exceptional aptitude in a particular domain of the spirit, and creative
genius is, above all, a fecundity of cultureme associations in operation. The very notion
of creation as a factor in increasing and renovating culture is therefore banal. A1l
individuals are creators, but what they create is not necessarily forcefully incorporated

into the cultural framework. The introduction of a micro-medium into the mass media is
necessary.

ITINERARY OF EXPERIENCE

1. Exterior view of the
recording booth

2. Person entering the booth
3. Person listening to a
question and preparing to
answer
L. Person leaving the booth
and approaching the playback
TV mechanism
5. Person watching playback
of tape
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With what do you associate blood? Group
What role do you think the family plays?

What is pleasure for you?

Why is love made?

Why do people eat?

What do you do for a living?

Why do people struggle?

What do people eat?

When do you joke? Why?

Would you make love in public?

Would you change your sex?

Do you search for new ways of making love?

Would you strip in publie? Why?

Is the shape of things important to you?

How do you define power?

Do you accept pornography?

Do you make love as many times as you would like to?
Why do you dress?

What do you dress up for?

Have you ever thought of being a bum?

Do you depend on anything in particular?

What do you do to imagine things?

Do you repeat an action daily? Why?

Are you obedient? To what?

What does the word "order" suggest to you?

Would you steal? Why?

What belongs to you the most?

Are you an organized person? What for?

What does the word "organization" suggest to you?

Is there anything more important than sexual intercourse?
What do you admire in a child?

When do you look at the sun?

What is important in the difference between the sexes?
Is it important for you to prove the existence of God? Why?
Would you like to know yourself?

What does the word "comfort" suggest to you?

What is perversion for you?

How do you explain injustice?

What role does money play in your life?

Why do you live in the city?

Why would you lie?

Would you accept suicide?

How do you think death should be?

Why would you fight with someone?

Could you change yourself if you wanted to?

When do you think you conform?

What does work mean to you?

What place does God have in your life?

Do you consider yourself a conventional person? Why?
In what sense have you changed in the past five years?
Explain why you are here.

What is happiness?

Describe your mate or your love relationship.

Could you be friends with a homosexual? Why?

What is prostitution?

Do you consider yourself a healthy person? Why?

Do you work in what you like the most?

What do you do when you've got nothing to do?

If you could choose again, would you be what you are now?
How do you think you make choices?

Do you think of your future? How?

What is your opinion of marriage?

FRONTERA
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Hamish FULTON
Born 1946, London, England
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GILBERT and GEORGE
THE SCULPTORS

resent

BRNBATH THE ARCHES

{ The et fatelligent fascinating revious umd beautiful art piece o hare ever soom)
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his sculpture view is George and Gilbert's
mosl important view, brings to them
rich impressions of london life, its shys clonds
e iy e and multi-coloured sunvets the houres of pari-
I e -llf ity el faapppiess E ument big ben old father thames, this view
great riches aud pleasures mew of gy amd lawgher of childen stands for Gilbert and George's sculprure
il awveets of the miic of colair and the sweetiess of shape, o

sl uf fecting md meaning a wewer better worbd, o workd vf

delicions disaste : srronr of Toathing wd drid ﬁ
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At Bor AIL? 12 Fousnier Strwet, Londan, .1, Englond  Tel. 0 247 0161

THE LAWS OF SCULPTORS

Wy olressed, well g mielly patits and in ¢
Make the world 1o bedieve in yau and o pay hedvily fo privilege
Never worry asssss: discuss or orticize bl mmain quiet respectful and calm

Tha ferd chissels still, sodent leave your berch for long

alaxing sculpture took place on & Scho

roof-top the sun shone down upon the two
relaxed meulp 1 {the il
plays an increavingly sculptured role in Gilbert
and George's art, we would like to recommend
the strength of the word relax, with art-relaxing
art comes to you with a grester simplicity clear-
ness beauty reality feelingness and life

S foe AL 1 Fouruier Street, Lundon, E.1, Englasl el 1 207 0381

e
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THE RITT WE NEVER SIGH FOR, THE CARLTON THEY CAN KEEP, THERES ONLY ONE PLACE THAT
WE KNOW AND THAT I5 WHERE WE SLEEP. UNDERNEATH THE ARCHES WI DREAM OUR DREAMS
AWAY, UNDERNEATH THE ARCHES ON COBBLESTONES WE LAY, EVERY NIGHT YOULL FIND US
TIRED OUT AND WORN, HAPFY WHEN THE DAY-BREAK COMES CREEPING HERALDING THEDAWN

SLEEPING WHEN ITS RAINING AND SLEEPING WHEN ITS FINE, WE HEAR TRAINS RATTLING 8Y
ABOVE PAVEMENT IS OUR PILLOW NO MATTER WHERE WE STRAY, UNDERNEATN THE ARCHES
WE DREAM OUR OREAMS AWAY.

m Aoy we deseribe to you with picture and words 2
I% H«rulp(ufr which began on the last Saterday in
November of 0 we had just made some corvs whea

it began to snow so we positioned ourselves ot the
window s we began tn look we felt vurelies taken
into a sculpture sloverwhelming purity life and peace
u rare snd new art-picee we thank yvou fur being with
us for these few moments
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We would honestly like to Itis our intention to bring to
say how happy we are : everyone a realisation of the
to be sculptors. 7 beauty and necessity of our sculpture.

Gilbrt and Gesrgr Gl e

"ART FOR ALL" 12 FOURNIER STREET, LONDON, E1  Tel. 247 0161 "ART FOR ALL, 12 FOURNIER STREET, LONDON, E1  Tel. 247 0161
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Itis important for new sculptors to With the tears streaming down our
come to terms with the modern faces we appeal to you to rejoice
limitations of sculpture, apparent in the life of the world of art.

only through the feeling of the eye.

;ﬁ‘;‘

5
R

Glbert sl Crvrge
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SEALE

SEALE

WAS BROUGHT

BACK

WAS BROUGHT BACK
WITH ADHESIVE

TAPE

WITH ADHESIVE TAPE
OVER THE CLOTH

GAG

OVER THE CLOTH GAG
AND AGAIN
MANACLED

AND AGAIN MANACLED
' TO THE CHAIR

TO THE CHAIR.

SEALE

SEALE

WAS BROUGHT

BACK

WAS BROUGHT BACK
WITH ADHESIVE

TAPE 5
WITH ADHESIVE TAPE
OVER THE CLOTH
GAG

OVER THE CLOTH GAG
AND AGAIN
MANACLED

AND AGAIN MANACLED
TO THE CHAIR
TO THE CHAIR.




MORE

THAN

MORE THAN

SIX

MILLION

SiIX MILLION

BEEF

CATTLE

BEEF CATTLE

ARE WAITING

ARE WAITING

ON THE NATION’S
RANCHES

ON THE NATION’'S RANCHES
AND IN THE FEED
LOTS

AND IN THE FEED LOTS
TO BE TURNED

TO BE TURNED
INTO STEAKS

AND HAMBURGERS
INTO STEAKS

AND HAMBURGERS.
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Dan GRAHAM
Born 1942, Urbana, Illinois
Lives in New York

| "March 31, 1966%

L 1,000, 000, 000, 000, 000, 000, 000, 000. 00000000 miles to edge of known universe
100, 000, 000, 000, 000, 000, 000. 00000000 miles to edge of galaxy (Milky Way)
3,573,000, 000. 00000000 miles to edge of solar system (Pluto)
205. 00000000 miles to Washington, D.C.
2.85000000 miles to Times Square, New York City

. 38600000 miles to Union Square subway stop
. 11820000 miles to corner 14th St. and First Ave,
. 00367000 miles to front door, Apart. 1D, 153 lst Ave.
. 00021600 miles to typewriter paper page
. 00000700 miles to lens of glasses
. 00000098 miles to cornea from retinal wall




Hans HAACKE i
Born 1936, Cologne, Germany =‘
Lives in New York |

Proposal }
POLL OF MOMA VISITORS :
|
Two transparent ballot boxes are positioned in the exhibition,
one for each answer to an either-or question referring to a k
current socio-political issue. The question is posted with the |
ballot boxes. The ballots cast in each box are counted photo- |
electrically and the state of the poll at any given time during |
the exhibition is available in absolute figures. |

of an entrance ticket. Holders of membership cards and courtesy
passes receive a ballot from the guards at the entrance. Their |
passes are to be marked so as to prevent the receipt of more than |
one ballot. The guards also hand out one ballot to each visitor on |
days when the museum entry is free. All ballots are numbered con- “
secutively. J

|

|

|
|
|
Visitors of the museum are given one ballot each with the purchase l
|
|

The number of ballots handed out, the number of tickets sold, the b
number of free pass entries and the number of free day visitors |
are entered into a chart with the ballot boxes every day. The museum
instructs its personnel to make sure that no interference with the y
polling process occurs and that no more than one ballot will be cast
by each visitor. The personnel and the visitors are requested to '
report any irregularities to Hans Haacke, c/o Howard Wise Gallery,
50 W 57 St.,New York, N.Y, immediately.

Sample of chart: ;

Date:

Tickets sold:

Entries with artist,
membership, courtesy
pass, opening guests:

Entries on free day:

Total entries:

Ballots handed out:

Ballots in box 1:

Ballots in box 2:

Certifying accuracy of figures for MOMA:

LA B B B BN B OB B BN BN BN BN B BN L BB B B BB R B B IR B B BN B B A B B ST




|
f

Ira Joel HABER

Born 1947, New York
Lives in New York
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STATEMENT FOR INFORMATION WALL WORK

I will exhibit pages from a booklet called "Presidents or the United States."

This booklet is published by The American Corporation, publishers of the Encyclopedia
Americana, as a public service. The cost of the booklet is ten cents. I sent for
it, and received it by mail. This booklet is one example of information the public
can obtain inexpensively. There are thirty-six pages to this wall work; each page
measures seven and three quarter inches by four and one half inches. These pages
should be attached to a wall in the museum in the following way: Four rows of nine
pages each. The pages should be attached to the wall by small pieces of masking

tape at the top of each page. There should be one guarter inch of space between

each page, and each row. The pages should be mounted from left to right in the

correct chronological order of the presidents, beginning with George Washington, and
ending with Richard M. Nixon.

I am interested in booklets, pamphlets, and other forms of inexpensive publications

as an information device. The reason I chose to convey information about the presi-
dents of the United States is because of my own personal interest in American History,
and my interest in acknowledged sequences of facts. The present arrangement is
arbitrary, and personal. Other arrangements could be:

one row of thirty-six pages,

two rows of eighteen pages,

three rows of twelve pages,

six rows of six pages,

nine rows of four pages.

If this work is to be repeated after Richard Nixon leaves office, then the only possible
arrangement would be one row of thirty-seven pages.

March 28, 1970




Randy HARDY
Born 194k, Bryn Mawr, Pennsylvania
Lives in New York

wood. |
The tool must have those gqualities which
permit it to "bounce'" over water. The tool is active -- like a chisel.

The pond must have a surface diameter of The tool's path merges with the pond's
at least 150 feet. surface.

The tool cuts the pond.

The tool sinks to the bottom of the pond.
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|
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|
|
The tool must fit in hand. The pond is still -- like a piece of uncut %
|
|




Michael HEIZER
Born 1944, Berkeley, California
Lives in New York
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Hans HOLLEIN
Born 1934, Vienna, Austria
Lives in Vienna
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SITES. 1964

Various locations have been selected, photographed, and declared as sites for non-
buildings, subterranean buildings, or slight modifications of the surface.
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i
Douglas HUEBLER |
Born 1942, Ann Arbor, Michigan I
Lives in Bradford, Massachusetts

LOCATION PIECE #28. New England, December 1969

On December 11, 1969, a photograph was made of the driver of an automobile or truck
who looked at the occupants of the car that was, at that moment passing his, or her,
vehicle. The camera was located in the "passing car." The "moments" represent the
following rates of speed: 5; 10; 15; 20; 25; 30; 35; L40; Lss 503 553 603 653 TOs

75 miles per hour. il

Fifteen photographs, none "keyed" to a specific rate of speed, join with this state-
ment to constitute the form of this pilece. ;







Peter HUTCHINSON
Born 1930, London
Lives in New York

MOLD PIECE

Blowup of red bread mold from Peter Hutchinson's Paricutin Project (a 250-foot-long
strip of bread and mold at crater's edge produced by volcanic steam - January 1970).
This photo is a third-generation mold brought back from Par{cutin by the artist,
regrown and photographed in New York.
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Richards JARDEN
Born 1947, Philadelphia, Pennsylvania
Lives in Halifax, Nova Scotia, Canada

"ANGLE, FACIAL. The angle formed on the face by two straight lines drawn from the
base of the nose, the one to the base of the ear, the other to the most projecting
point on the forehead. In antique statues the facial angle is generally 90°, As
a general principle it may be said that intelligence is proportional to the facial
angle. It is at any rate an incontestable fact that the lower one descends in the
human race, the more the facial angle diminishes."

Jules Adeline, The Adeline Art Dictionary, New York, Frederick Ungar, 1966,
Pe 15




Stephen KALTENBACH
Born 1940, Battlecreek, Michigan

LEXPOSE
YOUR




On KAWARA
13,703 days

"ONE MILLION YEARS"

All the Information of Mankind on the Earth
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Joseph KOSUTH
Born USA
Lives in New York

ONE AND THREE CHAIRS. 1965

At its most striet and radical extreme the art I call conceptual is such because it is
based on an inquiry into the nature of art. Thus, it is not just the activity of con-
structing art propositions, but a working out, a thinking out, of all the implications

of all aspects of the concept "art." Because of the implied duality of perception and
conception in earlier art a middle-man (critic) appeared useful. This art both annexes
the functions of the ecritic, and makes a middleman unnecessary. The other system:
artist-critic-audience existed because the visual elements of the "how" construction

gave art an aspect of entertainment, thus it had an audience. The audience of conceptual
art is composed primarily of artists - which is to say that an audience separate from

the participants doesn't exist. In a sense then art becomes as "serious" as science or
philosophy, which don't have "audiences" either. It is interesting or it isn't, just as
one is informed or isn't. Previously, the artist's "special" status merely relegated him
into being a high priest (or witch doctor) of show business.

This conceptual art, then, is an inquiry by artists that understand that artistic activity
is not solely limited to the framing of art propositions, but further, the investigation
of the function, meaning, and use of any and all (art) propositions, and their considera-
tion within the concept of the general term "art." And as well, that an artist's depen-
dence on the critic or writer on art to cultivate the conceptual implications of his art
propositions, and argue their explication, is either intellectual irresponsibility or the
naivest kind of mysticism.

Fundamental to this idea of art is the understanding of the linguistic nature of all art
propositions, be they past or present, and regardless of the elements used in their con-
struction.

This concept of American "conceptual" art is, I admit, here defined by my own characteri-
zation, and understandably, is one that is related to my own work of the past few years.

My activity as an artist should be considered as one which is separate from the "construc-
tion" of significant individual "works." My activities, since 1965, have consisted of a
series of investigations which are comprised of propositions on/about/of "art." "Master-
pieces" imply "heroces" and I believe in neither.

Every unit of an (art) proposition is only that whieh is functioning with a larger frame-
work (the proposition) and every proposition is only a unit which is functioning within a
larger framework (the investigation) and every investigation is only a unit which is
functioning within a larger framework (my art) and my art is only a unit which is function-
ing within a larger framework (the concept "art") and the concept art is a concept which
has a particular meaning at a particular time but which exists only as an idea used by
living artists and which ultimately exists only as information.

To attempt an "iconic" grasp of only a part or unit of the above paragraph (which means to
consider one action a potential "masterpiece") is to separate the art's "language" from
its "meaning" or "use." The art is the "whole" not "part." And the "whole" only exists
conceptually.

69




Christine KOZIOV
Born 1945, New York
Lives in New York

western union

I iR B Telegram

Lol oot PIC KM NEW YORK NY 154 502P EST
KYNASTON MG SHINE
THE MUSEUM OF MODERN ART 21 UFST 55 ST NYK

PARTICULARS RELATED TO THE INFORMATION NOT CONTAINED HEREIN
CONSTITUTE THE FORM OF THIS AGTION

£ KOZLNVe

‘ SF-1201 (R5-89)

(1) TELEGRAM CONTAINING NO INFORMATION, (2) PRESENTATION/NON“PRESENTAT 1 ON=
RFEPRODUCTION FROM ART NEWS AT THE N. Y, CULTURAL CENTER, (3) INFOR=-
MATION: NO THEORY= LOOP TAPE ONLY ON RECORD, NEW INFORMATION ERASES
OLD INFORMATION, PROOF OF THE EXISTENGCE OF THE INFORMATION DOES IM
FACT NOT EXIST IN ACTUALITY, BUT 1S BASED ON PROBIRILITY, (4) A
SEPIES OF CARLES SENT NDURING THE EXHIBITION SUPPLY ING INFORMATION

ABOUT THE AMOUNT OF CONCEPTS PEJECTED DURING THAT TIME., (5) Ficura-
TIVE WORK WHICH 1S A LISTING OF EVERYTHING EATEN FOP A PERIODS OF SiX
MONTHS, (6) 271 BLANK SHEETS OF PAPER CORPESPONDING TO 271 DAYS OF
CONCEPTS REJECTED, (7) RECORDED SOUND OF BELL TELEPHONE OPERATOR

] STATING TIME (DURATION 24 HOums), (B) INFORMATION DRIFT: COMBINED

g RECOPNINGS OF NEWS BULLETINS OF THE SHOOTINGS OF ANDY WARHOL AND

RORERT KENNEDY. (9) FiLM NO. 2 WHITE LEDER=16 MM=100 FEET. (10) Fim
NOo | ALL BLACK (EXPOSED) BMM=100 FEET. (11) PRACTICE PROJECT, LEARN=-
ING HOW TO TYPE AND ENDING WITH NON=PROSE NON-POEM LANGUAGE, SYSTEM/
STRUCTURE: CONTEXT OF LEARNING HOW TO TYPE, ACCOMPLISHMENT: |. LEARNED
HOW TO TYPE, 2, CONCEPTUAL NON=CONCEPTUAL 'ARrT', (12) rOMPOSITIONS FOR
AUD1O STRUCTURE= A CODINR SYSTEM FOR SOUND,
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Barry LE VA
Born 1941, Long Beach, California
Lives in Minneapolis, Minnesota

NOTES FOR POSSIBLE PIECES

THE EQUAL ALL-SIDED PRESSURE
IN THE CRUST OF THE EARTH DUE
TO THE WEIGHT OF THE OVERLYING
ROCKS,

A BED WHICH, BECAUSE IT LACKS
STRENGTH OR COHESIVENESS, IS
UNABLE TO LIFT IPS OWN OR THE
WEIGHT ABOVE IT WITHOUT
BREAKING,

RESIDUAL ACCUMULATIONS OF
COARSER PARTICLES FROM WHICH
THE FINER MATERTAL HAS BLOWN
AWAY,

A ROLLING MASS OF PARTLY
CONDENSED WATER VAPOR, DUST,
AND ASH, HIGHLY CHARGED WITH
ELECTRICITY.

SAND BLOWN OFF A MESA TOP INTO
A VALLEY OR CANYON MAY FORM A
SOLID WALL, SLOPING AT THE
ANGLE OF REST OF DRY SAND OR A
FAN EXTENDING DOWNWARD FROM A
RE-ENTRAN? IN THE MESA WALL.




Sol LE WITT
Born 1928, Hartford, Connecticut b
Lives in New York
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PROPOSAL FOR WALL DRAWING, INFORMATICN SHOW

Within four adjacent s:uares,
each 4' by 4°,

four draftsmen will be employed i
at $4.00/hour

for four hours a day

and for four days to draw straight lines

4 inches long

using four different colored pencils;
9H blseck, red, yellow and blue. f
Each draftsmen will use the szme color throighout

the four day period,

r
working on a different square each day. l
|
!
|
ﬂ

3 ‘ |




Lucy R. LIPPARD
Lives in New York
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ABSENCE: 1) withdrawal, nonexistence, nonresidence, nonpresence, nonattendance, 2l

disappearance, dispersion. 2) emptiness, void, vacuum, vacuity, vacancy, depletion,
exhaustion, exemption, blank, clean slate, tabula rasa. 3) absentee, truant. L) nobody, B.
no body, nobody present, nobody on earth, not a soul, nary a soul, nobody under the sun, ar
nary one, no one, no man, never a one. ti
Be absent, absent oneself, go away, stay away, keep away, keep out of the way, slip away, au

slip off, slip out, hold aloof, vacate. Collog. hooky, cut, not show up, not show, French
Leave, Spanish Pox, make oneself scarce. Slang, go A.W.0.L., jump, skip.

1) absent, away, missing, missing in action, lost, wanting, omitted, nowhere to be found,

out of sight, gone, lacking, away from home. Absent Without Official Leave, abroad,

overseas, overloocked, overseen, on vacation. Collog. minus. 2) empty, vacant, wvoid, ACC
vacuous, untenanted, unoccupied, uninhabited, uninhibited, tenantless, deserted, abandoned,
devoid, forsaken, bare, hollow, blank, clear, dry, free from, drained. Collog. Godfor-
saken.

Nowhere, elsewhere, neither here nor there, somewhere else, not here. Dial. nowheres.
Without, wanting, lacking, less minus, sans.

SEE ALSO PRESENCE

AN
*

GCames are situations contrived to permit simultaneous participation of AR
many people in some significant pattern of their own corporate lives.
1311819811212 1331221811k

PART T
ARP
A. PFor each artist in the exhibition whose name begins with a vowel, proceed as follows!
go to the Museum of Modern Art Library and look under the artist's name in the general
card catalogue. From the first book or article entered under his last name (whether or ART
not it is his own name), transcribe the 24th sentence (2+9+6+1+6+0=24). If there is
nothing under that name, take the first name occurring in the catalogue that begins the
same way and has the most beginning letters in common with the artist's name (e.g. for

AR

*The following instructions were sent to Kynaston MeShine in lieu of an Index to the
INFORMATION catalogue, for which the necessary information did not arrive in time. When
I realized it would not, I decided to substitute some absentee information arrived at by
chance. I opened a paperback edition of Roget's Thesaurus to ABSENCE, hoping to get some
ideas. The book had been given to me, second-hand, by a friend in December 1969; I had
not opened it until this point (Wednesday, April 15, 1970, 3:30 PM, in Carboneras, Spain).
When I did so, I found not only the entry above (now cut and revised) but two red tickets,
unused, inscribed as follows: Museum of Modern Art, FILM RESERVATION Wednesday Afternoon
3:00 PM Showing NOT FOR SALE Keller Printing Co. New York; the numbers on them were
206160 and 296159. These tickets determined the initial framework for the following
situation/text. Quotations from and debts or references to the works of the following
persons are included in it: Art Workers Coalition, Gaston Bachelard, Robert Barry,
Frederick Barthelme, D.E. Berlyne, Mel Bochner, John Cage, Marcel Duchamp, Dan Graham,
Latvan Greene, Douglas Huebler, William James, On Kawara, Joseph Kosuth, R.D, Laing, Sol
LeWitt, Marshall McLuhan, Ad Reinhardt, Saint-Beuve. L.R.L.
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Barthelme:

Barthelm, Barthel, Barthe, Barth, Bart, Bar, Ba, B, in that order).

For each artist in the exhibition whose name begins with a consonant, follow the same
procedure taking the 32nd sentence (0+0+6+1+5+9=32) of the first book or article occur-

ring in the most recent full volume of the Art Index.

If in any case there is no text,

or no 24th or 32nd sentence, reproduce in its place the 8th picture or the picture on
page 8 or the picture 1/8 of the way through the reference (8=common denominator of

ol /32).

3 B.

Make an alphabetical 1list of these artists, each name followed by the quotation

arrived at above, with full bibliographical source in parentheses after it (i.e. author,
title of book, publisher, place published, date, page no.; or, in the case of an article:

L]
ch
E]
ACCONCI, VITO, see: ACCARDI, CARLA.
ed-_ “Die erste Finzelausstellung in Deutschland findet im September 1966 in der Galerie
M.E. Thelen in Essen statt.”
(Galerie M.E. Thelen, Essen. Corla Accordi. [Essen, The Gallery,
1966,] p.[31.)
ANDRE, CARL.
"An astronaut whe slips out of his copsule in space has lost his environment, any
living organism has an environment. "
{The Hogue, Gemeentemusem. Corl Andre. [The Hague, The Museum,
1949,1 p. 5.)
ARMAJAMI, SIAH. see: ARMAN.
“Thus, for example, round objects will by their nature moke curved marks when dipped
in colour and rolled ocross o surface.”
(Jones, Peter. "Arman and the Magic Power of Objects.” Art International,
v. Vil, no. 3, March 25, 1963, p. 4l.)
ARMATT, KEITH. see: ARMATT, RAY.
"It is rather like the poet ond the sunset."
{Arnatt, Ray. "A View of Opposites.” Ark, no. 28, December 1960, p. 3l.)
ART & PROJECT. see: ARTARIA, PAUL.
“Ein richtig gebautes Holzhaus ist im Sommer kihl, im Winter wird es rasch warm und
hilt guch die Wame."
{Artaria, Poul. Schweizer Holzhduser u_m:hz_ﬂJuhren”l??U-IQID. Basel,
B. Wepf, 1942, p. 1.}
ARTSCHWAGER, RICHARD. see: ARUF, OVE.
“In another way his ochievement is built on o broad basis: he is not just an engineer,
or an architect, or a contractor and constructor, but all three rolled into one. ™
(Arup, Ove. Foreword to Faber, Colin, Candela/The Shell Builder.
Mew York, Reinhold, [c1968,] p. 7.) ¥
ASKEVOLD, DAVID, see: ASKELAND, JAN.
1
"| Paris suget han ti| seg av de maleriske nyvinninger de fronske molemne hodde
3 frembragh, i Tyskland synes det derimat fdrst og fremst & vaere de filosofisklitteraere
e ideene som fanget hans interesse."

(Askeland, Jon. Profiler |. MNorsk Grofikk... Osla, Dreyers Forlog,
[1958.] p. 8.)

ATKINSON, TERRY. see: ATKINSON, TRACY.

“A variety of this whstance loter became the neelluloid" now little used but well-known
to our grandfathers in forms as diverse as billiord-balls and shirt collers.”

(Atkinsan, Traey. Introduction to Milwaukee, Art Center. A Plostic
Presence. Milwoukee, [The Center,] 969, p. 5.)

author, title, magazine, vol. no., date, page no. ).

BAIMBRIDGE, DAVID, see: BAINES, GEORGE GREMFELL.

“As primary ond secondary schoal costs are partly met out of local outhority rotes, o
second interest in maintaining ceiling levels is created, though it does seem that final
costs which are known to the local authority ore not as well known in the Ministry
unless a flagrant breach occurs.”

(Baines, George Grenfell, "Cost cellings - curse or blessing?"
Journal of the Royal Institute o_F British Architects, vol. 74, no. 4,
Aprl 1969, p. 160.]

BALDESSARI, JOHN.
See illustration.

(Baldessari, John. "Solving Each Problem™. Art Mews, vol. 67, no. 8, >
December 1968.) -V

BALDWIM, MICHAEL, see: BALDWIN, ARTHUR MERVYHN.
“Neben Diversion und Grundlastigkeit, als Prinzipien der New Sculpture, tritt domit
die Gesetzmiissigkeit der ‘Syntox': der Bezug zwischen den formalen Setzungen ist

wichtiger als Thre monolithische Einzelprsenz."

{Kudielka, Robert, "Mew English sculpture - Abschied vom Objekt. "
Kunstwerk, v. 22, no, -2, Oct.-Nov. 1968, p. 19.)

BARRIO . see: BARRIOS, GREGG.
"A menocing young bitch uses o sharp knife to cut o defenseless victim's jeons.”

(Barrios, Gregg. "Naming names: the films of Corl Linder. "
Film Quarterly, v. 22, no. |, Fall |948, p. 42.)

BARRY, ROBERT.

"Alsa in the show will be o room filled with ultrasonic sound.™

(Rose, Arthur. "Four interviews with Barry, Huebler, Kosuth and Weiner."
Arts, v. 43, no. 4, February 1969, p. 22.)

BARTHELME , FREDERICK. see: BARTH, BRADI.
See illustration.
(Arts, v. 43, mo. 2, November 1968, p. 8.)
BECHER, BERMNHARD and HILLA, see: BECHTEL, EDWIN DE TURCK.
" They illustrate. "

(Bechtel, Edwin De Turck. "Illustrated books of the sixfies: o reminder
of & great period in illustration.” Print, v. 23, no. 3, May 1969, p. 2I.)

BEUYS, JOSEPH.

"Richard Serra se souvient de Pollock, et méme de Motherwell; mais ols son originalité
&clate, non sam quelque afféterie, c'est lorsque, alognant sur un mur neuf harnais de
cooutchoue découpss en lanidres oux belles inflexions décoratives, il souligne le
mouvement de |'un d'entre eux d'une nonchalonte arobesque de néon. "

(Pierre, José. “Les grandes vacances de |'art moderme. " L'QOeil, no. 173,
May 1969, p. 13.)

BOCHMNER, MEL. see: BOERS, DIETER.

"Die kiinstlerische Arbeit srweist sich am ubsrzeugendsten dort, wo enigegen aller
Irritierung trotzdem eine outonome dsthetische Gestalt gefunden wird. "

(Boers, Dieter. "Deutsche Kunst: sine neve Generation 11". Kunstwerk,
v. 22, ro. 9-10, June=July 1969, p. 4.)

5
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BOLLINGER, BILL.

"Mow the dross is almost all gone, for the natural history and the techni-poetry was
returned to Europe on his recent trip there."

(Blrunelle], AL, "Bill Bollinger." Art News, v. &7, no. 9, January
1969, p. 17.) B

BROEGGER, STIG. see: BROEK, JOHANMES H. VAN DEN, AND BAKEMA, J.B.
“L'ensemble repose sur quatre piliers implantés dans une plece d'eou.”

{ == . “Pavillon Né&erlandois: Von Den Broek et Bokema C. Wesber,
ingénieur. L'Ar:hilecfule_d'&u'uurdhui,no. 143, April-May 969, p. 15.)

BROUWM, STANLEY. see: BROWN, BILL.
"You might just be right about the corn pone but, then, you're probably not."

(Williams, Jonathan. "Of Brown and Penland.” Craft Horizens, v. 29,
no. 3, May=June |96, p. 47.)

BUREN, DAMIEL.
"“The beholder will have had no more than the illusion of communication.

(Cleura, M. "Paris commentary.” Studie, v. 177, no. 907,
January 1969, p. 47.)

BURGIN, VICTOR.

"Cage is hopeful in claiming,'We are getting rid of ownership, substituting use'3
attitudes towards materials in.art are still informed largely by the laws of conspicuous
ption, and estheti lity hardwear t to pile while utilitarian
objects, whose beauty might once have been taken os conclusive proof of the existence
of Ged, spill in inconceivable profusion from the cybernated cornucopias of industry. "

(Burgin, Victor. "Situational aesthetics.” Studio, no. |78, October 1969,
p- 119.)

BURGY, DONALD.,

"Thus the art system has mointained its vitality by constantly reaching outside of
itself for data.”

(Burnhom, Jack. "Real time systems." Artforum, v. B, no. |
September 1969, p. 50.)

BURN, IAM and RAMSDEN, MEL. see: BURNETT, CALVIN,

"Adele Serronde, who channeled city 'Summerthing Project' funds into scaffolding, paint
and fees of $500 per mural, stresses the impact of these two artists as role=models: 'The
main thing is to get the younger boys nterested’, she says, 'to have them see somebody
as on artist who lsn't feminine, who's virile and, well, strident.'"

(Kay, Jone Holtz. "Artists as social reformers, " Art in Americo, v. 57,
no. |, Janvary 1969, p. 45,)

BYARS, JAMES LEE.

"This theary diminishes the value of further verbal communication between people which
presumably only distorts the reality of the original meeting. "

(Barnitz, Jocqueline. "Six one word plays." Arfs, v. 43, no. |, Sept./Oct.
1968, p. 19.)

CARBALLA, JORGE. see: CABIANMCA, VINCENZO,

"Mon & quindi possibile, di fatto associare in una stessa riunione le centinaia di
invenzioni feconde del mondo dell'architettura cariche spesso di indicazioni di stupendi
e validi traguardi con le pochissime opere che tale validitd riescona a montenere sino
al livells attuativo dopo essersi misurate e scontrate con le difficolts del sistema.”

(Cablanca, Vincenzo. “| premi nazionali e regionali IN/ARCH 1966."
Architettura, v. 13, no. 157, November 1948, p. 499.)

COOK, CHRISTOPHER. see: COOK, BRIAM F.

"Its right arm is missing from just above the elbaw, and in the left hand is on object of
irregular shape that appears to be a liver. "

(Cook, Brion F. “Two Etruscon bronze statuettes.” Metropoliton Museum
Journal, v. |, 1968, p. 170.)

CUTFORTH, ROGER. see: CUTLER, ANTHONY.
"The martyr's face has eors set almost at right angles to his head, like the saint in the
north soffit of the Garda orch, and the contours of his face are defined by similar
controsts between highlight and shadow, "

(Cutler, Anthony. "Gardo, Kéllunge, and the Byzantine tradition on
Gotland . * The Art Bulletin, v. 51, no. 3, September 1969, p, 258.)

DARBOVEM, HANME. see: DARBOURNE and DARKE,

See illustration.

(=====s===. "Housing, Pimlico London." Architectural Review,
v. |45, no. B&&, April 1969, p. 284.)

DE MARIA, WALTER.
"They saw nature os o protective refuge ogainst the dehumonizing industrial age,"

(Shirey, Daovid L. "Impossible art - what it is: earthworks.”
Art in Americo, v. 57, no. 3, May-June 949, p. 34.)

DIBBETS, JAN.

"Vieles von dieser Gesellschafts- Anti-Form, auf der einen Seite der Heng zur Kontemplation
und anderseits die von der Verherrlichung des physischen und schipferischen Ichs getragene
Aktion, ist in diese neve Kunst eingeflossen. "

(Ammann, JeanChristophe. "Schweizer Brief." At International, v. 13
no. 5, May 20, 1969, p. 48.)

FERGUSON, GERALD.

"In @ world of ropid change and new invention, radical departures hove come to be expeched

(Ferguson, Gerald, " Jim Leedy. Anna Leonowens Gallery. Mova Scotia

College of Art, February, 1969." Artscanada, v. XXVI, no. 2, April 1949,
p. 45,) =

FERRER, RAFAEL.
"The organizers of the show, Marcia Tucker and James Monte,

that this splendid desecration was the first thin,
area. "

hod arranged things such
g one saw upan entering the exhibition

(Schjeldahl, Peter. "Mew York letter,” Art International, v. 13, no. 7, Sep,
196%, p. 70.) =

FLAMAGAM, BARRY.

"Kondinsky worked in total isolation at Meuilly, fired by the hope thot he might live
on into a brighter future.”

(Glueck, Grace. “Open seaton, MNew York gallery notes.” Art in America,
v.57, no. 5, Sept./Oct. 1969, p. 117.) =

GROUP FROMTERA. ses: FROST ASSOCIATES.

"An inventive scheme breaks out of the traditianal city-block, link-fenced playground
mold, and steps clustered units oeross the hilly, irregular terrain.”

= "P.5. 36 is scoled for very small pupils--and a higl':fy urban setting."
Architectural Record, v. 144, no. 5, Nov, 1968, p. 152.)

FULTOM, HAMISH. see: FULLER, RICHARD BUCKMINSTER,

“L'intellect aussi dépend de ce principe des cantraires: il aspire & la mé&tophysique, mais
roméne le désordre & 'ordre; il développe des idées de complexité croissante, mais simplifie
les moyens d'expression. "

(Ryser, Judith, "RIBA '48: londres. Remise de la médaille d'or royale
d'architecture & Richard Buckminster Fuller.” Werk, v. 55, no. 9,
September 1968, p. 624.) -

GILBERT and GEORGE. see: GILBERT, GERRY.
"Unidentified flying abjects are unidentified falling objects.”

{ Gilbert, Gerry, "1000 words on Lee-Novo, " Artscanoda,
v. XXV, no. 2, April 1969, p. I5,) ]

GIORNO POETRY SYSTEMS.
“Reason: too much taped obscenity."

("Telephone's hot breath: poet Giorne's Dial-o-poem . " The Architectural
Forum, v. 131, no. |, July/August 1969, p. 43+ ,)

GRAHAM, DAN, see: GRAHAM, ROBERT.
"Most of them are sprawled, sound asleep, on diminutive beds. "

(Grohom, Robert. "In the galleries.” Arts Magozine, v. 43, no. 7,
May 1969, p. 64.)

HAACKE, HANS.

"Our age - it is one of science, mechonism, of power ond death, "

(Glueck, Groce. is the manth before Christmas . ... New York
gallery notes.” Art in America, v. 57, no. 6, Mov. /Dec. 1969, p. 154.)

HABER, IRA JOEL. see: HAAS, FELIX.

"Younger architects like Rosselli, 4 (house ot Loke Maggiore, 1958), Ungers, 5 (Students'
Hostel at Lindenthal, near Cologne, 1958), and Chasmann, & (model of house at Tzoala,
near Tel-Aviv, 1945), build to strike hord, to shock = in short to do what the dadaist
did. "
(Hoos, Felix. "Doda and architectura.” The Architectural Review, v. 145,
no. 84S, April 1969, p. 288.) P
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HARDY, RANDY. see: HARDY, HUGH.

“It requires that the performer move to be understood, ond it emphasizes the octions of
his body."

(Hardy, Hugh. “An architecture of awareness for the performing arts. "
Architectural Record, v. 145, no. 3, March 1969, p. 11B.)

HEIZER, MICHAEL.
"The Déwns are hills covered with o notural lown."

{Hutchinson, Peter. “Earth in upheaval. Earth works and londscopes. "
Arts Magazine, v. 43, no. 2, November 1968, p. 19.)

HOLLEIN, HAMS.
See illustration.
(L' Architecture d' Aujourd'hui, no. 140, October 968, p. xxiii.)

HUEBLER, DOUGLAS.

"Barry."
(Rose, Arthur R. "Four interviews with Borry, Huebler, Kosuth, Weiner,"
Arts Magazine, v. 43, no. 4, February 1969, p. 22.)

HUOT, ROBERT.

"Stella, Moland, & Olitski' sounds like the nome of a slightly seedy law firm but is,
of course, the still-reigning triumvirate of what Clement Greenberg dubbed Post-
Painterly Abstraction.

(Schjedahl, Peter. "Mew York letter,” ﬂhlemﬂﬁoﬂuhv. 13, no. 6,
Summer [969, p. 64,) = ——

HUTCHINSOM, PETER.
"The Downs are hills covered with o natural lown."

(Hutchinson, Peter. "Eorth in upheaval. Earth works ond landscopes.”
Arts Mogazine, v, 43, no. 2, November 1968, p. 19.)

JARDEM, RICHARDS. see: JARAY, TESS.

"The observer can detect the subliminally enclosed nature of the work only by productively
ossociating in the artistic process.”

(Kudielka, Robert, "Tess Joray: Mew paintings.” Art International,
v, 13, no. 6, Summer 967, p. 41.)

KALTEMBACH, STEPHEN.

"In another work, he seems to prop a lead picture rectangle ogainst the wall by means
of o pipe wedged diagonally from the floor."

(Kozloff, Max. " 9 in o worehouse. An 'attock on the status of the object.'”
Artforum, v. 7, no. &, February 1969, p. 41.)

KAWARA OM. see: KAWASHIMA.

"These are subtle ond intense paintings that somehow ochieve serenity and energy at
the some time."

("Reviews and previews," Art News, v. 88, no. é, October 1969, p. 13.)
KOSUTH, JOSEPH.
“Barry.*

(Rose, Arthur R. "Four interviews with Barry, Huebler, Kosuth, Weiner."
Arts Magazine, v. 43, no. 4, February 1969, p. 22.)

KOZLOV, CHRISTINE. see: KOZLOFF, MAX,
“As for those spectators who have preferred the beauty of that splendid car, the Bugatti
Royale, to any of the mere works of art in the show, this is as literalistic o mistake
as preferring a beautiful woman to the incomparably different beauty of the object
which is her portrait.”
(Kozloff, Max. “...art negotiates with the machine os the central and
mast unavoidable presence of its time." Artforum, v. 7, no. &, February
1969, p. 23.)
LATHAM, JOHNM.

See illustration.

(Harrison, Charles. "Against precedents.” Studio International, v. 178,
no. 914, September 1969, p. 90.)

LE VA, BARRY.

"By spring, there were only o few stakes with bags of hardened grey powder and a few
thin crusts of cement to remind us of the distribution. "

(Rosing, Larry. "Barry Le Vo and the non-descript distribution." Art News,
v. 68, September 1969, p. 52.)

LEWITT, SOL.

“Mevertheless, his paintings and drawings can easily be broken down to their ort-historical
= Art B 5 fm, ond Inf i

(Sommer, Ed. "Prospect 68 and K kt 684 Art faal i 13,
no. 2, February 20, 1969, p. 32.)

LONG, RICHARD. see: LONGHI, PIETRO.

“Later, with the exception of L'Elefante (Salom Collection), an animal which hod been seen
in Venice in I774, the Contadini Che Giocano A Carte of 1775 {Poulucci Collection), the

of o Confessi hibited at the Fiera della Sensa by Longhi in 1779, the only
ralataions ot o R

(Coilleux, Jean. "The literature of art. The ort of Pietro Longhi.”
Burlington Magazine, v. Ill, no. 798, September 1969, p. 567-568.)

MeLEAN, BRUCE.
"The sculpture department at 5t. Mortin's has never accepted o status quo; deep commitment

to the possibilities of sculpture ond to the need for development Fas ensured a constant
questioning of ideas which are in danger of hardening into attitudes.”

(Harrison, C. “Some recent sculpture in Britain." Studio, nol77,
Jonuary 1969, p. 27.)

MEIRELLES, CILDO. see: MEISEL, ALAN R.
“Syrely there is no other ploce in the U.5. with as many shops selling local crofts as
Sonta Fe, and time was available for browsing and purchesing Indian rugs, jewelry,

pottery, basketry, and kachina dolls."

(Meisel, Alan R. "U.5.A.: focus on Alb
no .29, September 1969, p. 47.)

" Craft Horizons,

MINUJIN, MARTA,

“And when the object is precious, ownership becomes a resporsibility that is more important

than the experience of the object.”

(Margolies, J.5. "TV - the new medium." Art in America, no. 57,
September 196%, p.50.)

MORRIS, ROBERT.
"One of Edward Kienholz's Tableaus entitled 'After the Ball' contains the following
first-novel prose: 'In the kitchen, sitting ot o toble, under on unshaded light bulb is

the father, tired, rigid, menacing.""

{Plagens, P, "557,087 ot the Seattle Art Museum." Artforum, no. 8,
November 1969, p. 66.)

MNAUMAN, BRUCE.
"X's legacy to posterity will consist largely of some legends, o mass of photogrophic
documentation, a few items little more than souvenirs, ond o handful of troumotized

first-closs critical minds,"

(Schjeldah!, P. "Anti-illusion: procedures/material ." ﬁlnternetiorml,
no. 13, September 1969, p. 70.)

NEW YORK GRAPHIC STUDIO WORKSHOP. see: GRAPHICS, STUDIOGRAPHIC.
“In principle, no doubt, purpose and beauty walk hand in hand.*
{Banks, C. and J. Miles. Studio, no. 175, April 1948, p. 215.)
NEWSPAPER. see: NEWMAN, ROBERT.

"In fact, these prints were neckties, works of art staking out a strong pesition in still
rather alien territory."

(Newman, Robert. “"Exhibition ot Gain Ground Gallery."
Art Mews, no. 67, September 1969, p. 18.)

GROUP OHO. see: OHQUIST, JOHANMES.

Er malt die "Alte Frou mit dem Korbe' (Bild 5. 50), den Fischer 'Auf dem Meere'
(Bild 5. 52), die grosse Kind “Im Lu b ten' (Bild 5. 51) und die
‘Bauerinnen vor der Kirchhofsmouer in Ruokoloks' (Bild S. 54) mit einer Leucht-
kraft der Farbe und einer Scharfe der Charokteristik, die damals verbluffend wirkten.”

{Ohquist, Johannes. MNeuere Bildende Kunst iLFinnlnnd. Helsingfars,
Akodemische Buchtandlung, 1930, p. 5

OINCICA, HELIO. see: OKA, HIDEYUKI.
“This is indeed regrettable, for it seems to me thot we are thereby losing one of

the simpler amenities of life, but | see no way of reversing the trend without @
deliberate effort to preserve what now amounts to e dying art.”

(Oka, Hideyuki. How to Wrap Five Eggs. Japanese Design in
Traditional Packaging. MNew York, Harper & Row, cl967, p. 0.

ONO, YOKO.
"Place the canvas where the west light comes in."

(Cox, Anthony. “Instructive Auto-Destruction.” Egﬂkrish,
vol. I, mo. 5, August 1966, p. 17.)

T
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OPPENHEIM, DENNIS, see: OPPENHEIM, MERET.
"Meret Oppenheim. T.V.Form med hjolm. Gipsrelief. 1954, "

(Thollander, Leif. “Meret Oppenheim.” KOMSTrew » vol. XXXV,
S Ere ey,
na, 2, March-April 1980, p. 77.)

PANAMARENKO .

"The spacecraft would continue in flight for four years or be stopped in several hours;
thus even the exploration of certain stars would become o possibility, "

x
(Exhibitfon ot Gibson Gallery. Arts , na. 43, May 1969, p. &7.)

PAOLINI, GIULIO. see: PAOLO DI GIOVANNI FEI.
"In both these paintings the Virgin is frontal, an unusually severe pose when one
recalls the numerous Trecento Slenese paintings in which the Madonna fondly and

wistfully inclines her head foward the Child, "

(Mallory, M. "Lost Madonna del Latte by Ambrogio Lorenzetti.”
At Bulletin, no. 5, March 1969, p. 42.)

PECHTER, PAUL. see: PECHSTEIN, MAX.

“'It's a Hopper, ' Hirshharn said,"

(Jocobs, 1. "Collector: Joseph H, Hirshhorm," ﬂill\mericu, no. 57

July 1969, p. 69.)

PEMOME, GIUSEPPE. see: PEMMI, LUCA.

"Dans un miliey extrémement fécond ot I'en veit plusieurs graveurs travailler de monidres

trés voisines, les chances d'erreur sont &levées. "

(Zerner, H. "Les eaux-fortes de Jean Mignon." L'Oeil, no, I71
Marech 1969, p, 9.)

v
PIPER, ADRIAN. see: PIPER, DAVID WARREN .

"Since World War 11, demand for handerafts has been given a new lease on life,”

(Piper, David Warren. "Canado: dimensions 1969." Craft Horizons,
no. 29, September 1969, p. 71.)

PISTOLETTO, MICHELANGELO.

"Any other choice would have been as good or bad; ‘not to saw at oll does not
salve anything either, and besides, Engels likes sawing.'"

(Blok, C. "Letter from Holland." Art International , no. 13, May
1962, p. 51.)

PRINI, EMILIO.

"Se, infotti, alcune de queste operazioni (come quelle di Zorio, di Anselmo, di
Merz, di Pistoletto) riesconc o sone riescite, altrettanto non si pub dire per
molte altre. "

(Dorfles, G. “Arte concettuale o arte povera?: Art International
no. 13, March (969, p. 37.)

PUENTE, ALEJANDRO.

"Sobre una mesa de enorme tamafio, colocd una serie de espejos rectongulares,
pertenecientes o celdas penitenciarias. "

(Whitelow, G. "Carta de Buenos Aires, " Art International , no. 13

May 969, p. 28.)

.
RAETZ, MARKUS.
"'Vieles von dieser Gesellschafts- Anti-Form, auf der sinen Seite der Hang zur

Kontemplation und anderseits die von der Verherrlichung des physischen und
schtipferischen Ichs getragene Aktion, ist in diese neve Kunst eingeflossen.'"

(Ammann, J.C.
p. 48.)

RAINER, YVONME. see: RAINER, ARNULF,

See illustration.

(Sotriffer, K. "Ausstellung, Museum des 20. Jchrhunderts,* Kunstwerk ,
no. 22, February 1969, p. 8.)

RINKE, KLAUS.
"Its 'art' is depersanalized calculeble, multiplyable, transformable, very close to

industriol design, a grommor of form that can be technologically opplied towards
shaping one's environment . "

(Bonin, W. van. "Boden-Baden: o new methad of exhibiting. "
Arts, no. 44, September 1969, p. 53,)

"Schweizer brief," ﬂ[n*emo!ionu', no. 13, May 1969,

RUSCHA, EDWARD.,
See illustration.
(Art Mews, Mo.68, October 1967, p. 9.)

SANEJOUAND, J.M. see: SANDLE, MICHAEL,

"In der Referenz vor Philipp King (geb.1934) aber ist man sich allgemein ginig: ob
bereits tusserlich die bekannten Lehnformen ('L-shapes' ) seinen Einfluss ousweisen,
wie bei Tony Benjamin und Derrich Woodham, oder eine prinzipielle Gemeinsamkeit
vorliegt (Evans, Hall) - die Renaissance der grundlastigen Plastik durch King ist die
wirkungstrischtigste Tat in der Geschichte dieser Bewegung gewesen."

(Kudielka, R. "Mew English sculpture, Abschied vom Objekt,"
Kunstwerk, no. 22, October 1968, p. 19.)

SLADDEM, RICHARD. see: SLADE, ROY,.
“Many solories are low, porticularly outside richer universities,®

(Slade, R. “Up the American vanishing point.” Studio, no. 176,
November 1968, p. 174.)

SMITHSON, ROBERT.

"The thousand-square-foot expanse was 'salt of the eorth' triumphing over tha new
technologies.

("Earthworks. " Art in America, no. 57, May 1969, p. 34.)
SONMIER, KEITH,
"As hod been the case with each successive wave of new sensibility, especially since
the tiiumph of Rauschenberg in 1963, the more doring German deolers have endorsed
young American artists by creating platforms for them, often long before their being

widely shown in this country. "

(Pincus-Witten, Robert, "Keith Sonnier.” Artforum, v. VIII, no. 2,
October 1969, p. 40.)

SOTTSASS, ETTORE, JR. see: SOTO, JESUS RAPHAEL.
"Its ceoseless visual whirring concentrates the mind and eye in @ curious way:"

(Peppiatt, Michoel. "Paris Letter.” Art International , v.13, no. 7,
September 1969, p. 75.) :

THYGESEM, ERIK. see: THORMTOM, RICHARDS.

"He also learns the 51 katakana and 51 hiragana characters, plus the 26 Roman

letters and the Arcbic numbers, "

(Thamnton, Richard 5. “Joponese Design Education.” Graphis ,
v. 24, no. 138/13%, 1968, p. 320.)

VAN SAUN, JOHN,
"A good glass of beer is better than o good piece of sculpture. "

(Shorp, Willoughby. "Place and Process.” Artforum, v. 8, no. 3,
November (949, p. 48.)

VAZ, GUILHERME MAGALHAES. see: VASS, GEMNE,
"but the principal motifs were geometric circles and squaores. "

(Mellow, James R. "Mew York Letter."” Art Intemational , v, 13,
no. 2, February 20, 1969, p. 46.)

VEMET, BERNAR. see: VEMETIEM, JEAN.

"Wang, o Zen colligrapher and teacher at the University of Massachusetts, uses
tongue-in-cheek titles to underscore this disparity. "

("Reviews and Previews." Art News, v. 68, no. |, March 1969, p. 71.)

WALL, JEFFREY. see: WALLACH, ALAN,

"It was this dialectic between theory and first-hand experience that drove his art
forward,

(Wallach, Alan. "Thomas Cole.” Artforum, v. 8, no. 2, Ociober
1969, p. 47.)

WEINER, LAWREMCE.

"WEINER. Materials."

(Rose, Arthur R. "Four Interviews with Barry, Huebler, Kosuth, Weiner., "

Arts Magazine, v, 43, no, 4, Februory 1969, p. 23,
WILSON, IAN. see: WILSON, WILLIAM.

"If at any paint a Kienholz is resol

d or given away for tax deduction, a Percentage
of the then current market volue of

the piece reverts to the aortistor his heirs, "

(Wilson, Williom, with Peter Selz. "Los Angeles—A View fram the

3rul|iiDS." Art in America, v. 57, no. 6, November-December 1969,
p. 146.)
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ADDENDA

BRECHT, GEORGE. see BREEZE, CLAUDE.

“Breeze's heartless examination of the conflict between the sexes is forcefully
scientific, actual, physical.”

(Simmins, Richard, "Cloude Breeze: Recent Paintings ond Drawings,"
Artscanada, v. XXVI, no. 128/129, February 1969, p.37.)

D'ALESSIO, CARLOS. see DALEY, WILLIAM.

"These are notcups o5 #ich but are obout cups: the spirit of cups, cups reincarnated,
cups purified by removal of function.”

[ ===, "Exhibitions," Craft Horizons, v. XXIX, no. 2, Mar. /Apr. 1969,
p.43.)

LIFPARD, LUCY.

"Perhaps there is some not merely personal significance in the fact that they all
deal with landscape or with implicotions of an extensive space.”

{Lippard, Lucy, "Motes in Review of Canadion Artists ‘68, "
Artscanada, v. XXVI, no. 128129, February 1969, p. 25.)
N.E, THING CO. see: NEUBURG, HANS,

" The world's First great poster museum in the Polish capital bears witness

to this fact.”

(MNeuburg, Hons, "Second International Poster Biennale in Worsaw, "
Graphis, v. 24, no. 137,1968, p. 242.)

MeSHINE, KYMNASTOMN, see MAC TAGGART, WILLIAM.
"These portraits are really the beginning of his emergence from the cave.”™

(===, "Recent Museum Acquisitions," The Burlington Magazine,
v. CXl, no. 790, January 1969, p.32.

PART ITI

A. TIf it is true that the artist possesses the means of anticipating and avoiding the
consequences of technological trauma, what then are we to think of the world and
bureaucracy of "art appreciation"? Would it not seem suddenly to be a conspiracy to
make the artist a frill, a fribble, or a Miltown?

1331221811k 17191k

...The logic of the photograph is neither verbal nor syntactical, a condition which
renders literary culture quite helpless to cope with the photograph....For most people,
their own ego image seems to have been typographically conditioned, so that the elec-
triec age with its return to inclusive experience threatens their idea of self.

9294

For art as either action or idea, memory, or the absorption of some referent to an art
work or an art idea into the observer's consciousness, is instrumental. By memory, 1
mean less the retentive, the fact-storage faculty, than the associative faculty. From the
arts we are learning to make connections, jumps, through cues and clues that come to us in

fragments.

1212022114 71855145

It is not so much for you, my friend, who never saw this place, and had you visited it,
could not now feel the impressions and colors I feel, that I have gone over it in such
detail, for which I must excuse myself. Nor should you try to see it as a result of what
I have said; let the image float inside you; pass lightly; the slightest idea of it will

suffice for you.

19191420-2521225
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A good third of our psychic life consists of these rapid premonitory perspective views of
schemes of thought not yet articulate.

23912129113 10113519

Philosophy makes us ripen quickly, and crystallizes us in a state of maturity. How,

then, without 'dephilosophizing' ourselves, may we hope to experience new images, shocks
which are always the phenomena of youthful being?

7119201514 2138512118k

Fragmentation can be a highly effective artistic or critical approach to much new art. It
is closer to direct communication than the traditionally unified or literary approach, in
which all sorts of superfluous transitional materials are introduced. Interpretation,
analysis, anecdote, judgment, tend to clog the processes of mental or physiological

reaction with irrelevant information, rather than allowing a direct response to the basic
information.

71855145, 1516. 3920

We think we want creative children, but what do we want them to create?
18.4. 1219147

No one will take No for an answer.

14 1i59148118L20

Chance brings us closer to nature in her manner of operation.

101581k 3175

It is, in fact, quite possible that before the next one hundred years are up our thought
processes will have led to our extinction, in a way that would be quite impossible for
lower animals that are incapable of thinking.

h.5. 25181225145

B. Provide errata sheets in the exhibition space where visitors can correct any inaccu-
rate information, spelling, etc. in the material on view or in the catalogue. Edit out
facetious comments and publish as a review of the exhibition in an art magazine.

*

Emile Durkheim long ago expressed the idea that the specialized task
always escaped the action of the social conscience.

1331221811k 17191k
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LTPPARD

PART IIT

A. Match the name of each artist in the exhibition who is or will be in New York or
environs with that of a Trustee of the Museum of Modern Art whose last name begins with
the same letter (use procedure similar to that in Part I/A, going to the next letter in
the alphabet if still incomplete); ask each trustee to spend at least 8 hours talking
to that artist about art, artist's rights, the relationship of the museum to society at
large, or any other subject agreed upon by the two of them. This should be executed
within 6 months of the opening of the exhibition and can be applied to foreign artists
if individual travel plans are known far enough in advance.

B. On the first afternoon after the opening of the exhibition (preferably a Wednesday )
that this is statistically possible, give the holders of film tickets numbered 296160
and 296159 lifetime free-admission passes to the Museum (valid any day of the week). If
the holder is Black, Puerto Rican, Female, or a working artist without a gallery
affiliation, give him/her in addition a free xerox copy of any piece or pieces in the
INFOBMATION exhibition utilizing Roget's Thesaurus; if there aren't any, or if the
artist refuses, give a free copy of the catalogue of the Museum's permanent collection.

C. Show no films glorifying war.

Ask the American artists in the exhibition to join those willing on the Museum staff in
compiling and signing a letter that states the necessity to go A.W.0.L. from the unconsti-
tutional war in Vietnam and Cambodia; send it to 592,319 (296160+296159) men at armed
forces based in each state of the USA. (If this is impossible, to 56 major newspapers.)

D. Purchase one work by those artists in the exhibition whose names appear first, second,
fifth, sixth, ninth, nineteenth, and sixtieth (if it goes that far) in the alphabetical
list of exhibitors; donate one each to seven (or six) independent museums all over the
world which are located in low-income areas, outside of major cities.

E. Xerox and publish as an insert to the catalogue of the INFORMATION exhibition, all

available information on any extant proposed reforms concerning artist's rights, such as
rental fees, contracts, profit-sharing, artists' control over works sold, shown, ete.
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Richard LONG

: Born 1945, Bristol, England
il | Lives in Bristol

SCULPTURE ON SODA WITH FLAMINGOS FEEDING IN THE BACKGROUND, AFRICA. August 1969
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Bruce McLEAN
Born 1944, Glasgow, Scotland
Lives in London

FIFTY PIECES FROM "KING FOR A DAY' AND 999 OTHER PIECES/WORKS/THINGS ETC.
Proposal for a retrospective at the Hayward Gallery, London

431. Walking man with head missing, piece.
432. Walking man with head and 1 arm missing, piece.
433. Walking man with head and 1 arm and % leg missing piece.

43h. Walking man with head, arm & % a leg and section of the torso. (piece).

L35. Seated torso piece.

436. Seated torso with separate head on same plinth piece.
37. Three forms abstract piece.

L38. My brother paints bridges piece.

439. Drapery work (for interior installations).

LhO. Mixed multi media piece.

441, Terracotta work, (little brown nude) 1lst version.

L42. Big still-life work.

L43. Larger than life, still-life work.

LLL. The biggest larger, still-life, than life, still-life in the world (piece).

445. The smallest still-life in London (work).

LL46. Big brown landscape piece.

L4T. Another look at Henry Moore (piece) 3rd version.

4L48. Early one morning, after 'Caro'. work.

Lh9. Tra. la la la and the Xmas pudding piece after 'King' Piece.
450, Song, dance tra. 1la, la, la cough smile. piece. 12th version.
451. Calling in on Nigel piece. (joke) with undertones, work.
452. Portrait of the artist as portrait as portrait, piece.

453. Goodbye baby blue, work/thing. piece.

Lsk, Tts all over now, baby blue, work/piece/thing.

455. Homage to baby blue, piece.

4L56. Baby blue meets the little blue nude piece.

457. Baby blue goes grey over you, work/thing/piece.

458. Jump in piece.

459. Jump out piece.

460. Jump all over piece.

461. Heh there you with the art in your eyes piece.

462. She makes art when she walks piece/work/thing.

463. Piece within a piece, piece.

L6k. Piece without a piece, piece.

465. The artists as your friendly bore, piece.

L66. Concealed art as hidden as art, piece.

L6T. 1Installation for interiors of soft furniture piece/thing/work.
468. Multi media piece for doors (interiors) piece.

469. Heavy rock soft roll and Bruce MeLean package work second stage. (piece)

L70. Homage to heavy rocks & soft rolly polly art.

i Homage homage homage piece. part 1 second phase. Piece/work.
472. Hallo young sculptors your under arrest, piece.

4T3, Waiter Waiter, there's a sculpture in my soup. Piece.

WTh, I say I say a funny sculpture happened on my way to the retro. piece.

L75. Little blue nude No. 50. 10th series. piece.

476. Happy sculpture is here again, work/piece/thing.

YT7T. A new and long hard. look at sculpture in the fifties plece
incorporating the Ken Armitage show featuring Lynn Chadwick.

L78. Sad art, a precis, piece.

L79. Art as issue as issue, work/piece.

480. Terracotta turd, piece No. 2.

LB1. Sculptor as a superman? piece.
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Cildo Campos MEIRELLES
Born 1948, Rio de Janeiro, Brazil
Lives in Rio de Janeiro

I am here, in this exhibition, to defend neither a career nor any nationality.

I would rather speak about a region which does not appear on official maps, a region
called the SOUTHERN CROSS. Its original inhabitants never divided -it. Others came,
however, who for some reason did it. Such a division remains to this day.

I believe every region to have its boundary lines, imaginary or not. The line 1 am
referring to is called Tordesilhas. Its Eastern side you know rather well through
post cards, pictures, descriptions and books.

I would like, however, to speak from the other side of this border, with my head
under the Equator line, hot and buried in the ground, the very opposite of
skyscrapers, their roots in the ground, about all constellations. The wild side.

The jungle in the head, deprived of the brilliancy of intelligence and brains. About
this people, about the heads of these people, they who searched, or were forced, to
bury their heads in the ground or in the mud. In the jungle. Therefore, their heads
within their very own heads.

A circus: ways of thinking, capabilities, specializations, styles, all ends. What
remains is what always existed: the ground. The dance to be performed begging for
rain. And the swamp. And from the swamp worms will be born, and again life.

Another thing: always believe in rumors. In the jungle there are no lies, only very
private truths.

The precursors. But who dared to intuit, West of Tordesilhas, other than its own
inhabitants? Hard luck on the hippies and their sterilized beaches, their dis-
infected lands, their plastics, their emasculated cults and their hysterieal
intelligence. Hard luck on the East. Hard luck on those who compromise: willfully
or not, they take the side of the weak ones. Worse for them. For the jungle will
grow and spread out to cover their sterilized beaches, their disinfected lands,
their lazy sexes, their buildings, their roads, their earth-works, think-works,
nihil-works, water-works, conceptual-works and so on, East of Tordesilhas and in
each and every East of no matter what region. The jungle will go on spreading it-
self over the East of no matter what region. The jungle will go on spreading itself
over the East and over those who compromise, until all those who have forgotten, or
no longer know, how to breathe oxygen will die, infected with health. Cat bed.

Within its womb it still bears the shy end of the metaphor: since metaphors have no
intrinsic value West of Tordesilhas. It is not that I myself am not fond of meta-
phors: I want someday all works to be looked at as hallmarks, as remembrances and
evocations or real and visible conquests. And whenever listening to the History of
this West, people will be listening to fantastic legends and fables and allegories.
For a people who can transform its History into fantastic legends and fables and
allegories, that people has a real existence.

April 1970
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Marta MINUJIN

Born Buenos Aires, Argentina
Lives in Buenos Aires

MINUPHONE, Howard Wise Gallery,
New York, 1967

MINUCODE, Center for Inter-American Relations,
York, 1968
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Robert MORRIS
Born 1931, Kansas City, Missouri
Lives in New York

A METHOD FOR SORTING COWS

It is essential to have a long corridor or alley with a large room or pen off to

one side and approximately halfway between the ends of the corridor. Naturally the
more cows being sorted the longer the corridor and the larger the pen. Two men are
required to sort cows in the method presented here - it can be done by one man but
the effort required - the running, the stumbling, the falling, the sweating, the
panic of the animals - all of these things make it impractical. Essentially, the
5-man method is as follows. The cows are driven into the corridor past the gate of
the room or pen. The gate to the room or pen must swing open toward that end of

the corridor where all of the cows are crowded. The first man continues with cows
past the gate. The second man stops at the gate; he is the gate man. The other man
is the head man and makes all the decisions. When sorting cows the gate man's
subordinate station should be well understood. He must, for the sake of efficiency
and safety, never guestion the head man's decisions. Now imagine that the head man
is down by the cows at the end of the corridor, always keeping himself between the
gate man and the cows and keeping the cows crowded up against the far end of the
corridor. He can do this easily by making fidgeting gestures. This keeps the
necessary level of nervousness up among the cows - SO long as the cows are milling
around the head man can tell that he has them in the palm of his hand so to speak.
When ready to sort the head man brings the cows to attention by suddenly raising both
arms straight out, bending both knees slightly into a kind of ply, dropping the
upper part of his body and at the same time jumping with the lower. The head man
should practise this motion until it is a smooth movement, yet one which transforms
his entire being into a state of absolute alertness, potentiality and authority. A
good head man will transfix upwards of 30 cows with such a motion. After the ready-
to-sort movement is made and the cows are stock still, nearly hypnotized, the gate
man should place his feet well apart and get a good grip on his gate. He should be
slightly crouched and concentrating on the head man. Slowly the head man will
straighten up and walk toward the cows, keeping just to right of center, if the gate
is on the left.

The cows will inch toward the left side as he inches toward the right. A crowding
will occur in the left corner until one cow will bolt out and down the left side of
the corridor past the head man. But this is exactly what the head man wants. He
knows just what to do with this cow: as it bolts he screams "oy or "in." “If 1t 48
the former the gate man flattens himself against the gate and attempts to become

part of the wall; if it is the latter, he immediately springs out into the corridor
pulling the gate open at about a 60-degree angle. The cow will dart into the pen
and he slams the gate and freezes to immobility and intense concentration on the head
man. The inching toward the right on the part of the head man, a cow bolting, the
in or by scream, the immobility or action on the part of the gate man - so it goes
until all the cows except the last have made their exit from the end of the corridor.
The last cow is approached by the head man in a more lyrical and less tense way;
usually the last cow is also somewhat more relaxed and knows what is expected of him.
One might say that the last cow 1is "shooed" since the expert timing of the head man
is now not required. This cow will usually trot rather than bolt down the corridor
to its destined in or by place. The head man must then turn to his gate man and say,
"That's the one we're looking for."

Reprinted from Art and Literature, 11 (Lausanne, Switzerland), Winter 1967 87




N. E. THING CO. LTD.

TH
Name registered, Vancouver, British Columbia, Canada, 1966
Incorporated, Victoria, British Columbia, Canada, 1969

1l
i De
l!
TERRITORIAL, CLAIM - URINATION. September 27, 1969 &

' Claimed by ITain Baxter, President, N. E. Thing Co. Ltd., at Inuvik, Northwest

11 Territories, inside Arctic Circle, Canada. One of series of Territorial Claims on
”- global scale. Done as part of N. E. Thing Co. Ltd. Arctiec-VSI Project to go inside
”5 the Arctic Circle, September 25-27, 1969.
t
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| 2-
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| President, urinating Urination mark on ice inside Arctic Cirecle

| at Inuvik, N.W.T., Canada
|

PHOTO-VSI (FRONTAL VIEW AND 90° VIEW). 1969
V8T - Visual Sensitivity Information, N. E. Thing Co. Ltd. Terminology

g

Frontal view of PHOTO-VSI

90° view of PHOTO-VSI
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THINKING RE: CONCEPTS, ART (IF THAT'S THE PROPER WORD), COMMUNICATIONS, MEDIA, ANYTHING

Definitions:
I @ o n c e p t
concept on new causes effecting perceptual thinking

* We have developed a new system at NETCO for defining words (see above).
This system accepts the word as a complete concept in itself and that its
component parts (each letter) can and should describe the meaning. It
provides some very profound ways of defining with many times some new
insights into the way a word works. We would like to publish a DICTIONARY
which defines words in this manner.

- It should be remembered that you can come up with a number of combinations,
sometimes all can be put down, - some usually feel better than others.

H il o n - < P t a r +
coming on new causes effecting perceptual thinking and recording them

3. N. E. THING CO. NOMENCLATURE

ACT - Aesthetically Claimed Thing
ART - Aesthetically Rejected Thing
VSI - Visual Sensitivity Information (term NETCO uses instead of "art")

SI - Sensitivity Information (all cultural information)_

SST - Sound Sensitivity Information (musie, poetry /read/, singing, oratory, ete. )

MSI - Moving Sensitivity Information (movies, dance, mountain climbing, track,
ete.)

ESI - Experiential Sensitivity Information (theatre, etec.)

%#¥ _ Tt should be recognized that there are categories where certain types of
sensitivity information are combined with others to provide their form,
but for the most part the categories above have been established because
the "arts" tend to have a particular emphasis on one kind of information
characteristic.

- We find that by setting up a new set of definitions like this that people
are better able to see the cross-relationship between the "arts" and in
so doing can become much more involved and supportive of the new types of
"arts activity" - Sensitivity Information - SI - that are going on.

- The idea of comprehending "all arts as information handled sensitively"
breaks the historical chains that keep them apart from each other and
grossly misunderstood.

Expanded definitions:

VeIl - Visual Sensitivity Information
A term developed and used by the N. E. Thing Co. to denote more appropri-
ately the meaning of the traditional words "art" and "fine art" or
"wvisual art." Refers to the handling of -visual information in a sensitive
manner. Also refers to the "artist" as a VISUAL INFORMER, as someone who
knows how to handle visual information sensitively.

SI - Sensitivity Information

A term developed by NETCO to denote all forms of cultural activities, i.e.
dance, music, theatre, film, fine art, poetry, novels, etc. It is based
on the theory that there are all types of INFORMATION around in the world.
INFORMATION is usually, or tends to be, confronted with and dealt with in
either a practical or sensitive manner. Thus INFORMATION which is handled
in this pure or sensitive way culminates in SI (Sensitivity Information)
in general context, and eventually leaves its mark on our life as culture.
The divisions within SI are based on the dominant characteristic of that
particular area of information, for example: Vision - VSI - Visual
Sensitivity Information (painting, sculpture, architecture, books, etc. )
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CIRCULAR WALK INSIDE ARCTIC CIRCLE AROUND INUVIK, N.W.T., CANADA.
Two presidents of N. E. Thing Co. Ltd. walked in circular fashion around the outside

or Sound - SSI - Sound Sensitivity Information (music, singing, poetry,
ete.), or Motion - MSI - Moving Sensitivity Information (film, dance, some
forms of mountain elimbing, some areas of track and field), or Experience
- EST - Experiential Sensitivity Information (theatre, some movies based
more on life experiences per se than on strictly visual, or especially
areas or events which include some of all the other information concentra-
tions).

Sensitivity Information Dynamics

A NETCO term to denote the cultural activity and climate of the times.

TRANS-VSTI - Transmission of Visual Sensitivity Information

Term to denote the flow of Visual Sensitivity Information from place of
transmission to place of reception - via any communications medium - like,
telecopier, telex, phone, telegram, letter, videophone, conversation,
Telestar, television, etc. A number of these transmission devices embody
the possibilities relay, cognizance and interplay. This is at the moment
bringing into play the cultural impact situation we are experiencing and
will experience more so when this flow of SI develops universal and pro-
vinecial overtones. We shall then be experiencing global SI or "culture"
through the ends of all our highly developed senses and along the lines
and at the receptors of our electric systems.

TRANS-ST - generally speaking the same as above, only think of it in the broader

sense.

perimeter of the town of Inuvik, N.W.T., Canada, inside the Arctic Circle. (1L0

photos were taken of one of the presidents walking by the other president.
distance of the circular walk was 3 1/2 miles, measured by pedometer, and total num-

ber of steps necessary to accomplish the walk was 10,31L.)

Photos picked at random from the 140
walk.

September 26, 1969

September 26, 1969

Total

showing various locations around the circular

Pedometer,

and camera

counting device,

50,
Pre
fro




N. E. THING CO. LTD.

50,000-MILE TRANSMISSION WITHIN 3 MINUTES. December 1969
President of N. E. Thing Co. Ltd. at telex carrying out 50,000-mile transmission from
from North Vancouver, B.C., to Joy Manufacturing, Newfoundland, Canada.

I
[

MODERNART NYK

FTX123@ 717P EST APR 21 708 Y YBS3(1625)

via WU

N E THING VCR

VANCOUVER BC CANADA APRIL 28 1978
KYNASTON MCSHINE

ASS0C CURATOR OF MODERN ART
MISEUM -OF MODERN ART

11 WEST 53RD STREET NEW YORK NY

via WUI

1AIN BAXTER, PRESIDENT: N.E. THING CO. LTD-

TELEXED SELF PORTRAIT FROM MEMORY - 1969

FRONT SIDE:COURSE BROWN HAIR SLIGHTLY BALDING AT TEMPLES AND SLIGHTLY
OVER EARS WIDTH OF NOSE NORMAL AVERAGE LIPS SIDE BURNS TO
BOTTOM OF EARS FAIR COMPLEXION HAZEL EYES LONG EYELASHES
BLACK NON-PROTRUDING CHIN ADAMS APPLE GOLD CAP ON FRONT

RIGHT TOOTH SPACE BETWEEN EYES SHORT DISTANCE NAVY BLUE

Yia WU

President seated at telex carrying out
50,000-mile transmission

TURTLE NECK SWEATER

LEFT SIDE :COURSE BROWN HAIR SLIGHTLY OVER EARS NORMAL SHAPED NOSE
AVERAGE LIPS SIDE BURNS TO BOTTOM OF EARS FAIR COMPLLLLLLE
LONG BLACK EYE LASHES NON-PROTRUDING CHIN ADAMS APPLE NON=-
PROTRUDING CHEEM BONES COURSE RED-BROWNISH EYE BROWS

RIGHT SIDE1SAME AS LEFT SIDE ONLY IT IS THE RIGHT SIDE

BACK SIDE :COURSE BROWN HAIR TO SLIGHTLY OVER COLLAR OF NAVY BLUE

TURTLE NECK SWEATER HAIR COVERS MOST OF EARS EXCEPT FOR

via WUI

BOTTOM LOBE AREA FAIR COMPLEXION
T0P SIDE :COURSE BROWN HAIR FRONT AREA SLIGHTLY THINNED OUTNORMAL

PROTRUSION OF MOSE AND CHIN AND CHEEK BONES FAIR COMP =

LEXT1ON SHOULDERS FAIRLY BROAD
N. E. THING CO LTD | i
1419 RIVERSIDE DRIVE N VANCOUVER BC CANADA

via WU

FOMEC 60 4)929-3662, TELEX NBR B4-587882s, CABLE ANYTHING VANC QUVER

N E THING VCR

4L M THEORY

é | MMmmn<&--VSI-—»mm MM
o MATERTAL MAXIMUM mental minimum €---VSI---> minimum material MAXIMUM MENTAL
o

B Note:

; 4 M THEORY - explaing the differences in

3] emphasis of VSI (Visual Sensitivity

g Information) before (past history

o | of "art") and now (onward)

0| Double arrow £&---VSI---» - denotes a con=

o stant flow between the.two attitudes

g VSI - always the result (painting, sculp-

0 ture, idea, statement, pottery, con-

cept, etc.) regardless of attitude 91




Bruce NAUMAN
Born 1941, Fort Wayne, Indiana
Lives in Pasadena, California

HOLOGRAMS (MAKING FACES). 1968. Photographic image on glass, 8 x 10 inches




The New York Graphic Workshop

announces its | |
FIRST CLASS MAIL EXHIBITION *14 |f§

from

The Museum of Modern Art

Summer 1970

LUIS CAMNITZER, _]OSE GUILLERMO CASTILLO, LILIANA PORTER
















Group OHO
Formed 1966

!
ilenko MATANOVIC
rn 1947, Ljubljana, Yugoslavia
Lives in Ljubljana
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DAVID MEZ, 1370

time - structures, to be documented on 8 mm. film (1 position-1 frame, 16 fromes per

chject - program
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l.the two basic cireuita 1,

- @b,ae,ed,bd
- ab,bd,cd,ac

ed,ac,ah,bd
- &d,bd,ab,ac

O

horlzontal selection

A.ab,ec,sd,bd
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D. bd,cd,ac,ab

vertical selection
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horizontal selection
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Group OHO

David George NEZ
Born 1949, Cambridge, Massachusetts
Lives in Ljubljana, Yugoslavia
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1 A. ac,ab,bd,cd
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Group OHO

v
Marko POGACNIK

Born 194k, Kranj, Yugoslavia

Lives in Kran]

EARED POGAL E
project: group U
projekt: grupa

100

5.l

6

B.

9.

-3.tehnilna relscijs (kako) {2)
technical relation (how)

2-4 .materislne relacija (kaj)

material relation (what)

.l.slgtematidno

sigtematic
2.raclonalno
rational
3.senzibilno
pensltive
4 .dntuitivno
intuitive 1

c-racionalne selekedfa

gistematic-retional selection

o-intuitivna selekolja
asigtematic-intuitive selsction

J.eenzibilno-intuitivna selekcija
gensltive-intuitive selection

4 .,menzibilno-racionalna selekeijs
geneitive-rational selection

1 2
4 3

l.prve smer koncentraclje

first direction of concentration
2.druga smer koncentracije

second direction of concentration
j.tretja smer koncentracije

third direction of concentretion
4 ,fetrta smer koncentracijs
fourth direction of concentration

1 2
4 3
1.kvedrat izvensvetne koncentracije
out—of-world concentration quedrate
2.kvadrat svetne koncentraclje
world concentration quadrate
3.kvadrat grupne koncentraclje
group concentration guadrate

4 .kvadrat individuoalne koncentracije
jndividual concentration quadrate

10.1 Azvenaveina sfers [}]
out-of-world ephere

-avetna afera

world sphere

.Erupns s
group aphere
.individualna sfera

individy _.1___\31 Bphers

R

-

.

‘uietemm_o—racic-;ualns vlogs

[
-

o=-intultiwma vieg
sistematic-intultive rols
.senzibilno-intuitivna viogs
sengitive-intuitive role
.genzibilno-racionalne viogs
seneitive-rationsl role

n
]
-
o
@
8
o
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12,1 .Marko Fogsi
2.David Nez
3.Andrai Salamun
4 .Milenko Matanovid

one

13.1.splodni del (1.-6.)
general part (1.-6.]
2.projekt:grupe DHO (13.)
projectigroup OHO (13.)
3.posebni del (6.-12.)
particular part (6.-12.)




Group OHO
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Andraz SALAMUN

> )
Born 1947,

@

3. sluminijesta cev
aluminium pipe

ANDRAZ SALAMUN, 1970
-

fat
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Group OHO

Toma¥ SALAMUN
Born 1941, Zagreb, Yugoslavia
Lives in Ljubljana, Yugoslavia

SCULPTURE 117° C I. 1969 SCULPTURE 117° C

first statement is about the accidentality of the world
gecond statement is about the first condition

third statement is about a nod of the head

fourth statement is about a briefcase

fifth statement is about a method of distinguishing

Hmo oGO O H ® H -
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Dennis OPPENHEIM
Born 1938, Mason City, Washington
Lives in New York
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GROUND LEVEL - (PUSH-UPS ON MUD) - A SLIDE PRESENTATION WITH SOUND. 6 MINUTES

Energy in the form of ground pressure expended for its own sake.
Photographic residue returned to exact location via slide projection on snow.
Artist re-enters.

-
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Yoko ONO

CLOUD PIECE

Imagine the clouds dripping.
Dig a hole in your garden to
put them in.

1963 spring

WEARING-OUT MACHINE

Ask a man to wear out various things
before you use them.

MAP PIECE

Draw an imaginary map.

Put a goal mark on the map where you
want to go.

Go walking on an actual street according
to your map.

If there is no street where it should be
according to the map, make one by putting
the obstacles aside.

When you reach the goal, ask the name of
the city and give flowers to the first
person you meet.

The map must be followed exactly, or the
event has to be dropped altogether.

Ask your friends to write maps.
Give your friends maps.

1962 summer

FALLING PIECE

Go outside of you.
Look at yourself walking down the street.

Such as: Make yourself tumble on a stone and fall.
Women Watch it.
Clothes Watch other people looking.
Books Observe carefully how you fall.
Apartments How long it takes and in what rhythm you fall.
Pianos Observe as seeing a slow motion film.
Typewriters
1964 spring
1964 spring
Name: DRAW CIRCLE
Age: Sex: Male Female O put
Occupation: stamp
Please check the following here
data:
like g .
1) 1 Jislike t© draw circles. Send to:
2) Thave 2W3Y grayn circles YOKO ONO

3) 12 abetter circle-
was

now.
drawer in the past.
when I was (age).
Other comments regarding your

circle experience:

EMPIRE STATE BLDG.

NLoYo el N.Y

© 19469 vemt 20




PANAMARENKO
E’«?rn 1940, Antwerp, Belgium
Lives in Antwerp . ;
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Giulio PAOLINI

Born 1940, Genos, It

Lives in Turin
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RAPHAEL URBRINA

N

MDIII

b

Photographic reproduction
in getusl size
of the light in the doorway of the
painted by Raphael in
the Marriage of the Virgin
1 7/8 x 1 3/8 inches

1968

temple




ART DEVICE NO. 8 PAUL PECHTER '70

THE ARTIST REPRESENTED BY THIS DEVICE HAS SYN-
THESIZED A NUMBER OF RELATED WORKS OVER A
PERIOD OF THE LAST 18 MONTHS. TO RECEIVE MORE
SPECIFIC REFERENTIAL MATERIAL SEND A STAMPED

SELF- ADDRESSED ENVELOPE TO :
PAUL PECHTER
196 E. 3 ST.
NYC 10009
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Giuseppe PENONE
Born 1947, Garessio, Italy
Lives in Garessio
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Adrian PIPER

Three Modsls of Art Production Systems

(I) - any semsory, intellectual, or otnerwise experiential information
input

(C) - any active consciousness wnich discriminates, qualifies, sdds to,
interprets, alters, and utilizes (I),

(P) - the oroduct (e,z. thougat, action, idea, object, event, ete,) of
(I) ==» (C). An art product (Py) is defined as any product (P)
which is presented in an art comtext.

=-» -~ is transformed into

System I
(I) ==>» (C) - (Pa) (Pa) is a separate and fimal stage in the
productiom process, (Pg) zas a poysieal
and/or temporal sxistence wnich is quali-
fied by But extermal to (I) --> (C).
System II
(I) —> (C; Pg) €~- (Pg) is & final stage within the domain
of (C), (Pg) properly anas internal exis-
temce only, which is conveyed tarough
external communication forms, e.z. lang-
uage, plans, pnotes, etec,
System III
(I; Pg) <> (C) (Pg) is any particular (I) condition.

(Pa) vas a physical amd/or temporal exis-
tence, which is unqualified But recognized
and distinguismed ®»y (C).

In each of tne above systems, (I) --3 (C) is antecedent, (P) or (Pg) &
transitive consequent. Other models may be constructed using the same
four componente in varying fumetiomal positions,

This expositiom uses System II,

3/70
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Born 1933, Biella, Italy
Lives in Turin, Italy
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Michelangelo PISTOLETTO
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Emilio PRINI
Born 1943, Stresa, Italy
Lives in Genoa, Italy
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Alejandro

i

i

PUENTE -

Born 1933, ‘I Plata. Buenos Ai res,
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Color is the only element th
In that sense,

according to

at has a grammsr and syn
we can speak of color as a language
its particular structural rules.

tactic properties of its own.
and analyze or present it
When color rules are provided, we

should speak of color as code, rather

manipulation
zation, The

than language.
of these individual syntactic elements an
physical medium becomes then:

The piece is related to the
d systems for its materiali-
unimportant (because of its too

general qualifications; color can be found e
depending on the intrinsic "qualities"
can be found or proposed).

verywhere) and specific (because
of the physical media, different information
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Markus RAETZ
Born 1941, Berne, Switzerland
Lives in Amsterdam, the Netherlands
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Yvonne RAINER

Lives in New York
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STATEMENT ON MAY 11, 1970

I am going thru hard times: In the shadow

pressing, milling, swarming, pulsing,
choreographic gestures seem trivial.

In recent performances T have allowed

actual ways in which we engage with esg
lose our vitality if these "engagements"

I am not interested in group thereapy as

performance.

ch other.

of real recent converging, passing,
changing in this country, formalized

for elements to emerge that pertain to
But like any group we will
remain on the level of fun and games .

performance, but I am still interested in
¥ - > |

I experience a strong sense of risk when I think about what lies ahead. I never
did before. My conditioning - with its powerful imperatives of history, ambition,
imagination, quality, and control - lurks ever in my peripheral vision.

Maybe fuck it.

It is not necessary to read this Program prior to performance.

WHITNEY MUSEUM OF AMERICAN ART
March 31, April 1, April 2, 1970

CONTINUOUS PROJECT-ALTERED DAILY

BY YVONNE RAINER

Performed by

Becky Arnold, Douglas Dunn, David Gordon, Barbara Lloyd, Steve Paxton,

Yvonne Rainer and others.

Objects and “body adjuncts” by Deborah Hollingworth

Films by Jack Arnold (The Incredible Shrinking Man)
Michael Pajans (Connecticut Rehearsal)
Phill Niblock (Line)

Sound supervision by Gordon Mumma

HE AUDIENCE 15 INVITED TO GO TO ANY OF THE THHEE PERFORMANCE

BUT PROCEED AROUND THE PERIPHERY OR ALONG THE WALLS TO GET FROM ONE
PLACE TO ANOTHER.

AREAS AT

ANY TIME. HOWEVER, PLEASE DO NOT WALK ACROSS THE MATIN PERFORMING AREA ,|

Continuous iject—.ﬁlr_ered Daily takes its name from a sculptural
it E T

work by Robert Morrls. as altered and accumulated very gradually
since its original presentation as a 30-minute collection of material
at Pratt Institute in March 1969. Tt was there that I firse attempted

or working-out and refining - orocess that normally precedes performance,
and a growing skepticism about the necessity to make a clear-cut separa-
tion batween these two phenomena. A curious by-product of this change
has been the enrichment of the working interactions in the group and the
beginning of & realization on my part that various controls that I have
clung to are becoming obsclete: such as determining sequence of events
and the precise manner in which to do everything. Most significant is
the Fact that my decisions have become increasingly influenced by the
responses of the individual members. Although it cannot be said that
Continuous Project is the result of group deci sion-making as a whole,

assertiveness other than my own, or to the manner in which we have come
to work together, i.e., freely exchanging opinions and associations about
the work as it develops.

Jehn Simen
I gratefully acknowledge the assista of the e ® Guggenheim
tion in the form of a fellowsh Py whick during the past year has
ed ms to work umharrassed by the faat that I rormally do not make
a living at what I dao,

Rudmrnr_arx Notes Toward A Changing View of Performance

Levels of Performance Reality:
A. Primary: Performing original material in a personal style.,

B. Secondary: Performing someone else's material in a style
approximating the original, or working in a known style or
"genre®,

C. Tertiary: Performing someone else's material in a style
completely different from, and/or inappropriate to, the
original.

Elements used in Continucus Project (not all of the following ocour
during any one per formance) ¢

1. Rehearsal: Parformance of previously learned material
that is not in polished condition {i.e., has
been insufficiently rehearsed), thereby neces-
sitating verbalizations, repeats, arguments,
etc. The material itself may be re=learned
(having been performed at an earlier date) or
may be having a first performance, in which
case all the “kinks® may net have been worked
out (cf. "working out").

2. Run-thru: Polished performance of material, May involve
verbalizing because of pre-arranged "signals"
or actual response during performance. (See
“Behavior"),

3. Working out: Creation of new material in performance, Tt
may result in intense response-behavior kind
of activity. It can resemble "rehearsal® and
may involve "teaching”,

4. Surpriges: Material [objects, activity) introduced without
previous knowledge of all the performers.

5. Marking: Performance of previously learned material in
the absence of some of the conditions necessary
for polished performance, such as adeguate space,
Proper number of performers, proper expenditure
of energy, etc.

6. Teaching: A performer teaches previously learned material
to one or more performers who do not knew it, or
choreographer invents new material,

7. Behavior: 4. Actual: individual gestural and verbal activ—

ity spontaneously occurring in performance
of a predetermined situation. can oceur dur-
ing any of the abave or in "b".

b. Chorecgraphed: behavior that has been ohser-
ved, then learned, edited, or stylized prior
to performance.




d.

3.

professional: the range of gesture and de-
portment visible in exper ienced performers.

Amateur: the range of gesture and deportment
visible in i_nexneriem;eni performers.

#The distinction between these two categories is hn.-r:ot_ninq rapidly
more blurred as seasoned performers begin to relinquish their tra-
ditional controls and so-called amateurs become more expert in the

new dance modes.

A selection of roles and metamuscular conditions affecting (though not
always vizible during) the execution of physical feats.

adolescent
angel

athlete
autistic child
angry child
Annette Michelson
bird

Barbra Streisand
Buster Keaton
brother

Batty Blythe
black militant
confidante
Carrie Oyama
competitor
energized dancer
Edward Sloman

feminist

George Sugarman
girl with hare lip
head

husband

hard drinker
Hollis Frampton
hunch back

leader

Louise Brooks

lover

tucinda Childs
middle aged fat man
male nude

mother

Martha Graham
macrobiotic foodist
Michael Keith
Worma Fire

old person
out-pf-shape dancer
old teacher
playing child
pregnant woman
pompous nobody

pear
redhead
Richard Forman
sick person
swimmer
short woman
schizophrenic
senile old lady
tired person
tall girl
12-year old ballerina
weight lifter
W. C. Fields
young woman
young man
anger
convalescence
celibacy
constipation
catatonia
drug-induced state
diascipline
diarrhea
exhilaration
equanimity
fatigue
fear
gas
good muscle tone
in the pink
impotancy
large bone structure
malnutrition
menstruation
not in the pink
overweight
puberty
pleasure
pregnancy
pain

or
relaxation
rosponsibility
senescence
sciatica
terminal cancer

Excerpts from correspondence with group 11-6%, 1-70

{following performances at University of Misscuri & Amherst College)

"...1 am ready to accept total freedom of 'response'. At this moment I have
trepidations about allowing pecple to ‘alter’ my material or introduce their
own, BUT (concurrent with my trepidations) give permission to you all to
do either of th &t your own risk: i « you will risk incurring the veto
power of me or other mey_nﬁn of the group in performance (I do not want to
know about such intentions prior to performance) TIn short, I ressrve the
right - and I confer upon all of you the same right - to be true to my/your
responses in performance - be they enth astic or negati
mind the natural precedence and priority of my materisl.”

*,..re 'doing your own thing' - one chance por person per performance. I'm
still fooling around with spoken material. I don't think that reading.
works. Now I have narrowed own to commenting directly on the action (lna-
structions, comparison with previous performances) or reciting learned mater-
.The Lenny Bruce idea 11 lurks in my head. B8eal performance blits:

comie, reminiscing actress or actor:; guotes about performance. But
it can't be improvisational or ‘'in the style of':; it must be a performance of
someone else's material at a remove from the criginal or implied perform-

ance .Primary performance is what we are already doing - original
ial 1 want the spoken stuff to be tertiary - someone else's mater
material that has actually previously been brought into existence (via media,
or live), performed as though it is one's own, but in a style completely dif-
ferent from or inappropriate to the known original. The degree to which it
can be established that e material iz being guoted rather than imitated
will save it from ‘bad' performance. (Cf my hitherto unsuccessful manologues;
1 have neither the skills nor the familiarity secondary perform-
ances, like sportscaster or comic, and at is paint I haven't the foggiest
notion how to establish that I want to do 'Bad Secondary Performance'.) This
will happen through clues in the material itself - references to actual dates,
events, people, etc., obviously not connected to the current performe (or
‘“tertiary performers!*). At one point I really wanted to do a secondary
Lenny Bruce - imitate him or find somecne who could I think my ultimate
decision was much more interest .+..The ambiguities and cross-purposes of
live presence vs. apparent behavior implied intention conveyed by specific
source material vs. unconvineing performance: i

irony that has alw d en 1

¥ fascinated me. Wh
I imagine that my presence is immediately thrust into a new performance ‘warp'
{in the minds of the spectators). From that moment on people are forced to
deal with me as a certain kind of p ormer, someone who is simultanecusly
real and fictitious, rather than taking me for granted as a conveyor of in-
formation (simply because I'm talking half-way rationally)....S5imilarly 1

feel that the tension that is produced from not knowing whether someane 1S
reciting or saying something - pushes a performance back and forth 'in and
out of warp'

The phenomenal aspect of what yo did so characterized the whole experi-
ence for me. The words I keep thinking of to describe it come perilously
close to current otherapautic clichds: reality of encounter, responsible
interaction, truthful response. To put it in a more personal way: I got a
behavior that my dreams for a better life are based on -

flux, rieh, concrete, funny, focused, immediate,
to the point of religiosi Light,
leveled at any particular moment."”
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it M Klaus RINKE
.  ?§ Born 1939, Wattenscheid, Germany
&

Lives in Disseldorf, Germany

CJoers; far - Moo, by,
From OPERATION POSEIDON -

The sun awskes sensual yearnings

Summer thunder storms bouncing between the Ruhr and the canal
The trembling of light and heat
A handful of sand thrown in the moon

That which is above and below water




Edward RUE
Born 1937, Omaha, Nebraska
Lives in Hollywood, California

STATNS. 1969. Boxed portfolio of an edition of TO.
1. Los Angeles Tap Water 26, Glacial Acetic Acid (Robinson) 51. Oil Paint (Bellini Cad. Yellow Deep)
2. Pacific Ocean Salt Water 27. Sulfuric Acid (Mallinckrodt) 52. Pepper Sauce (Tabasco)
4. Eyewash (Murine) 28, Butch Wax with lanolin 53. Ketchup (Heinz)
4. Witch Hazel (Borbro distilled) 29. Wine (Chateau Latour 1962) 54. Spinach
5. Acetone (Gray Crosa) 0. Glue (Wilhold Glu-bird) 55. Green Onion
6. Bleach (Clorox) g1, Bacon Grease 56. Radish (Red)
7- Hydrogen Peroxide (Gray Cross) 32. Leather Dye (Shinola) 57. Parsley
B. Candlewax (I1alo) g3. Tincture Merthiolate (Norco) 58. Beet
9. Spot Remover (Encrgine) 34. Urine (Human) 59. Turnip
10. Antiseptic (Listerine) g5. Lacquer (Pactra clear) 6o. Pepper (Yellow)
11. Turpentine (T&R Factors of Texas) 6. Shellac (Master Mixed orange) 61. Cabbage (Red)
12, Sperm (Human) 7. Varnish (Grumbacher spray damar) 62. Tea (Lipton's)
13. Ant g8. Petroleum Jelly (Vaseline) 63. Coffce (Yuban)
14. Gunpowder (DuPont superfine) 39. Milk (Knudsen) 64. Apple Juice (Tree Top Pure)
15. Rust Solvent (Liquid Wrench) 40. Coca Cola 65. India Ink (Pelikan)
16. Lacquer Thinner (Sinclairs) 41. Ammonia (Goodwin's) 66. Mustard (French's)
17. Topsoil 42. Tobacco (Gauloise) 67¢ Cocoa Buuter (Hershey's)
18. Drain Cleaner (Liquid Drano) 43. Salad Dressing (Kraft Roka blue cheese) 68. Dairy Butter
19. Eau de Cologne (Partner) 44. Bourbon (Old Charter) 69. Worcestershire Sauce (Lea & Perrins)
20. Beer (Coors) 45- Egg Yolk w0, Olive Oil (Star)
21. Nail Enamel (L'Oreal Coffee Caramel) 46. Egg White 71. Mineral Oil (Syuibb)
22. Gasoline (Mobil Ethyl) 47. Chocolate Syrup (Hershey's) 72. Motor Qil (Texaco 30W-HD)
23. Spirits of Peppermint (Borbro) 48. Grass 73. Meat (1-Bone)

. Oil of Wintergreen (Borbro)
2s5.

Castor Qil (Borbro)

49, Glycerine (Alvarado Pharmacy)

50,

Rose Petal (American Beauty)

74 Molasses (Bier Rahlit)

75, Cinnamon Oil (Maguog, Mabee & Reynard)

Tnside Silk: Mood of the Artist

Twenty-six gasoline stations, various small fires, some Los Angeles sapartments,
every building on the Sunset Strip, thirty-four parking lots, Royal road test,
business cards, nine swimming pools, crackers, stains, baby cakes, real estate

opportunities



J. M. SANEJQUAND

Born 1934, Lyons, France
Lives in Paris
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Richard SIL
Born - lagal

Lives in Richmond, Surrey, England

Somerset, England !
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Keith SONNIER
Born 1941, Mamou, Louisiang
Lives in New York

VIDEO WALL PROJECTION. 1970. Foam rubber,
projector and camera, two video-tapes
124

16 x 90 x 38 inches, TV




Ettore SOTTSASS Jr.
Pc_)rn 1917, Innsbruck, Austria
Lives in Milan, Ttaly

. Db -
L3 Vrll!yall

6. Sambikikira
7. Sakajdkpti

8. Akskpu

9, Bb.‘iuﬂ
10. Adaréxkgli
11. KanthEkrti
12. Chnniakarps
13, Vikarpa
14, Sabkhibha
15, Kgurasannibbs
16. Saktyinans
17. Kirmaprijhs
18. by
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AS AN EnvI RO 7 ,_
ror THE LIFE AND DEATH OF THE i
Bopy ©oF pMysELF / |
My WIFE NANDA AND /MY 100000080000

FRIENDS |
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John VAN SAUN

Lives in New York

L ﬂlnT !\!lfi\llbn’nons l—l Feer (2)mienoprones (i ench)
L reer @) mcsornones (1 eacn) L (z) meitorHonEs (i cALH)
movIH MCROPHONE L WMoLIH mic RoP HoNE

VoLUME WP AS douD AT PoS3IBLE on ALL 9 mICRAOPHONES Fo PREFOAMANCE AND TAPRL OF WORN,

Com PonNsnTS oF wonx : BATEN , PITCHEN , RED AND BLUE DRY coroR (A5 Boxr. BAG OF cokwil) RED AND
BLlve clLolHINg Forr (3ATIER AND PITCHLR = Te BL WORN AORNING To tokrel BEING VSED (wHAN RED
Cokot 15 LUER® Bluve CLOTHING 13 woaw, wHEN RLVE cCoioA 1S USLD REp ColOw 135 wWonn.

((2 @'}(
X «—=— 20’ X o—— ao' —5
l N pay corenr ,. DRY v‘.oﬁ\) z
PITCHER gamed PITLHER

Rowm Posiienw @ Te vos3iTion @ 1 Pned 3¢coND toren
7 UmPpLIFicATION ANB RECOADING COAVIEMENT

PITCHER Move> F

PHoToS: whtousHAY AHARP

THERE IS A LITTLE OF EVERYTHING IN EVERYTHING - EVEN IF YOU LOOK CLOSELY YOU WILL
FIND NOTHING - SO THE BEAUTY OF THE WORK LIES IN THE JOKE - AND DON'T LET THIS
MUSEUM SITUATION FOOL YOU. TIF YOU ARE BLIND SPEAK TO THE DEAF AND YOU WILL SEE
MORE

Born 1939, Denver, Colorado
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Guilherme Magalhdes VAZ
Born 1948, Araguari, Minas Gerais,
Lives in Brasilia, Brazil
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Bernar VENET i
Born 1941, Nice, France
Lives in New York
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During the exhibition a TV set in the gallery will be turned on whenever Stock
Market and classroom programs are presented. The rest of the time the TV will be
turned off.




Jeffrey WALL

Born 1946, Vancouver, British Columbia, Canada
Lives in Ruislip, Middlesex, England
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photo: \\'elght of sun_ in a sMestreet

I.ANDSCAPE
MANUAL

1969-1970

J. WALL

AVAILABLE FOR $1.00 (includes postage) FROM:
J. WALL, :
5 DELL FARM ROAD,
RUISLIP,
MIDDLESEX,
ENGLAND

96 PAGES - LIMITED EDITION-137 PHOTOS
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oleum floor, the waitresses making their roun-
ds of the tables, etc.--maybe other people at
other tables especially over Diane's shoulder.
Occasionally, Bonnie passes the camera to Dia=
ne and Diane takes pictures, possibly including
some of the same articles in her photos of Bo-
nnie. At another time, Bonnie and Diane are in
a restaurant---it might be the same restaurant,
it might be a different one. There is no tape
recorder; there is no camera in its leather
case. Instead, on the table between them, along
with the coffee-cups, the piece of peach pie
with ice cream and the ash tray, is a stack of
photographs or printed photo-cards. The pict-
ures represent Bonnie and Diane in a restaur-
ant, sitting at a table talking, and many in-
clude view of the room of the restaurant, the

rutted road edges

curbs, trees, blockhouse, etc.

Note— g Flecti'pn (}' hAsch houte i T R
‘,Lug heor ot fl,cm /

doors to the kitchen, other people at other tab-
les eating, waiters or waitresses at their tasks
etc. Also among these pictures piled up on the

table might be be photograrhs not taken in a re-
staurant at all, but instead in a bathroom cubi-
cle. The sequence is not d1tinguishable in any

very usefuk terms. There might be photographs #
teken from a moving car, showing a long curving
road, patched in places, and bounded on each si-
de by thick trees and bush; showing a street co-
mer with a low, light-colored bungalow set well

back on a large lawn, a gravel-covered path side-
walk, a concrete curb, a sewer grating etc.; a
wide sloping boulevard, bright autumn sunlight,
a curbstone to the right, ### an intersection
with a metallic-colored station wagon positioned
(moving) in it, a wide grassy median, a low con-
crete, cream-colored blockhouse structure set on
the grassy median, low trees along the curbs, the
edge of the hefty silver and blue dashbtoard, ete.
As we ride in this moving car, I flip through
a stock of photographs which is lying on my lap.
I witness a black-and-white grey landscape proc-
eeding without transition factors from one indi-
stinguishable position to the next. As well, th-
ere might be imageswhich I cannot seem to relate
to the experience of the car-ride landscape vis-
ion: images and visions of sex #§ acts carried
out in semi-public tlaces, of trucks and machkin-
ery in an unpaved parking lot, of a particular

‘telephone booth stznding empty.

_Lc—‘i/%\;-‘(_,l faert v{_,__’_‘:;?{.

DREARY CHEMISTRY FuCCuDUhe

someone is standing in a bathroom cubicle in
a movie theatre lobby. In her hands she holds a
small portable slide projector. On the door of
the cubicle are projected images of overt sexual
acts carried out in a cubicle identical or simi-
lar to this one.



On the street outside, a car passes. On the
seat beside the driver a slide projector throws
images of the Passing landscape against the side
o window, on the deshboard, on the radded ceiling
inside the car, or into the rear-view mirror,
Interspersed with these landscapes might be ima-
ges of meals eaten in restaurants, sex scts car—
ried out in cars sirilar or identical to this

: o one, etc.

Photo-card theatre projects are handled as
well through the public mails, on tele¥ision, in
the movies and newsreel films, on the radio, in
the newspapers, streets, rooms, hallways, eleva-
tors, stairwells, linoleum corners, ete. of our
experience---i.e, maybe vacuum areas of low def-
ition, in the blur of our systems & hearts. It
has been said many times before @ but never-

vacuum area—---—-low definition

t
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¥
9
I
I
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PORTABLE SCREGN
theless it is true---a common dialogue for
all blue cars with shiny silveryjblug leath—
erette seats, red trucks w/grey (striped with
red and some green) seats, white Chevrolets
| with grey-green seats, beige-coloure@ Chefru
i olets with grey-brown seats---all this a "co-
i mmon language". Who should I speak through all >
# the slide shows, the interminable shuffling o
ﬁ through stacks of cards bleak and dreary, ne- ¥
w ver leading anywhere but to more rolls of fi- T, » | : _ e
1 Im shot in more accidental places——-stacks of o DN ; i o
# ice cream sandwiches behind the winﬁ;;, the . . "
I ' d white police car pulling away i
4' ?::L-?Ektﬁrel stop light--all heavy pulsing heaWr ANRiTY
————
—
| s
| ! 23
|
| 132




what is to be learmed from riding, sitting,
flipping through grey photographs of unremar-
kable quality? < Men and women standing
in bussesm under fluorescent lighting, sitti-
ng in restaurants, lobbies, standing---on si-
dewalks and elevators, sitting in living rooms
watching television-—-have anything to learn?
Themselves defeatured-——photos of themselves-
—1like photos of myself--—produce virtually
no emotive reaction. The mirror and the photo
do nothing yet cannot be eliminated nor dist-
inguished from the @illusory”activities" of
"real life", wherever that is to be found. A
photograph showing & long gently curving boud
levard, neat small houses lined up along eit-
her side, a grassed strip between the two
halves of the road (also low white concrete

2nd photo #w# truck seats

peats and regions, where just continually si-
tting there receiving light impressions on
the retina on the lens of the camera, sound-
waves vibrating the eardrum vibrating the 4B
S sensitive pickups in this little mike
here, sitting on my lap camera lying on the
recorder body. This common languagex has the
pleasant effect of including whatever might
occur in these unrelated regions. Imagine a
development: huge highway billboards with ma-
ssive photo blowups of landscape not unlike
the landscape unwinding all around the bill-
board itself-—-this massive artificial anal-
ogue for the highway only on the highway. omn b, pret g . u&.qh'c

Vz‘e wa' b e s Mreo €3 G pl¥ —faker 105ec. vp e

ot viateh G haghw &y wyctephohs  (fee prnbion ¢ vt wha'te

- A e R e, r ® s/?‘)

' s ‘g hanrny,
M’y - Friomme A_:.’Z.muw MJM!‘/
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MOVING FHOTO-SEQUENCES

highway curb streaming past the car window--sho-
rt white post with diagonal yellow and black st-

Have someone take you on a car ride some- riped marker, the standard mirror frame: inside
where---the route is not important. Buy some it—rushing gravel shoulder with the single sho-
photo-cards from an artist of this theatrical rt white highway post distance marker.)--we see
school (maybe make up your own cards) and ta= it every time we pass by that way in the car,
ge them along. You should never bother to go every time we drive ourselves by that_;;}T_Ehou-
if your intention is to find out something id I, as I passed this particular section this #
about the car ## rides and the photos and the particular curving houlevard or curving highway,
manipulated--for better or worse--sequences— empty from its brown manila envelope a series of

make om \imAnp ratotim®
24
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Lawrence WEINER

Born 1940, New York

Lives

in New York

1. The artist may construct the piece
- The piece may be fabricated

3. The piece need not to be built
Each being equal and consistent with the intent of the
condition rests with the receiver upon the oceas
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Buenos Aires, Argentina
rgentina

PROJECT FOR A CONCERT OF ELECTRONIC MUSIC

This projeet consists of an open musical work whose object is to receive and
porate other languages into its langue
within the concert at the same ti

this objective, an enviromental piece of
or structure.

thus creating another
eing perf

ncert

This will be performed in a loft whe
party. This participation, which will
radios operated by the audience, will
porated into the tapes.

will participate in a cocktail
: sounds of transistor
that will be incor-
For this, six tape recorders will be placed
which will in turn perform the concert itself, and simultaneously tape
produced by the social gathering and selected by the composer. The :
that the members of the audience will not only fulfill their function as recels
sound messages, but at the same time will be the
new musical piece which will be the result of the
rial into the ori

creators, performers, and centent

structure.

|'J_|1.] e

when

plete performance of this new concert will ta

sounds of the audience will no longer be r

orded,
tapes are played back. (This part will be an acoustiecal
hour. )

The next step in the creation of this open musical work take p
All the members of the audience who want to participate in it will be
by making a phone call (the phone number and date will be given during
and recording whatever sound or opinion they wish to.

he

t ormed. To achieve
ronic music will be taken as the base

incorporation of all this new mat

incor-
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DIAL-A-POEM during the exhibition

Arranged by Giorno Poetry Systems

Vito Acconei

Brainard
chael Brownstein

illiam Burroughs
:ohr Cage
m Carroll

Joe Ceravolo
BEldridge Cleaver
Kathleen Cleaver
Clark Coclidge
Diane Di Prima
Kenward Elmslie
Larry Pagin

Dick Gallup
Allen Ginsberg

Giorno Poetry Systems
Barbara Guest

Brion Gysin

David Henderson

Abbie Hoffman

Lenore Kandel

Call 956-T032

Program changed daily

P@te
Bobb
John
I 'Y‘ :f?'
Tony

r @il

Rm

and

r Schjeldahl

y £
Sinclair
o r p‘d r
Towle
Veitech

e Wakoski

Wal dn"ar

Seale

other poets

DIAL-A-POEM
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Fach artist was invited to create his own contribution to this book, a situation
which meant that the material presented would be either directly related to the

actual work in the show, or independent of it. Therefore, this book is essentially

an anthology and considered g necessary adjunct to the exhibition. Contrarv to the

o

McLuhan thesis, books are still a major communication system, and perhaps becoming
even more important, given "the global village" that the world has become. After

all Time magazine is available almost everywhere on Wednesday mornings.

o

The material presented by the artists is considerably varied, and also spirited, if

not rebellious - which is not vVery surprising, considering the general soecial, poli-

tiecal, and economic erises that are almost universal phenomena of 1970. If you are

an artist in Brazil, you know of at least one friend who is being tortured; if you

are one in Argentina, you probably have had a neighbor who has been in jail for
having long hair, or for not being "dressed" properly; and if you are living in the

United States, you may fear that you will be shot at, either in the universities, in

your bed, or more formally in Indochina. Tt may seem too inappropriate, if not

absurd, to get up in the morning, walk into a room, and apply dabs of paint from a

little tube to a square of canvas. What can you as a young artist do that Seems

relevant and meaningful?

One necessity is, therefore, at least to move with the cultural stresses and pre-

occupations (as if you had a choice), particularly with the obvious changes in life

style. The art cannot afford to be provineial, or to exist only within its own his-

tory, or to continue to be, perhaps, only a commentary on art. An alternative has

PR =8

been to extend the idea of art, to renew the definition, and to think beyond the

traditional categories - painting, sculpture, drawing, printmaking, photography, film

3

theater, music, dance

138

e, and poetry. Such distinetions have become increasingly blurred.

M;

'

Q]

ir

Hc

ir

1i




Many of the highly intellectual and serious young artists represented here have
addressed themselves to the question of how to create an art that reaches out to an
gudience larger than that which has been interested in contemporary art in the last
few decades. Their attempt to be poetic and imaginative, without being either aloof

or condescending has led them into the communications areas that INFORMATION reflects.

Superficially considered, some might seem to be directly involved with dandyism and
the "gesture," and while some are, others use these as approaches to more subtle,
sophisticated, and profound ends. The activity of these artists is to think of con-
cepts that are broader and more cerebral than the expected "product" of the studio.
With the sense of mobility and change that pervades their time, they are interested
in ways of rapidly exchanging ideas, rather than embalming the idea in an "object."
However, the idea may reside on paper or film. The public is constantly bombarded
with strong visual imagery, be it in the newspapers or periodicals, on television or
in the cinema. An artist certainly cannot compete with a man on the moon in the
living room. This has therefore created an ambiguous and ironic position for the
artist, a dilemma as to what he can do with contemporary media that reach many more

people than the art gallery.

In the reevaluation of their situation, some artists have attempted to extend them-
selves into their environment and to work with its problems and events. Some have
become aware of their own bodies, in a way that has nothing to do with the accepted
idea of the self-portrait, but more with the questioning and observing of sensations.
Others have embraced natural phenomensa in ways that are at times romantic and at
times'ﬁordering on scientifiec.

An intellectual climate that embraces Marcel Duchamp, Ad Reinhardt, Buckminster

Fuller, Marshall McLuhan, the I Ching, the Beatles, Claude Lévi-Strauss, John Cage,
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Yves Klein, Herbert Marcuse, Ludwig Wittgenstein and theories of information and

leisure inevitably adds to the already complex situation. It is even more enriched

by the implications, for example, of Dada, and more recently happenings and Pop and

"minimal" art.

With an art world that knows more readily about current work, through reproductions

and the wide dissemination of information via periodicals, and that has been altered

by television, films, and satellites, as well as the "jet", it is now yossible for
2 3 (3, 2 i

artists to be truly international; exchange with their peers is now comparatively

simple. The art historian's problem of who did what first is almost getting to the

point of having to date by the hour. Tncreasingly artists use the mail, telegrams,

telex machines, ete., for transmission of works themselves - photographs, films,

documents - or of information about their activity. For both artists and their

] public it is a stimulating and open situation, and certainly less parochial than even

five years ago. It is no longer imperative for an artist to be in Paris or New York,

Those far from the "art centers" contribute more easily, without the often artificial

protocol that at one time seemed essential for recognition.

g Tnevitably for art film and videotape are growing in importance. It is quite obvious

that at this point they are major mass media. Their influence has meant that the

general audience is beginning to be unwilling to give the delicate responses needed

for looking at a painting. Artists are beginning to use this to their advantage.

They hope to introduce a large public to more refined aesthetic experiences,

The films and videotapes in this exhibition and listed in this book have often been

described as "minimally structured," which means that the content is non-narrative

and that the style, while being almost an extens
140

sion of cinéma vérité, is like so much
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of the other work in the show, simply a method of distributing the visual information

that interests the artist.

The general attitude of the artists in this exhibition is certainly not hostile. It

is straightforward, friendly, coolly involved, and allows experiences which are refresh-
ing. It enables us to participate, quite often as in a game; at other times it seems
almost therapeutic, making us question ourselves and our responses to unfamiliar

stimuli. The constant demand is a more aware relation to our natural and artificial
environments. There is always the sense of communication. These artists are ques-
tioning our prejudices, asking us to renounce our inhibitions, and if they are reeval-
uating the nature of art, they are also asking that we reassess what we have always
taken for granted as our accepted and culturally conditioned aesthetic response to

art.

It is only too obvious that there are unpredictable implications for the established
systems. For example, the whole nature of collecting is perhaps becoming obsolete,

and what is the traditional museum going to do about work at the bottom of the Sargasso
Sea, or in the Kalahari desert, or in the Antarctic, or at the bottom of a volcano?

How is the museum going to deal with the introduction of the new technology as an every-

day part of its curatorial concerns?

I have purposely made this text short and very general. INFORMATION will allow for a
more careful and thorough analysis of all the aesthetic and social implications of the

work. My essay is really in the galleries and in the whole of this volume,

Kynaston L. MeShine

A

sociate Curator of Painting and Sculpture

1k




]
f
i
g
|
|

BLANK PAGES FOR THE READER

PLEASE PROVIDE YOUR OWN

TEXT OR IMAGES




W







MARIMER &% ENCOUNTER PLAYBACK DATA === JPEDIT PICTURE NUMBER 5 PAGE B4 [:I

ELEMENT MATRIX Gy ELEMENTS 171 THRU 200 |

LND LT1 172 173 174 175 176 177 178 L79 180 Lsl 182 183 184 185 186 187 188 189 190 191 192 193 194 195 196 197 198 199 200

100 35 38 36 35 36 A7 &3 43 31 32 33 31 33 34 14
101 33 34 34 33 34 34 63 4k 32 32 33 33 33 3s 135
102 33 3% 34 33 34 33 62 43 32 33 33 33 V4 4 3a
103 33 33 33 33 33 33 63 44 32 32 33 31 33 33 W
104 33 34 33 3 33 33 63 45 32 32 33 33 33 34 38
105 33 34 34 33 34 34 63 45 32 33 33 33 33 34 34
108 33 O34 4% 34 34 34 B) 45 32 32 M W MoO34 3

|3

1
35 35 35 37 37 38 38 39 19 4D 40 40 42 2 i

|

114 33 O34 35 34 35 34 33 33 33 34 34 33 34 33 M 35 35 38 36 3T 37 39 38 39 40 40 41 AL 42 !

118 33 %4 33 M 34 34 33 33 34 35 34 34 34 34 34 35 38 36 3T 38 3T 39 39 39 AD 41 41 41 A2 i I
1y 33 33 34 31 4 34 33 33 33 34 44 W 34 34 B3 35 36 35 37 37 38 38 38 39 40 4l AL &2 W2 i

1 32 33 34 34 35 34 33 33 34 35 34 34 34 34 34 35 3s 36 37 38 38 38 39 39 4D 4L 4L 4L A2 |
119 33033 35 3% 35 34 33 33 34 34 34 W V4 34 3 36 36 37 3T 38 38 39 39 39 39 4l 42 A2 42 [
120 T4 A 34 15 34 34 33 34 34 34 34 34 34 34 34 36 35 36 37 38 38 3 39 39 A0 ALl AL A1 A2

121 O34 34 34 35 34 33 33 34 34 33 34 34 34 34 36 35 36 37 3T 38 39 39 39 AD Al 4l A2 a2

122 35 44 34 35 B4 4 J4 34 34 34 34 33 34 35 34 36 36 36 3T 38 38 39 3B 39 40 4L 4L a2 a2 |
123 34 3% 34 35 34 I4 34 34 34 34 34 34 36 3% 35 36 36 36 3T 3T 38 39 38 40 39 4l &1 ALl 42

35
35
s
34
%
34
3
34
35
35
3
kol
3
35
, 3%
115 32 34 33 3 34 34 33 33 33 34 34 34 33 34 34 35 35 35 35 3T 3T 38 39 38 N9 40 4L 4L AL 42 !
3%
s
34
35
%
35
35
5
s
3%
FL
£
3
3

w
(=]
™
*
-
-
w
-
-
-
w
-
-
-
-
W
-
-
"
-
-
-
-
-
-
»
-
w
-
w
-
"
-
-

FEREFEEEY
-1
.
H
H
Z
3
2
2
H
o

2
i
>
%
H
H
H
-
H
S
EESERERERR RS R EERY
=
>
=1
s
H
¥
4

FUESEEEFEY
-~
<
-
s
H
H
.
&
&
&
M

50281 11000000L0100011L10011000000010000011000011000 001000021010 0L000000100010101001000100110000001141110000001111110000010000

WARINER-C VIDED TEST DATA MARINER MARS 1964 TY TAPE mOJIF FILE 1 JPL REDUCTION PAGE 8
BINARY DATA DUNF PAGE L}

|

1

|
50401 001111110000110000101111001111110000001111110000110000010000010000 1100001 100000100001 1000001000011000000111111000001 0000
50521 010000110001000000001111110000010000110001010000110000110001010001010001010001010001010001010001010010010001110001110001
50641 11000111000111000111000111000101001001000111000111000011000111000311000111000111001001000111000111000L110001110010010010
50T&l  01001001000111001001001001001001001001001001001001001001001001001001001L01100101100101100110100101100100100110000L0110010
50881 110010110011010010110101110100200210010111000011120104100111101000011000011000011000022111011111011111111000001000001011
510001 O000MLLLLOOL1OLOORO00OIO00D0L000011L1010101001100L10001 10011A2R000R01001RLA0LIR1000ARNRORLLEIOLLELI0NLLAOLLLRNN000REDIED
BEEOLRELRIOLLALONRLRR0RLRLIOLENA0AARLRANERRRAARILEIOLRNALOLALL00LLLLL0RLRLR01ILLL0L1LO0L10L0000LLL000L110L01LI010100100
LIIOOOLELO00LLLOLONL1000LL1000LLL000NL0L10LLE000LLI0LI0LLE000LLL1001I000000LLL0L011L010LL1000111010L1L010011000101010L0L010
L11010L01000101000L01080L1110000000001001010001011101000001010110011101000101010001001021001111001101000111100L00100100100
ALARIOELELAOLLLIROLARA00LL1IO0LLAI00ELLL00MRNL00LLIOLOLL01001L110011010000001011101100000011110001110011000001L1100010100
111100000000 L00101501000011000L01COLRR10000RRAOLLE1RORNNLE 1 OL11111000001000010111110

11111100000100000100001 100000100001 100001 1000001000011000011000011000011000001001001000111000011000010111111000101000011

I

|

|

00001 100001 10000110000 010100010100010100010100110100010100010100011100011100011100100100011100010100L001000111000111
CO0111000111000111000111000111000100000111000111000111000111000111901001001001000111001001001001001001001011001002001001
0CL00100100100100100500100101100100100101100L0100010110010LL00L0110010L100L0L10010100010100010110011110101010LL001011011L
OLEROLOMILLLOLLIR2000LL0L0000L01L1L1100001100008 00000000000 RLER1E1000O0IOLOL1101L0001L111001101001000100000100010000100
100010011110000XA0000LAEIR0RL1L00LL00000000001000R0N10LAOQ0R0IOLMLAA0RLMRIOLELIIONLINLLOLLRNGRLNMNOLLLNIOLIRLROLARALIOLELL
AARRRRRRLERRARONLARARRRRARORE11200L1000RERR101LE00L101I0010120000L1000011210011101010101010100001101011100011100011100011
100011100011100011100011101011101011001001101011101011100011201011001011100011101011100011101011100011100011100011100011
1010111000111000121010100010100000111000L01100111100000010110000100000110000L11000101100101100001110100100111100L1110011
LIOD1LRE001L11000 0000100100002 RR0RRRILOLLLEIONILARAORLRLIORLARR0ORALIIOLL0RI0LALLROLIALNOLILR1IO0000CLLLLLOL0LLL0L]
L1LL01E1RLOL11LALO00000111EE1000000111111000011000000100010110111000001000100110010000111100001100001100001100001100011100
010100000100000100001100001 1000001 00000100000100000011111100000100001 1000001000001 00001 1000011000011 00001 100001100001100
010100001100011100010100010100010100100100101100011100010100011100100100011100011100011100100100011100011100100100100100
1011000111000111001001001011001001000111001001001001001001001001001001001001001011001011001001001011001001001 00100101100
101100101100101100101200110100120100001100101100101100110101000101010100100101101101110108111101111110000110000110000110
0001100001111011L12L202011114100000L010L110110001111100L10L00L00010000010001011100010100L10011000100010000110001100001LE]
OL1LILORE21200LLRR0RIRANOLERELOLRLAR0RRRRE0RLLAONINLIOLANLRROL1I2L00LMRRORNNRIOIERILRRALRRRRRRRARANAZRLOIRANLNANTLARNNNLD
01111108110011010010100110111000111000111010111010111000100010111000011010111010011010L200001101101110001110101110001110
10111000111000111010LL101011100041101011)000LLEOCOLLL0LORLLOR01110001100100100100110001110001420101110101110101110101110
100101001L1200011000011010L0110001000010010000010011110000000000210000000001011001111001101001011001111001L11010000001111
108311100110 100012010000001111100L200011111011L000011200120001000000881L000101101021101000000001110000010000001111110000
0100010 00000100000 00001 00001 1000011000011 00001100001 1000011000011 0000110000110000110000010000110001
010000101111110000010001110001010001010000010000110000110001010000110001010001010001110000110001010001010001110001110001
010001110001010001010001110001110001110010110001110001110001110010010001110010010010010001110001110001110001110001110001
110010010010010010010010010010010010010010010010010010010010010010010010110010110010110010110010110011010051010011010010
1100101100101100110101000101011101100101110001110100110001111110000110000100111110000110000110111010001111111L00000L0001
1101100011111001101001000100000100011000100100010111110001112200111010101100110100121100121110000010000010000L000ELLDLL
111000120221 1000 LARROTLAEL2000200RR1R10LLLRRAN1RITELRT0R0RLRNTONELRELRLRalOLaEIRLlLL1i011l00L10L00101L10001110001010L01
110101110101110101110101110001110001110001101101110001110001 110001 1100014 10001110001110001110001110001110001110101110001

110001110001110001 110001110001 11010111010111010011000L1101011100011101001 10000810100 11210011110111010011100011L100L101010
0001100000011 100111100011110LL00000E1100111100211100110100102100111100801100001010001120001010101010101010101010101L001
111101111010000001E1110111100111110111111000001000000111111000001000001000011000001000001000001000101000010111111000001L
|
\I

0000100001 100001 100000100010100001 100001 100000100001 10010010000101111 1100001 1000001000001000001000001001001000001000011¢
55681 000110000110000110000110000110000110010010011010000110000110001010001110011010001110001010001110010110010010010010001110
$5801 001110010010010010010010010010010010010110001110001110010110010010001110001110001110010010010010010010010010010010010010
¥ 55921 001110010010010010010110010110010110010110010110010110010110011010011010011010010110010110010110011010011110100110110010
T S04l 1110101110101111101L1111000020111111000011000011000221111100R11111111111000001010111011000111110011010010001000001000111
$5161 110001010011001100011131001 18110100100 EERR01210100R00400110002200000210000R001001110000000000200001000101010011000L1011
56281 OLLALLRELEILRLERERIZNEANIE1LRLLAANAAAOLL100E011110E110101010L00L11010111010110010111010110010111010111010111000111000111
S5401 OL0LL10LO11L010111010111000111010E10000111010111010114010111000111010111010111010111010121000111000111000111010111010111
%4821 010111010111000111010011010111010021000111010112010101100111100111010111010111100111110101110111100110100111100111110111
56641 110111100111100111100141200111100140010111400211100018410111100001000111100011100111111000011000010101110111110111111000
%476l 0010000LOL11110111111000001000001000000111111000001000011000101000101000001000001000001000001000001000011000101000001000
56881 10100001100000 100010100001 1000001000001000001000001000001000010111111000001000001000011000011000011000011000011000101000
57001 ©01100G111000101000011000011000101001001000101000101000101000111001001000111000111000111000111001001001001001001001001001

$7121 001000111006511001011001001000111000111000111001001001001000111001001001001001001001001001001001001001101001011001011001

s7241 011001011001011004101001011001101001101001101001101001011001101001111010101011001011011011101011111011211011111100001100 l

57341 OOlloQOOOLLOCOLILL 001 - =,
s7481 LALRROLLAAEOLR1LRGENLIEONILI30T0LNL0RA1RI0LELR0RLR10L00 ARR0LILI0LANRI01ERIOLILLIOLRLERIRIRIIRIRERIRNIRRIOLLLLERNTLIEQ

10Li111111111400000001011101100011100001101001000100000100100000100100010111110001111000111110111110 5301 U3

145




B

A










. REPUAOURG O 28 DY = B

ﬁwl&‘."&%w W Dons

.oy othe e %@é‘}_ : :
&_mgﬁe‘& sor o







151










i L e Y

THE NEW YORK TIMES, SATURDAY DECEMBER 14, 1968

U.S. and Hanoi Delegates Debate ﬁle Design|

: |

PACL ROTMANN ce iationy OPpasite numbes. Esch was ac.

W PaL tow |Vance Offers 4 Veriations rrithn i e |
PARIS. Dec ‘3—‘-J-|||ed' n @ Private Meeting — | As reluted by sn American|

States and North Vietnamess|
officials met privately for three|  No Preg
haours Bt and considered
ivariants of curved tables for
tho pro| nu-ﬂ Brondened p“,n.. w plain round tabis.|
talks. . would twe quar:| ™ "
delegaten in- ller segments of the table wndl, .'1-: it was described as
ated on devices 1 e pros. ¥ou [Americans and South v
pective. conference  furnitrs #102MEse ol ]«.uun take me

e lmﬂd started the dlscussions by pro-
|peting three seating -rrm;n-

—rr——————s

that would indicate the sxigt. FEMSInIng half” B, rre second Amesican propossl
ence of two sides of belliger- b ::“';;'g‘l’le"d"“ quots d'ss alled for two Half-<ircle tabler,
o veas done mainly st the;. TH dIstAction betwesn twa ;'_h_ ".’..‘.:'.," ;:%glw;zdr!'"g‘;
1 - delepation of the bl et e UG A Bl T
e, which was half-circle  tables  separated
| i dl-'r;:‘l? ':Jv«eu:'.;_d al today's ol samewhat  from m\blom:r
confidential sessi t while| ™Ith Twa rectangular 1ables far
{ However, the Unied Siates, (078 ;,::";;";'gj,m foan EETRArEs i upe reconten

3 100, *IM'.K the l!ll,:n! AT . |hetwesn
Cobane]| 'I.-lu resiaged that his
elegation rejecied the "con-
ept of twy aides.” and went
1 on |an o propase a table i’ the
Thess are Hanol and the| ;luru dingrams wera shuffled|form of & complete, unbroken

! i Vieicopg oo une side. and the) back and forth snd particlpants| circle.

United States, b South Viet|cradely scrawied new fumiture| Mr. Vance, ln 8 rejoinder,
j |Pamese allies, and otber lied|pacterns’ on note pade made & further JFroposal. He
- - I Sl conm | ETrfor Compeomie Seen (118 08 T Bl bl
| Nations] Liberation Front of| Mothing was decided. An Ihe PrOpoRsd seevetariol

South Vietnam,  the American delegation source. popien

: superstructure of the Vietcong, pointed out afterwards that
I 5 no more than an awdliary| while the Communist side ua
. force af the Hanol regime. |fot sccepted amy of the
i Fromi Wants Separais Soatus |
I Hanot and the Vietcong con-

between them.  How
ever, the Amarican side insisted
| thaat the seoratarial tables must
Hed ot out “several centimelers”
t ther side from the curved

19 Chatinta cunlld!l’l‘ng mf!lr I.I mbout two-fifthy of an
various sofutions
| The impreasicm prevailed Tht American official wbo
was|bere [ate tonight that the rep.[F*¥® an sccount of

3 O i ¢ Reports a Throat Ailme
"It in 25 years u-e e s ajte semrwj Vgl
secretar

.Y, Some lon  explained ﬂ!lt I.'|r
onight in the fact that|resentatives the United 152
[ Hunofs " delegation  dropped]| Satea, and Hun wers groping] U5l gt T
1
'l i o THE NEW YORK S FRIDAY DEC P‘"{”"\‘ T 4
| ;
[ ‘Readers !ndrgnant at lmpasse on Tabfes in ParisU.S. URGED TO BEGIN i)
i | A VIETNAM EXODUS -
[ T ke it - be Beld in & field nnar the de| Dr, Samuel wis i
HaHAR Nalf e bl s some » the negoti-'t lar " vkt

s ) pale aver the shipe of the ne. Aoy mg,,{ S0 Dtoee o Vieineare- ous fac the Norih) was b sune(Briton Detained in China
| Eotiating table at the Vietram the wa 4 - |
| d b(
|

NORWICH, England, De %

Oleuters)— Anthany Gr

Reisiers coreespondent beld =
ary

& mush-
sai the

[ Sakd o & CREH
X |r|r|¢r|r|| received by hit
sLh that he was b

or pharymgilie, &

F bl i infectian by
i g FWSE W Wl
ecutive diractor of its Washi ieASAER Wi roceioed
ton affice

writers. such as
ier of Brookiyn

a widow

wings of the sug:| RS

Mr. Cytler also| 30 byeare

av 8 his ides to !re:lﬂ\-": his Boms
ation Prong |='rvt Wichard Nison, ¢

n & unilateral| year

ang. & visibly separate| Suggests V-Shaped Table | American mitiative. cived I rigts in Mong K
and enhanced siatu Mr Cutier's ides was roughly| #rup ddopted tin mew He i# limited o ,
| Mast Expeess Indignation | V-chape e with the &a.,n. Donald M. Saloman of Breok. 'nu;.uun at its s ter-|of his Peki
;fL'um-:r Vietcong miting/lyn thought a dismand.shaped| e,

Zck 1o back on the indide of|table wauld satisty the
® ¥, Where they would noimands for four-sided and two.
k at each other The Morthsided tables

n and  Americans: From Hong Kong H L ¥y

> the
ectors also urged|a guard can watch hr

L R the JI.I‘:—JPI\” that each of '.‘|Ed€n f
st O'Bren s in, where each could|negotiating parties shopld sit
| | ,5-3. Erg:; k’-lrlc' oppanents |at one of the junce
I et . Gugh for arms of 3 table shaped like
£ ine gentlemen in Parse # £rosa |
wrilers expressed in
4 the fighting and |
] N
i O O
£
-
T des
Hanoi and the Front
been under General Franee ages for every,
; Spam Ousts Family geranial Tusiuge e boy e Tare abeimag]
. coif here and need not be expiained|
Of Carlist Prince,| Toe sourcrs sua Ihe expula i detal by worie |
orier Pri “IL 06 likely that the next
f Claimant to Throne!Xever e 5" Coinies winser

2t |win the  Nobel !‘ucel
Magdalena, Amd  their twolPrize be a furnifure de-

A daughters. Princess  Nivesisignes,” predicied E. & Goi)

'I"HF‘ HFW YORE TIMFS EAT”RDAY JANUARY 4, 1959

Us. MAJOR TELIS H opels Growmg in Paris f or Widened Peace Talks
OF HIS CAPTIVITY

Contlaned From Page 1, Col. § |
‘--..—/

- —

Area nOW iy not too safe. Buf
It was certain that if an Ameri

can saw the beard ha would|
realiza that mo Vietnamese
would be wearing & beard like
] ¢ that,

“lAs 300n 4 1 saw the chop- |

per bank up on its side
| could see the side gunners ook ;
ing down 1 knew 1 was in. All|
! | T could think ur ta say when 1|
1 Bot 1nto the was ‘Go*
{ At that paint T defaitely wan. E
r ed out of that ar |
{ owe, & lieulenang st
| | muf'..'.’.ou.”m....m The dix letterad shapes, propessd m possible confersace
1 - uu- by the U5, were disparsged by the Novth Vietsam-
bis quipost was overrun, had
little to say that was creditable -'-uuwn mmn—sﬂh.nuplm_
| to the Vietcong. the 4 — 18
i :::,;y”_"‘ll"‘_:‘,"‘,f;w""h‘f’mdw Contimed From rq- 1. Col. 4| ment said, Coiooel Lay erml'
oty anwiwers (hat, he said. might s two-sided conference.” Aftor|'® TEhomnce the use of name-
feopardice prisomirs af war his mews culrffn'nrt. Mr. Nam/Plates and fags at the cnnfer.

Soeme of the questions involved | hinted to some poriers that ence table.
i his treatment while in captivity, |the formulas had lﬂn rejected.|  The I-d
| He discussed life in & prison spression _temained, | tion

iy
chmp in & general way. After|nevertheless, that the FHanoi|said aher mlurh?:‘h Mr.
| being introduced by Col. Heary

ol Vietcong stand was {ntention Vancs today that i atber] w
r., wasistant |nforma- ally vagoe, Eide’s reaction to the proposals| pryy Nam, leade: et b b
| it the San Francisco| A North Vietnamess state. iz ot 8 ewrcut rejection.”| b e A fopaty oy ""'"_"""J tobihd
dm.munwwﬂm.mmumwmm expressed confidence; MbItS sketches of designs fur tables from WL . Vi
! frw detuils of his tacape. mpression. B Guoted Cobonel|that epandcy taiby —ogoee) T & 7 T =
| “We had moved from & Lan ns having yes-start. part of the pescs falks might|domestic matter that would
| prison camp we were in be- terday that the ':nmq Tonight the snum Vietna- n-mhn.lly be moved from (hawe to be discussed in Salgon,
Cause of the process of invad. should “siress nefther the con-|mess  denied report while relations between South
f { ing our area,” he said. “Tt was|cept of ‘twn sides’ por that m:.\mmmu "1 "The repare aait that relations| vietamn st onman e
4 . situation. | separated |four parties’ ™ |Hlmreudn-u|lhosusmmm tha Ssigon Govers-might be negotinted In Hano!
| 15]4, myself from the Vietcong at| To this, the state-| delegat ting that/ment and the Vietcong were alor aboard & ship,
‘ one potnt. hailed and flaeeed'=— —




IN TODAY'’S ISSUE: ANNUAL BUSINESS AND FINANCIAL REVIEW OF ASIA

“All the News
That's Fit to Print"

Ehe New PYork Times

LATE CITY EDITION

Weather: Montly clowdy toduy
chance al raim tonight, romorraw,
Temp. vange: todsy 42-26
31.22. Full US. report oa page 3.

VOL CXVII.. Nc.‘OJJG

€ T T S Ty T Cmonay,

NEW YORK, FRJ'IMY,}'A.NU’ARY 17, 1969

10 CENTS

JOHNSON OFFERS
PLANS TO CHECK

INFLATION IN 1969..., ... cos s

ASKS ‘[}00{.[}{9 un:!s 8% Air Fare Rise
|fani¢dbyCA B.

But Emnomx: Report et
Still Sees a ‘Highly | me civit aeronautes Boars
Prosperous Year'

snnounced today that it had
tentatively decided to allow
the nation's domestic airtines
to ruise passenger fares an
average of 34 per cent.
The increase is still sub-
Ject o sl confirmation by

Text of President's message
_appeces on Pages 14 and 15

—— | the board after it receives |
| mi

ommant,
the new rat

Wy EDWIN L. DALE Jr, e o
i 19 T e T Tom

WASHINGTON, Jan, 16| foctive March a5
President. Sobnann faid st be| W fAres would e by 33
fove Congress today an_eco.| 12 s ;TJI cerain coach

‘ares by o 52,

il vy T o fhe board's decision wauld
infistion than last year — a |DCEAse revenues df the
Wralegy knews 1o be sndorsed| COUNLEYs 11 trunk airlines
in all s exentinli by the .| b aimost §200.milliva  this
coming Nixon Ademinisieation | YOOr. according 1o airline

lis main ebements are 3 ecamomists
muphes i the budget Six airlines hd muﬂ}». .
monetary policy by the Federa)l 'ATEP fare increase, Com.
Toeaerve Bowrd sllowing money| PTG of [ulling  profits
and credit Lo expand, but ot &)
ik Tosiod ThG o s “*Ir:mum-iwr-.-ucmx
inflationary 1966-68 period.

Mr, Johnwn, in his ‘,.,.u..|
e CORE PERAS W

cautionied that resirint on ex

pem e o e o (N DAVIDKENNEDY

bringing on & recession
said that his straegy mmv-.g
& “coaking off of the ecanomy 1
and o wasing of Inﬂnumﬁ Threatens to Fight Approval
fomces™ but that it still fore- retary if
il ettt Treasury Secrefary
your® Hg Retains Bank Stock
Niaon Team Agrees —

His Councit of Economic Ad-| By JOHN W. FINNEY
visers, in Uhelr companion and pmal e T Hrw 1)
lengthier renort, forscsst that WASHINGTON, Jm. Lo
“the enempluyment ratr should Senator Albert Gore raksed po-|
remain bekiw 4 per cent” of tental cbstacles ioday to im-
the labor force this year de.mediaie confirmation of the

jorecast,| David M, Kennedy would have
should drop from a pate ef @ comflict of interest as Secre|
more than 4 per cent 1o “altary of the Treasur

¥ ¥
liatle more than I per cent,”™ in a move caught iy
To pome extent in  public|collesgues h;r surprise, the Ten-
comments, and privitely Democrat to

CITY PANEL FINDS|
APPALLING SIGNS
OF RACIAL BIGOTRY

Exposed Intense Feelings
Against Whites and Blacks

Exterpls from report 1o Mooy
will be found on Page 15, |

y HENRY RAYMONT
A paeel  appointed by
Mayor Lindsay 1o stody bigotry
in the city has concloded that

“an appalling smount of fac
prejudice—black and  white—|
surfaced In and about the

school controversy,”
In & repart made public last|
he, the nine-member panel|
|said  that propaganda  and
|threats used by biack ext
|ist during last year's schocl
decentralization dispute  cr
|thined “a dangerous compa
nent of antk-Semiciam "

It alss condemned manies
tatlans of -u.hlnk bn:um
wehich it found 1
“im more sopl anm-d Ind m:
tle fashion,” hut “rqually evil
corrosive, damaging and de-|
|lorable

Unless  adequate  mesaures
are taken immediately. by
city administration to impeqve!
mterracial relations. the panel
wamed, “the school con
traverey may be only the fir
of a number af similar con. |
fromtations.

No Ome s Named |

The 11-page repart was pre-|
pared by the Speciai Commit
tee on Racial amd Telipiou
Prejudice, headed by Bernard|
Botein, wha retired on Dec. 31|

3

and the Broex

were far any ot

| hibiti

o
Supreme Court in Manhattan momic
structed  the  city’s  Huma
The panel was appainted by Resources Administratian to re

Mayor Lindsay on Nov. 9 10 port before Jan. 31 on what|"
determing whether any of the action hag been taken to oo
parties in the school dispute et » long ul: of alleged |r

Paintings Defaced
At Metropolitan

One a Rmbrumf! H.B.A.F”NU SETUP

By MARTIN ARNOLD
Ten paintings, incluing &
Rembrandt, were defaced at

DIUIRL ARAIRSE The museum’s
“Harlem on My Mind
hlhlrlun

Damage to the paintings |

was stight, but Thomias P. F.
Hoving, the museum's d
tar, sid in & voice shakm

| with anger 1hat “the infen-

tian of this example of pais-
onous vandaiism is the most
rave in the histary af thas
institution "

Protesters mgainal the ex-
, which uses phato
murals, shdes and recor

ings, have contended that 1t |

shews a white man's view aof
| Fariem.  About 35 of them,
mostly Negn
preview  she
hlack-tie coc a

party at the museum last

Th indal or vandals were
nol caught, and when Lhe

REPDRT BY JAN31,
US. DIRECTS HRA.

|City Says Most Irregularities

| In the Anlipoverty Agency

Have Been Correcled

This report os fhe Huson
Resources Administrotion was
prepared hy Richard Rewvs,
Barnard L Coliser, Ruchard
Phalon and Ric! Severa of
The New Yok Times

The Federal Office of Eoo
Opportunity  kas

non Cahinet by ebjecting that|the hate literature that has ap- l.nliwwny Savici

peared

| Citing “limis.
and authority,” the panel de-bad been
name any individuals

IcIIned
or grouns connected with

more, the ecomomic team of | 0P

charges and

pose the ,mm‘hm of Mr,|anti-Semitien and Taciam that soltants who have been pa

ations of timelHR A, officials said

The irregularities,

‘moatly’

ng
e

o
gencies nsed urnumbered|

ol |checks tn the hising of cop.[weaknesses in L

President-slect Richard M, |Kennedy to the Treasury posthss marked the school crisis §1.000 but spparently had ac)

Nixom hes made plain il view|un

right one. Comtinental
Mr. Nixon has reserved the Bank and Trost Company. M

right to change & key element|Kennedy is the former chair.

of d—extension of the 10 per|man of the bank, one al the

Rt mcome tax !

only if this can be dnno and | banks.

sl preserve  budget moplus,| 17 &R appasent reveraal of po-|

thanks perhaps to & sharper uition before the Semate Com-
he Secretary of the Interior-
SENATE DEFBATS  fiver s e trese o e

tapering off of the war in Viet- miltee on Inlerior and Inaolar
|Affairs, Gov. Walter 3. Hickel,
Comtined on Page | Page l.

designate, gave what was con
sldered & firm promise to con.

dispesition of federally owned
FIuBUsTER GURB""‘" and until Congress set
|tles the issue. The dispute had

T threatened to biock hix confir
Revarses Humphrey, 53-45, | mation.

The Secretary-designate has
on Ruling Niding Libarals | o o placing hin ey
|moldings of Continental Iilinois|
|stock in a trast, to be admin.
|istered by the bank. but Sena-

By WARREN WEAVER Jr.
sl T e Torn T

Hlinals NIHOMI whale rangs of racial, religious ered by teams of

sgencies,

rugted 15 A permanent con- Federsl agencies that finance 3
ference of representatives from [local poverty programs. The in-|5ame lime, according Lo
the city's private religious, bu- vestigators visited ncal agen
|man relations and civil-rights|cies last June and reported
|findings then and last Decem-| Mr

the Chicago-banker agreed, inatesd, it recommended that | duties.
that this basic policy s the|o relinquish is stock in theld lomprange inquiry.into the Thos problems were discor- o0

the Metropahtan Museum of |
| Art yesterday, in an spparent

ILINBSAYDEFENDS EXPANDED VIETNAM TALKS
'BEGIN IN PARIS TOMORROW;
we—  ROUND TABLE AGREED UPON

| Binsberg—An A f I
| and 0.E.0. Disagres

| ASPRETTY GOOD'

By MARTIN TOLCHIN
Mayor Lindsay orfended the
|eity’'s antipaverty mgen

DEADLOCK ENDED

'Washing{onand Hanoi
Concur on Seating
After 10 Weeks

By PAUL HOPMANY

Rowetal 13 T e Tort T
'F-kRIS Jan. 10—An sgree-
need here to-
apening of the ex-
{panded talks on the Vigtnam
|war. The first session 15 to be
|hield  Saturdey st 10:30 1M‘
A0 A M., New York time)

The accord broke & 10-weelk
deadlock on procedural

i
Human Resources Ad-
d it wubsidiary
u il have chocks
wnd bal |r{‘1 and auditing and
seif-pulicing ey slems
pretty  good—that
careful
“HRA — pare
of course, Jl\dl'l'

Ill'll‘nul auditing inﬂ che

alarce and  imvestigative
hinery,” Mr. Lindsay taid @
news canfecen
| vast might, Mk
|the city's first ¥
= Administral

in the confiict
Inder the terms of the agree-

ment, Mrmﬂun\u of the

South ¥

Habe t )\u:klr_
thin  im
sltustio

v Narth \'-olnum and the Natiana|
ting Liberation Fron Vietes
1 n Federal will sit at a circular table with-

IIPJ\
da
|an

ec. 13,
clals
w\erl\ agency

; do nat adequately un
-_m,lwl what is meant by
tiscal responsibility =

t nameplates, flags o mark-

re
Twn rectungular tables, meas-

s Tre e
W. Aversll Harriman, left, hesd of US. d-luuunu. mnd |uring aboat 3 feet by AL fee,
Mguyen Thanh Le, Hanol spokesman, mest

mewemen. will be

wd 1§ inches from

the citcular table st oppotia
sides

| o e 112 Astronants Board .N|X[|N INTERVENED ot e

Mitchell Ginsh , the Hu- ..
o nsireen aoineras A 2d Russian Craft

'I:f;:"’ be desied s an ox. A fter Space ‘Walk' FOR PARIS ACCOR:

very tightreined, a wvery
10ugh admimisteator "
He mid Wr. Ginsherg had

s st mmmm. Block
80 the expunded 4

et st il

- u\gmn (qnundw that  the

By THEODORE, SRAAD und-table i "

arwse  (He Joingd Johnisan In Urging give the Front the same status

W, Friday, Jan. 17—| Saigon to Accept Plan for as Souch Viewum and insiseed

et manned l)lfffl'l 1 on same device to indicste the

sched in|  PrOcedural COMOromise | oyipience of only two sides

.
| around the warth ysster. This wpuld buttress their eon.

cal people, and
has not ended aith

The HR.A. was st up by day and remained joined for) == wention that the Vietcong gue:
¥ onthy WRD men * ile twa | — e
{Mayor Lindsay 29 montha Ao more than four kours while two| 2 T T T ey were oy agents of Nm
v f10em one = Vietnam.
o statements, Fage 2
le to the other, taking an | Todey's vm\nund
clang  Cwalk™  Uhrough 3 seating fermida elustic enough

Mr. Lindsay soid that "there space,

By HEDRICK SMITH
have been some administrative| The link-up betwesn Sayuz 4 a

T T lfor the allies to speak of two

e 1 5 of “A,S]”NG'UI\ Jun, 1E—The sides and for the ehemy
RAJ bewith om |na:|“1:o‘::::|"”:\:: incomisig. Wbosn Admi L mk of & four-sided affuir.
“Sin Ginsberg  has crow, produced what was de.|Jirvened directly
|taken r\\ﬂ. the Mayor went scribed in &n afficial announce- [-oot Vi es Government
e s ed I andment a1 the “word' P/ PR PROWISEH, Compry
s 1o it space  station®[Tie In the tiks cn ¥

e, Dr. Ginsbgrs 1o

£

ta claim victory in
the protocol dispate.
“aturduy's mesting will take

. ong of

The panel carefully svoided her

taking wides in the schoal

Continued on

The lncal argaizations —

e 19, Cobumn § | Continued on Page 20, Column 1| Contimued

T | up—and possibly dispose of—
ihe question of procedures to
a e falicwed in substantive foar.
Through both Ambasssdsr WEY negotiatians on the war.
EI!NWJ Burke: W, Averell Harriman, the
sm-m,, ,non--nng head of the Unbed
William P, Rogers in Washing- .-\:-;" ﬂt):::‘\vnn. lhnd mhf;
ton, President-elect Richard M. can cisiy  here aan
Nixon infarmed the $uigon re. they boped that the procedural

Wage 12, Colamna e last weskend that el e on Page 3 Colwan ]
_—

of four compar.[PITE the way fer 1
\ding & I‘|Il1.Iva! cusson of sabstantive (ssues in

.:n!er 1o make su-! Ihll
scally tight and vet st the ments pr

command o . with three asiro- I
|poer are serve nauts dx!lr\] lsnded safely to-|
Lindsay criticized  The'ilay, Moscow  Rads re-
[Mew York Times, although nat por
by name, for an articdh yester-

Cangress

The three cosmonauts feel

age 20, Column § | Contlnued

WASHINGTON, Jan. 16—The
latest attempt to corb Senat
debute fasled today when

|
:mﬂndo-n.l 18, Column 2

Paiikive) ad: o RAiE Galamison to Head |

cans deserted the ancifiliuster
chine on' the second of two| Teacher Pact Talks|
cretical te:t votes |

Opponents of the filibuster
‘were able 19 muster e bare ma
Joriy, 51 1o 47, on' & motion

By LEONARD BUDER
The Rev. Milion A Galami-|

10 cist off debate, relying on a /%00, AR outspoken critic of the|

twoday-old ruling by Viee|ttachars’ union, has been ap-
Presiderit Humphrey that hepointed chairman of the Board
would BOE Tequire a two-thirds|al Education commities that]
majghriy far this purpose will oversee the farthcoming|
* But then the Humphrey rul.[contrace negotiations with o
ing iteelt whs challesged, and|union
& coafition of Sauthern Demo
vrats and conservative Repuly- by John M. Doar, president of|
tiedns voted the Vice Presidant the city board, who said he re-
down, 33 10 4 marded Mr. Galamison xs Ih’
For all peactival purposes, best man” for tlat post Mr
Doar said that the Negro min
Contimoed on Page I8, u..-»'r {ster, who is the board's
= | prewadent, “is 1, will
be falr and will mess his re
2 sponsibility

of Teachers, declined yesierday

Oalamison (o hesd the)
rd's collective  hargaining)

+'Continued on Fage 19, Column 2

The apsintment was made|

Albert Shanker, the presi-}
dent of the United Tederation|

umhm of the two resemich
yme. In fronl are Dr. Ral

used by

s that synthesized ribonuciease flank & model of the
Mirschmann, beft, and Dr. Robert G. Denkewalter of
Mm‘k Sharp & Dohme. Behind them are Dr. Bernd Gutte, left. snd Dr. K. Bruce Merrifield

jolmed  President Johnaom in
[bicking the compromise for

An Enzyme Is S ynthe_gizéd for First 1 Time.";"ﬂ e [NQU]RY UPHOLDS

e sumes ciny| WARREN REPORT

Mr. Jahnscn a
ciaimed the b'?lhlh'Ju]l' Er_'!l
id that he was pleasec by the|Finds Autopsy Photos Show

hwe-| 2 Shots Killed Pra
new

By WALTER SULLIVAN
ke firnt time an e

Jahnsan

| Discusnan and summary
repart are o Page 17,

Continued on Page 2, Columa 7|
T By FRED P, GRANAM
Pt s T e T Timen
WASHINGTON, fan, 18.—A
5 & panel of four medical experts
Dies Dnrmg Protest sppainted by Atioreey Geners!
Ramary

this i eonasly the segin- Head of Swarthmore!
ning of & new gemeration o
therapeutic agents*

Clark to examine the

e wxph

-
I SWARTHMORE. Pa,

|16—Dr Courtney € Bmith.| confirmed the Warmen Commis
preaident of Swarthmore Cod conclusion that the Pres.
lirge. was siri-ken fwtally with idens was killed by two shots
n heart stiack todey  while froem behind

& 19 meet with & facuity| The yearoid repor was e
e studying demands |gased tonight by the Justicr

Dohme Research
A% the arhirvements were &
nounced verierday

The enzvme b

wpraay
Sireel, where
Reemmenl

cupsed the admiss
more than s week. Me w

The depuriment will use the
5 rephrt in court here: 1ame
o um ALeO |

n, New Ctles
fram subpoenaing the

vratetdan’s pint
was made

phetngraphs fram the N
A

acting out of rrepe P
Smith, bat wousd pees e
+ grmand
fir Smith, Amer
¢ the tary of Rhodex Schn
1953, was pe

s office. at
Quaker - areated

D Mores Brwie, 4

ater Bis UPCOMINE RNHAAMALION

The News Surmmary and
ppesrs of Page 2.

Inden

team in synthesis s 3t rear Contineed on Page 27, Column | {Continued on Page 44, Columa |
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the el sctronic oasis
transcends conventional time/place
realities.like the printed circuit,

it is invisible.

here today/gone tomorrow,.,now you see it/
now you don't.

global consciousness diagrams are idea shows
you can't build a model of them.

invisibility is a prime objective/an intricate
presentation technigue.

the electronic oasis is best exposed/selected
by electrovideographic images/100 per second/
viewed while floating thru a time:tunnel
at the sound of light.

the electronic oasis is a process

a life art process.

[ e
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‘& SION TO SIXTH PARIS BIENNALE
',-‘ EXPERIMENTS IN ART AND TECHNOLOGY, NEW YORK
PACKAGED MICRO-REALITY SLICE, HOUSTON TEXAS

4R ENJIROIMAGE FUTURE oy
WpUELS FOR FUTURE LIFESTYLE ON PLANET EARTH 2
INARY ARCHITECTURE Lo
NOMADIC LIFESTYLE PROJECTION 8
TYLE

® LIVE IT EVERYDAY/THE COSMIC MIND .
#RSIONS CONDUCTED BETWEEN SPRING EQUINOX :
UTHCOAST OF TEXAS "

EXIENCE LIFEART THEATRE o
RESOURCES IN EVERYDAY WORK/THINK/PLAY ENVIRONMEN .

{ATER, HOUSTON TEXAS, SEPTEMBER 26, 1969 :




= Pt

OFFICIAL PARTS INVENTORY
MODEL OF " THE ELECQTRONIC 07.SIS"
1969 PARIS BIENNAL

gulf lunar im) kits
3d space g structokit
mothermany et of the mothers

fly the fla®bumper sticker
fly your flag plas stickit

our flag puzzles

confederate flag

apollo lunar spacecraft kit
texas cowboy hat

texas license plate 1942 #627 706
texas license plate d*o*u*g
texas license plate c*h*i*p
usa flag decals

apollo lunar module kit ;
book'revolution for the hell of it'
minature scale plastic cowboys
10 zig zag papers

1 ant farm

1 vertabrea texas longhorn steer
1 space atlas

400 shares stock

1 talking trip to the moon

5 post cards texas state flag

1l set apollo color slides

1 portable laser unit

e el e SR

I MAKE PNUIRONMENTS FOR PEOPLE

LIKE MAKING LOVE TO THEM IN THE PARACHUTE
STONED TOGETHER/ALWAYS ALONE

THE SUN MOVES ACROSS THE SKY

FILLING VOIDS IN-TIME LOST -«

ONMEN

NOMADIC TRIP MAY 18, 1969

DIO PORTABLE RECORDERS
PLASTIC MEDIA CANOPIES
CLOUD PARACHUTE

LAND BLANKET PARACHUTE
AMERICAN FLAG 9X12
AMERICAN FLAG CAKE
PLASTIC BUSINESS MANEQUIN
WHITE WORKMANS COVERALLS
HEADLIGHTS

MOTORCYCLE GOGGLES
AMERICAN FLAG MEDALLIONS
TOTAL EXPERIENCE ENVIRONMENT ASSAULTS ALL THE SENSES
INVOLVING AUDIENCE IN QUASI REAL LIFE/SENSORY OVERLO
A MEDIA PERFORMANCE IN 8 PARTS

ALLEY THEATER SEPTEMBER 261969/UNIVERSITY OF HOUSTO
COLLEGE OF ARCRITECTURE SEPTEMBER 27,1969

3 Lok L 3

UNIFORMS :

O QN O Ot et et ok i N

INFORMATION

THE ELECTRONIC OASIS, CHANGING AS MEDIA NOMADS STOP
TO ESTABLISH MEDIA NODES/PLEASURE EXCHANGE

THE MOBILE, COLLAPSIBLE,FANTASY ENVIROWORLD

FREE AT YOUR FINGERTIPS

PLAN NO SCALE e
STATIC MATRIX A \
MEDIA TRUCK . A
CHUCK WAGON , |
SHOWER DOME : Siwy o
PNEUMATIC PILLOW ' ‘
DREAMCLOUD

HOLOGRAPHIC ENVIRONMENT PROJECTOR

ONE MAN LIVING PAK

9 MAX BRA (HAUS RUCKER DESIGN)

10 STRAWBERRY PALACE

11 ENVIRO/TRIP UNIT

e
S
4

-

O~ M

ONE GIANT HIGH FOR MANKIN



















HEPONS! M INSIANT VT ¢

&
o it SN

A

Tstant (b at Bowrnemoven
o Reter (opks ME%










180







TR AT
















LIVING NUDES TAKE OVER MUSEUM

NEW YORK, Nom: And s0 ber accom 200 visitors snd an
THE NUDES st the Museum of Modern Art yesterday and mimicked
were not just and statues. Six women and
two men their clothes and froli hth
Museum garden and reflecting pool amid I.lrm-ﬂnnlllc
nude statoes dhp'l.lyudnuﬂouwm
Th:hnmnmndbrllmm.u a Ze-year-old mnummlhr.lw[mdeﬂuw
Japanese uulrl:nl Museum officlals b nodwn
Mirs Eusama previously sta, nude nppmnn"
on Wall Street and near the Nations, said the
Museum was s place where “you can take off your ciothes West Sith Street, he warned them never to
in good company.” return. (AP

“Evening News,” printed and poblished by the Trinidsd Publish ing Company, Limited, 3338 BL Vincest













FILMS

—— -,

This is a partial but representative list of films that reflect many of the concerns and
attitudes of the artists represented in the exhibition. Most of the films will be shown
in the galleries in the "information machine" during the exhibition, and, for a more
careful viewing, in the auditorium. Unfortunately some of the films listed were unavail-
able because of techniecal limitations.

Vito Acconei. TUSA

START. KEEPING UP. CIRCLE. JUMPS. PUSH. FILLING A SPACE. 1969-70. Super 8/silent/
color, 3 minutes each
Marc Adrian. West Germany ?
BLACK MOVIE. 1957-63. Color/3 minutes 18 seconds 1
Raymundo Amado. Brazil
APOCALTPOPOTESE (GUERRA E PAZ). 1968. Photography and production: Leonardo Bartueci;
Music: Caetanc Veloso; Dancer: Mangueira. 35mm/sound/color/10 minutes -
Siah Armajani. USA '
TO PERCEIVE 10,000 DIFFERENT SQUARES IN 15 MINUTES. 1970. 16mm/silent/color/15 minutes
John Baldessari. USA
VIEWPOINT., 16mm/film loop
Barrio. Bragzil
Two 16mm films
Robert Barry. USA l
SCENES. 1967. 16mm/silent/color and black and white/T minutes '
Gianfranco Baruchello. Italy i
COSTRETTO A SCOMPARIRE. 1968. 16mm/sound/color/15 minutes |

Joseph Beuys, West Germany. Henning Christiansen, Denmark
EURASIENSTAB. 1968, Producer: Wide White Space Gallery, Antwerp. 16mm/sound/black
and white/20 minutes

Mel Bochner. USA
WALKING A STRAIGHT LINE THROUGH GRAND CENTRAL STATION. 1965. Made with Robert
Moskowitz. 16mm/silent/black and white/72 seconds
N.Y. WINDOWS. 1965-66. Made with Robert Moskowitz. 16mm/silent/black and white/9
minutes
DOROTHEA IN FIFTEEN POSITIONS. STASIS. 360° x 3. 1970. Super 8/silent/color/3%
minutes each

Robert Breer. USA
66, 1966. 16mm/sound/color/5 minutes
69. 1968. 16mm/sound/color/6 minutes

K. P. Brehmer. West Germany
MADAME BUTTERFLY. 1968. 16mm/silent/black and white/2 minutes 5
WALKINGS. 1968-70. 16mm/silent/black and white/c. 30 minutes

Marcel Broodthaers. Belgium
LE CORBEAU ET LE RENARD. 1967. Producer: Wide White Space Gallery, Antwerp. 16mm/
silent/color (special screen)/6 minutes

Stanley Brouwn. The Netherlands
WALKING IN DIRECTION OF SEOUL. 1970. 8mm/silent/color/3 minutes

Christo. USA
WRAPPED COAST, ONE MILLION SQ. FT., LITTLE BAY - 1969, NEW SOUTH WALES, AUSTRALIA.

1969. Producers and filmmakers: Michael and Christian Blackwood. 16mm/sound/color

Bruce Conner. USA
REPORT. 1965. 16mm/13 minutes

Hanne Darboven. West Germany
6 BOOKS, 68' - 6 FILMS, 68°
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The "information machine" or "visual jukebox" designed by Ettore Sottsass I

Walter de Maria. USA
BEDS OF SPIKES. 1969. 16mm/sound/color/9 minutes
HARD CORE. 1969. 16mm/sound/color/28 minutes
Frangois de Menil. USA
THE TITLE. 1970. 16mm/sound/color/15 minutes - 21,600 frames
Erro. Ieceland
GRIMACES. 16mm/silent/black and white/L4$ minutes
Fernsehgalerie Gerry Schum. West Germany
LAND ART. 1969. Objects by: Richard Long, Barry Flanagan, Dennis Oppenheim, Robert
Smithson, Jan Dibbets, Marinus Boezen, Walter de Maria, Michael Heizer. 16mm/sound/
black and white/38 minutes
Rafael Ferrer. USA
TIMBALES. ICE. BUCKETS. TWIN LINE. CONGA. ROAD STAIN. 1970. Super 8/silent/color/3
minutes each
Robert Fiore. USA
See: Graves, Oppenheim, Sharp
Morgan Fisher. USA
THE DIRECTOR AND HIS ACTOR LOOK AT FOOTAGE SHOWING PREPARATION OF AN UNMADE FILM. 1968.
16mm/sound/black and white/15 minutes
PRODUCTION STILLS. 1970. 16mm/sound/color/11 minutes
Barry Flanagan. England
THE WORKS. 1969. 16mm/silent/black and white/c. 26 minutes
Antonio Carlos Fontoura. Brazil

VER OUVIR. 1967. Photography: David Drew Zingg. 16mm/sound/color/20 minutes




David Lamelas.

TIME AS ACTIVITY.

1969
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Hollis Frampton. USA
SURFACE TENSION. 1968. 16mm/sound/color/10 minutes
ARTTFICIAL LIGHT. 1969. 16mm/silent /color/25 minutes
CARROTS AND PEAS. 1969. 1lémm/sound/eolor/5% minutes
LEMON. 1969. 16mm/silent/color/8 minutes
PALINDRONE. 1969. 16mm/sound/color/22 minutes
ZORNS LEMMA. 1970. 16mm/sound/color/60 minutes
Ernie Gehr. USA
WAIT. 1968. 16mm/silent/color/7 minutes
REVERBERATION. 1969. 16mm/sound/black and white/25 minutes
TRANSPARENCY. 1969. 16mm/silent /color/11 minutes
HISTORY. 1970. 16mm/silent/black and white/36 minutes
Dan Graham. USA
FROM SUNSET TO SUNRISE. 1969. Photography: Richards Jarden. 16mm/silent/color/c. 4
minutes
Nancy Graves. USA
GOULIMINE. 1970. Photography: Robert Fiore. 16mm/sound/color/10 minutes
200 FRAMES AT 2% SECONDS. 1970. Editor: Linda Leeds. 16mm/silent/color/lt minutes
Ira Joel Haber. USA
UNTITLED FOR A FEATURE=-LENGTH FIILM. Super 8 (shown in slow motion)
Jan H&fstrom. Sweden
LE GENIE CIVIL. 1967. Made with Claes P. Soderquist. 16mm/sound/black and white/12
minutes
ORIENTEN. 1969. 16mm/sound/black and white/18 minutes
Ken Jacobs. USA
ATRSHAFT. 1968. 16mm/silent/color/L minutes
SOFT RAIN. 1969, 12 minutes
Erling Johansson. BSweden
ANTMA MUNDI. 16mm/sound/black and white/15 minutes
Shelby Kennedy and Donald Whitaker. USA
THE BRUCE NAUMAN STORY. 16mm/sound/blaek and white/10 minutes
David Lamelas. Argentina
TIME AS ACTIVITY. 1969. 16mm/black and white/12 minutes
George Landow. USA
THE FILM THAT RISES TO THE SURFACE AS CLARTFIED BUTTER. 1968. 16mm/9% minutes
Standish Lawder. USA
NECROLOGY. 1969. 16mm/sound/black and white/1t minutes
11 HORSES. 1970. 16mm/sound/black and white/4 minutes
Paul Lawrence. USA
STREET PART B. 1969. 16mm/sound/black and white/2 minutes and 40 seconds
Alfred Leslie. USA
LAST CLEAN SHIRT. 196L4. Made in collaboration with Frank O'Hara. 16mm/sound/black
and white/c. 45 minutes
Les Levine. Canada
CRITIC. 1966.- 16mm/sound/black and white/30 minutes
WHITE NOISE. 1967. 16mm/sound/color/1l minutes
THE LES LEVINE MOVIE. 1968. Photography: Van Schley. 16mm/sound/color/22 minutes
PAINT. 1969. Super 8/silent/color/7 minutes




Gregory J. Markopoulus. Greece
GALAXIE. 1966. 16mm/sound/color/90 minutes
Paulo Roberto Martins and Jorge Sirito de Vives. Brazil
ARTE PUBLICA. 1968. Seript: Pedro Escosteguy; Director of Photography: Affonso
Beato; Music: Paulo Machado de Barros; Producer: Totem Filmes. 16mm/sound/color/
14 minutes
Tony Morgan. England
MUNICH PEOPLE. 1969. 16mm/sound/black and white/30 minutes
Bruce Nauman. USA
BLACK BALLS. GAUZE. 1969. 1l6mm/silent/black and white/c. 9 minutes each
BOUNCING BALLS. 1969. 16mm/silent/black and white/c. 11% minutes
PULLING MOUTH. 1969. 16mm/silent/black and white/c. 10 minutes
Videotapes with sound, 1969: BOUNCING IN THE CORNER. REVOLVING UPSIDE DOWN.
VIOLIN TURNED D.E.A.D. SIP SINC. PACING UPSIDE DOWN. WALK WITH CONTRAPOSTO
Robert Nelson. USA
OH DEM WATERMELONS. 1965. 16mm/sound/color/12 minutes ¥
Group Oho (Milenko Matanovié, David Nez, Marko Pogafnik, AndraZ Salamun). Yugoslavia
PROJECTS. 1969-70. Photography: Nasko Kriznar. 8 mm/silent/color and black and
white/c. U5 minutes
Yoko Ono. England
BOTTOMS. A BURNING MATCH. A RAPPING EVENT
Dennis Oppenheim. USA
ARM AND ASPHALT. ARM AND WIRE. 1969. Photography: Robert Fiore. 16mm/silent/black
and white/6 minutes each
BACK TRACK. 1969. Photography: Anita Thatcher. 16mm/silent/black and white/T7 minutes
WRIST. 1969. Photography: Robert Fiore. 16mm/silent/black and white/10 minutes
ARM WRESTLE. MARBLE GAME. 19T70. Photography: Steve Griffin. B8mm/silent/6 minutes
each
WHITEWATER PROJECTS. 1970. Photography: Steve Griffin. 8mm/silent/color/20 minutes
Luca Patella. Italy
SKMP2. 1968. Featuring Jannis Kounellis, Eliseo Mattiacci, Pino Pascali, Luca and Rosa
Patella. Producer: Galleria 1'Attico. 16mm/sound/color and black and white/30 minutes
Martial Raysse. France
HOMERO PRESTO. 1967. 16mm/color/10 minutes
JESUS COLA. 1967. 20 minutes
CAMEMBERT. 1970. 16mm
Klaus Rinke. Germany
OPERATION POSEIDON. 1969
Edward Ruscha. USA
BOOKS. 1970. 16mm/sound/color/40 minutes
Lucas Samaras. USA
SELF. 1969. 16mm/sound/color/23 minutes
Van Schley. USA
TRIP. 1966. 16mm/silent (to be accompanied by BEACH BOYS CONCERT)/color and black
and white/L0 minutes
TAKIS AT THE MODERN, JANUARY 3, 1969. 16mm/silent/black and white/3 minutes
See also: Les Levine, THE LES LEVINE MOVIE; Willoughby Sharp, EARTH and PLACE AND
PROCESS
John Schofill. USA
XFILM. 1968. Soundtrack by William Maraldo. 16mm/sound/color/14 minutes
Richard Serra. USA
TINA TURNING and three untitled films. 1969. 16mm/black and white/3 minutes each
UNTITLED. 1969. 16mm/black and white/5% minutes
UNTITLED. 1969. 16mm/black and white/25 minutes
Paul J. Sharits. USA
RAY GUN VIRUS. 1966. 16mm/sound/color/15 minutes
N:0:T:H:I:N:G. 1968. 16mm/color/35 minutes
TOUCHING. 1969. 16mm/12 minutes
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Willoughby Sharp. USA
EARTH. 1969. Director: Willoughby Sharp; Photography: Van Schley; Sound: Cimeon-
The Silver Apples; Post-production: Martin Andrews and Larry Johnson. 16mm/sound/
black and white/10 minutes
ELEMENTAL EVENTS. 1969. Featuring John Van Saun. Super 8/silent/color/30 minutes
PLACE AND PROCESS. 1969. Producer: Van Schley; Director: Willoughby Sharp; Photo-
graphy: Robert Fiore. Featuring Iain Baxter, Les Levine, Dennis Oppenheim, John Van
Saun. 16mm/sound/color/30 minutes

Michael Snow. Canada
WAVELENGTH. 1966-67. 16mm/sound/color/45 minutes
> . 1968-69. 16mm/sound/color/50 minutes

Irm + Ed Sommer. West Germany
AMICOTHEK. 1969. 16mm/sound/black and white/10 minutes

Gunter Uecker. West Germany
DIE ECKE. 1969. 30 minutes
NAGELFELDZUG. 1969. 30 minutes

Wim van der Linden and Wim Schippers. Belgium
TULIPS. 16mm/color/3% minutes

John Van Saun. USA
NEW NEW YORK ART. 1968. Made for German Television. 16mm/sound/black and white
See also Willoughby Sharp, ELEMENTAL EVENTS and PLACE AND PROCESS

Andy Warhol. USA
SLEEP. 1963-6L4. 16mm/silent/black and white/6% hours
EMPIRE. 196L4. 16mm/silent/black and white/8 hours

Robert Watts. USA
89 MOVIES (UNFINISHED). 1965 to the present. 16mm/silent/color and black and white/
c. 25 minutes

Joyce Wieland. Canada

LA RATSON AVANT LA PASSION. 1969. 16mm/sound/color/90 minutes

GROUP FILMS

Arte Povera. Italy

Videotape/1% hours. 1970. Contributors: Anselmo, Boetti, Calzolari, Ceroli,
Cintoli, Colombo, de Dominicis, Fabro, Kounellis, Mattiacci, Merz (Marisa and Mario)
Penone, Pistoletto, Prini, Simonetti, Zorio

Fluxus. USA
FLUXFILM FROGRAM - SUMMER, 1966 VERSION. 16mm/silent/color and black and white/93
minutes

Week of the Angry Arts against the War in Vietnam. USA
FOR LIFE, AGAINST THE WAR. 1967. Selections from the original three-hour version,
Among the contributors: Robert Breer, Hilary Harris, Storm De Hirsch, Leo Hurwitz,
Richard Preston, Lee Savage, Stan Vanderbeek. 16mm/silent and sound/color and black
and white/38 minutes

Yippies. USA
YIPPIE! MOVIE. 1968. 16mm/sound/black and white/c. 15 minutes

Youth Film Distribution Center. USA
THE MUSEUM HERO. Filmmaker: Alfonso Sanchez. 16mm/12 minutes
YOUNG FILMMAKERS LOOK AT THEMSELVES. Three shorts. Filmmakers : Ira Fabricant,
Judith Kurtz, John MacFadden. 16mm/27 minutes
YOUNG FILMMAKERS TALK ABOUT DRUGS. Four shorts. Filmmakers: Raphael Colon,
Alfonso Pagan-Cruz and Luis Vale, Alfonso Sanchez, Edgar Sanchez. 16mm/28 minutes
YOUNG FILMMAKERS LOOK AT THEIR WORLD. Four shorts. Filmmakers: Group Effort,
Andy Gurian, Eliot Rodriguez, Alfonso Sanchez. 16mm/26 minutes
YOUNG FILMMAKERS EXPERIMENT. Four shorts. Filmmakers: Jose Colon, Josue Hernandez,
Paul Tepper, Susan Whyne. 16mm/29 minutes
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RECOMMENDED READING
BOOKS

Acconcé, Vito Hannibal., TRANSFERENCE: ROGET'S THESAURUS. New York, O TO 9 Books,

1969

Alloway, Lawrence. ARTISTS & PHOTOGRAPHS. New York, Multiples, Inc., 1970
Box of photographic reproductions

CARL ANDRE. New York, Dwan Gallery and Seth Siegelaub, 1969
A manuscript edition of 7 books of notes and poetry

Atkinson, Terry, ed. HOT-COLD BOOK (1967). THE FRENCH ARMY (1967). FRAMEWORKS (1967).
INDUCTION LOOP (1967). A NOTION OF A 350 YEAR OLD SPECTATOR (1968). TEMPERATURE
SHOW (1967). SUNNYBANK 1-3 (1969). SUNNYBANK 4 & 5 (1969). Chipping Norton,
England, Art & Language Press

Battcock, Gregory, ed. THE NEW ART: A CRITICAL ANTHOLOGY. New York, E. P. Dutton &
Co., 1966

MINIMAL ART: A CRITICAL ANTHOLOGY. New York, E. P. Dutton

& Co., 1968

Baudelaire, Charles. THE MIRROR OF ART: CRITICAT STUDIES BY CHARLES BAUDELATIRE.
Garden City, New York, Doubleday, 1956
Composed of excerpts from Curiosités esthétiques and L'Art romantique, translated
and edited by Jonathan Mayne

Baxter, Tain. A PORTFOLIO OF PILES. Vancouver, N, E. Thing Co., 1968

Bazin, André. WHAT IS CINEMA? Essays selected and translated by Hugh Gray.
Berkeley and Los Angeles, University of California Press, 1967

Berger, John. ART AND REVOLUTION: ERNST NEIZVESTNY AND THE ROLE OF THE ARTIST IN
THE U.S.8.R. New York, Random House, 1969

Brown, J. A. C. TECHNIQUES OF PERSUASION: FROM PROPAGANDA TO BRAINWASHING.
Baltimore, Penguin Books, 1963

Burnham, Jack. BEYOND MODERN SCULPTURE: THE EFFECTS OF SCIENCE AND TECHNOLOGY ON
THE SCULPTURE OF THIS CENTURY. New York, George Braziller, 1968

Cage, John. A YEAR FROM MONDAY. Middletown, Connecticut, Wesleyan University
Press, 1969

SILENCE. Cambridge, Massachusetts, and London, England, Massachusetts

Institute of Technology Press, 1969
First edition published by the Wesleyan University Press, 1961

Carpenter, Edmund and Marshall McLuhan, eds. EXPLORATIONS IN COMMUNICATION: AN
ANTHOLOGY. Boston, Beacon Press, 1960

Cassou, Jean, Michel Ragon, and others. ART AND CONFRONTATTON: THE ARTS IN AN AGE
OF CHANGE. Greenwich, Connecticut, New York Graphic Society Ltd., 1968

Celant, Germano. ART POVERA. New York, Praeger, 1969

Christo. WRAPPED COAST, ONE MILLION SQ. FT., LITTLE BAY - 1969, NEW SOUTH WALES,
AUSTRALTA. Minneapolis, Contemporary Art Lithographers, 1969

Churchman, C. West. THE SYSTEMS APPROACH. New York, Dell Publishing Co., 1968

De Bell, Garrett, ed. THE ENVIRONMENTAL HANDBOOK. New York, Ballantine Books, 1970

Duchamp, Marcel. THE BRIDE STRIPPED BARE BY HER BACHELORS, EVEN. A typographic
version by Richard Hamilton of Marcel Duchamp's Green Box. Translated by
George Heard Hamilton. New York, Wittenborn, 1960

Ellul, Jacques. THE TECHNOLOGICAL SOCIETY. Translated by John Wilkinson. New
York, Random House, 1964

Fell, René and G. Martin Vivaldi. APUNTES DE PERTIODISMO: PRESENTE Y FUTURO DE UNA
PROFESION. Madrid, Paraninfo, 1967

Ferkiss, Victor C. TECHNOLOGICAL MAN: THE MYTH AND THE REALITY. New York, George
Braziller, 1969

Fischer, Ernst. THE NECESSITY OF ART» A MARXIST APPROACH. Translated by Anna
Bostock. Baltimore, Penguin Books, 1963

Fuller, R. Buckminster. NINE CHAINS TO THE MOON. Carbondale and Edwardsville,

Southern Illinois University Press, and London and Amsterdam, Feffer and
Simons, Inc., 1963

UTOPIA OR OBLIVION: THE PROSPECTS FOR HUMANITY. New York
London, Toronto, Bantam Books, 1969

IDEAS AND INTEGRITIES: A SPONTANEOUS AUTOBIOGRAPHICAL
DISCLOSURE. Edited by Robert W. Marks. New York, The Macmillan Co., 1969

2




Gombrich, E. H. ART AND ILLUSION: A STUDY IN THE PSYCHOLOGY OF PICTORIAL
RE%RESENTATION. Bollingen Series, Vol. 35, No. 5. New York, Pantheon Books,
1961
The A. W. Mellon Lectures in the Fine Arts, 1956, National Gallery of Art,
Washington, D. C.

Graham, Dan. END MOMENTS. New York, Dan Graham, 1969

Gregory, R. L. EYE AND BRAIN: THE PSYCHOLOGY OF SEEING. New York and Toronto,
McGraw-Hill Book Co., 1966

Grieger, Scott. IMPERSONATIONS. Scott Grieger, 1970
Portfolio of photographic reproductions

Hoffman, Abbie. WOCDSTOCK NATION. New York, Random House, 1969

Huizinga, J. HOMO LUDENS: A STUDY OF THE PLAY-ELEMENT IN CULTURE. Boston, Beacon
Press, 1955

INFORMATION. A Scientific American Book. San Francisco and London, W. H. Freeman
and Co., 1966

Jarden, Richards. FACIAL ANGLE. Halifax, Nova Scotia, Richards Jarden (1969);: and
other flip-through photo books: CINDERELLA, GROWTH RATE (BOYS), GROWTH RATE (GIRLS),
TRAFFIC JAM, 1 - 10 FEET, HIGH TIDE (SIMULATION), SUNSET (SIMULATION), SPEED
LIMIT, BODY WEIGHT

Kaprow, Allan. ASSEMBLAGE, ENVIRONMENTS & HAPPENINGS. New York, Harry N. Abrams, 6.
1965

Keniston, Kenneth. THE UNCOMMITTED: ALIENATED YOUTH IN AMERICAN SOCIETY. New York,
Dell Publishing Co., 1965

Kirby, Michael, ed. HAPPENINGS: AN ILLUSTRATED ANTHOLOGY. New York, E. P. Dutton
& Co., 1965

THE ART OF TIME: ESSAYS ON THE AVANT-GARDE. New York, E. P,
Dutton & Co., 1969

Koch, Kenneth. THANK YOU AND OTHER POEMS. New York, Grove Press, 1962

Kock, Winston E. !LASERS AND HOLOGRAPHY: AN INTRODUCTION TO COHERENT OPTICS.
Garden City, New York, Doubleday & Co., 1969

Kosuth, Joseph. FUNCTION. Turin, Italy, Editions Sperone, 1970

Laing, R. D. THE DIVIDED SELF; AN EXISTENTIAL STUDY IN SANITY AND MADNESS.
Baltimore, Penguin Books, 1965

Laslett, P. PHILOSOPHY, POLITICS AND SOCIETY. New York, Barnes & Noble. 3 series,
1956, 1962, 1967

Lawrence, Steve. NEWSPAPER. New York, 1970
A special summer issue for the exhibition

Lebel, Robert. MARCEL DUCHAMP. Translated by George Heard Hamilton. New York,
Grove Press, 1959

Lévi-Strauss, Claude. THE SAVAGE MIND. Translation of George Weidenfeld &

Nicolson Ltd. Chicago, The University of Chicago Press, 1966

First published as La Pens€e Sauvage, Librairie Plon, Paris, 1962

THE SCOPE OF ANTHROPOLOGY. Translated by Sherry Ortner Paul

and Robert A. Paul. London, Jonathan Cape, Ltd., 1967

STRUCTURAL ANTHROPOLOGY. Translated by Claire Jacobson and
Brooke Grundfest Schoepf. Garden City, New York, Doubleday & Co., 1967
Originally published by Basic Books, New York, 1963

TRISTES TROPIQUES. Translated by John Russell. New York,

Atheneum, 1968
First published by Librairie Plon, Paris, 1955
THE RAW AND THE COOKED: INTRODUCTION TO A SCIENCE OF
MYTHOLOGY. Translated by John and Doreen Weightman. New York, Harper & Row, Inc.,
1969
First published as Le Cru et le Cuit, Librairie Plon, Paris, 196k
Lippard, Lucy R. CHANGES: ESSAYS IN ART CRITICISM. New York, E. P. Dutton & Co.,
forthcoming
Malevich, K. S§. ESSAYS ON ART 1915-1928. Vol. 1. Translated by Xenia Glowacki-Prus
and Arnold McMillin, Edited by Troels Anderson. Copenhagen, Borgens Forlag, 1968
ESSAYS ON ART 1928-1933. Vol. 2. Translated by Xenia Glowacki-Prus
and Arnold McMillin. Edited by Troels Anderson. Copenhagen, Borgens Forlag, 1968
Mao Tse-Tung. PROBLEMS OF ART AND LITERATURE. New York, International Publishers,

1950
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RECOMMENDED READING

Marcuse, Herbert. EROS AND CIVILIZATION: A PHILOSOPHICAL INQUIRY INTO FREUD.
New York, Random House, 1962
First published by Beacon Press, Boston, 1955
AN ESSAY OF LIBERATION. Boston, Beacon Press, 1969
McHale, John. THE FUTURE OF THE FUTURE. New York, George Braziller, 1969
McLuhan, Marshall. THE GUTENBERG GALAXY: THE MAKING OF TYPOGRAPHIC MAN. Toronto,
University of Toronto Press, 1962
UNDERSTANDING MEDIA: THE EXTENSIONS OF MAN. New York, London,
Sydney, Toronto, McGraw-Hill Book Co., 1964
VERBI-VOCO-VVSUAL, EXPLORATTONS. New York, Frankfort, Villefranche-
sur-Mer, Semething Else Press, 1967
and Quentin Fiore. WAR AND PEACE IN THE GLOBAL VILLAGE. Co-ordinated
by Jerome Agel. New York, London, Toronto, Bantam Books, 1968
Meyer, Ursula'and Al Brunelle. ART = ANTI-ART. New York, E. P. Dutton & Co., 1970
Mitechell, John G. with Constance L. Stallings. ECOTACTICS: THE SIERRA CLUB
HANDBOOK FOR ENVIRONMENTATL ACTIVISTS. Introduction by Ralph Nader. New York,
Pocket Books, 1970
Moles, Abraham. INFORMATION THEORY AND ESTHETIC PERCEPTION. Translated by Joel |
Cohen. 2nd rev, ed. Champaign-Urbana, University of Illinois Press, 1968 |
Mussman, Toby, ed. JEAN-LUC GODARD: A CRITICAL ANTHOLOGY. New York, E. P.
Dutton & Co., 1968 |
Oldenburg, Claes. DRAWINGS AND PRINTS. Introduction and commentary by Gene Baro.
London, New York, Chelsea House, 1969
PROPOSAIS FOR MONUMENTS AND BUILDINGS 1965-69. Chicago, Big Table
Publishing Co. /Follett/, 1969
Paz, Octavio. MARCEL DUCHAMP OU LE CHATEAU DE LA PURETE. Translated by Monique
Fong-Wust. Geneva, Editions Claude Givaudan, 1967
Peckham, Morse. MAN'S RAGE FOR CHAOS: BIOLOGY, BEHAVIOR, AND THE ARTS. New York, PER
Schocken Books, 1967
Piper, Adrian. Zﬁhree Untitled Projects./ New York, O TO 9 Books, 1969
Quine, W. V. O. WORD AND OBJECT. Cambridge, Massachusetts, Massachusetts Institute
of Technology Press, 1960
Raisbeck, Gordon. INFORMATION THEORY. Cambridge, Massachusetis, Massachusetts
Institute of Technology Press, 196k4
Rapoport, Anatol. TWO-PERSON GAME THEORY: THE ESSENTIAL IDEAS. Ann Arbor, University
of Michigan Press, 1966
N-PERSON GAME THEORY: CONCEPTS AND APPLICATIONS. Ann Arbor,
University of Michigan Press, 1969
Renan, Sheldon. AN INTRODUCTION TO THE AMERICAN UNDERGROUND FILM. New York,
E. P. Dutton & Co., 1967
Restany, Pierre. LIVRE BLANC-OBJET BLANC. Milan, Editions Apollinaire, 1969
Robbe-Grillet, Alain. FOR A NEW NOVEL: ESSAYS ON FICTION. Translated by Richard
Howard., New York, Grove Press, 1965
Rose, Barbara. CLAES OLDENBURG. New York, The Museum of Modern Art, 1970
Roszak, Theodore. THE MAKING OF A COUNTER CULTURE: REFLECTIONS ONTHE TECHNOCRATIC
SOCIETY AND ITS YOUTHFUL OPPOSITION. Garden City, New York, Doubleday & Co., 1969
Rubin, William S. DADA AND SURREALIST ART. New York, Harry N. Abrams, Ine., (1970)
Ruesch, Jurgen, M.D. and Gregory Bateson. COMMUNICATION: THE SOCIAL MATRIX OF
PSYCHTATRY. New York, W. W. Norton & Co., 1968
S. M. S. Portfolios 1 - 6. New York, The Letter Edged in Black Press, Inc., 1968
Schwarz, Arturo. THE COMPLETE WORKS OF MARCEL DUCHAMP. New York, Harry N. Abrams,
Inc., 1969
Shibutani, Tamatsu. IMPROVISED NEWS: A SOCIOLOGICAL STUDY OF RUMOR. Indianapolis and
New York, The Bobbs-Merrill Co., 1966
Shubek, M., ed. GAME THEORY AND RELATED APPROACHES TO SOCTIAL BEHAVIOR. New York,
John Wiley & Sons, Ine., 1964
Sontag, Susan. STYLES OF RADICAL WILL. New York, Dell Publishing Co., 1969
Stein, Maurice and Larry Miller. BLUEPRINT FOR COUNTER EDUCATION. Designed by
Marshall Henrichs. Garden City, New York, Doubledsy & Co., 1970
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Steiner, George. LANGUAGE AND SILENCE: ESSAYS ON LANGUAGE, LITERATURE, AND THE i
INHUMAN. New York, Atheneum, 1967 é
Taube, Mortimer. COMPUTERS AND COMMON SENSE. New York, McGraw-Hill Book Co., 1963
First published by Columbia University Press, New York, 1961
Villegas Lopez, Manuel. EL TINE EN LA SOCIEDAD DE MASAS: ARTE Y COMUNICACION.
Madrid and Barcelona, Alfaguara, 1966
Wall, Jeff. TLANDSCAPE MANUAL. Vancouver, Fine Arts Gallery, The University of
British Columbia, 1970
Walther, Franz Erhard. OBJEKTE, BENUTZEN. Cologne and New York, Verlag Gebr., Kbnig,

1968
Waddington, C. H. BEHIND APPEARANCE: A STUDY OF THE RELATIONS BETWEEN PATNTING ANND
THE NATURAL SCIENCES IN THIS CENTURY. Edinburgh, Edinburgh University Press, 's
1969
' Weiner, Lawrence. STATEMENTS. New York, Seth Siegelaub, 1968 :
' THE WHOLE EARTH CATALOG. Menlo Park, California, Portola Institute, 1969-70 .

Wittgenstein, L. LECTURES AND CONVERSATIONS ON AESTHETICS, PSYCHOLOGY AND RELIGIOUS
BELIEF. Compiled from notes taken by Yorick Smythies, Rush Rhees and James y
Taylor. Edited by Cyril Barrett. Berkeley and Los Angeles, University of !
California Press, 1967

Wollheim, Richard. ART AND ITS OBJECTS: AN INTRODUCTION TO AESTHETICS. New York,
Harper & Row, 1968 d

Woodbury, Angus. PRINCIPLES OF GENERAL ECOLOGY. New York and Toronto, McGraw-Hill "
Book Co., 1954

Young, La Monte. SELECTED WRITINGS. Munich, Heiner Friedrich, 1969

THE XEROX BOOK. New York, Seth Siegelaub and Jack Wendler, 1968

PERTODICALS AND ARTICLES

ART-TANGUAGE. Terry Atkinson, David Bainbridge, Michael Baldwin, Harold Hurrell, eds. 2
Chipping Norton, Oxon., England
Vol. 1, No. 1, May 1969 |

Vol. 1, No. 2, February 1970
CHE FARE/BOLLETTINO DI CRITICA E AZIONE D'AVANGUARDIA. Milan, Italy
"Iibelli: La mostra delle mostre d'arte nel mondo,”" Nos. 6 and 7, Spring 1970
CONTROL MAGAZINE. Steve Willats, ed. London
Issues 1 - 5, 1969-70
DESIGN QUARTERLY. Minneapolis, Minnesota, Walker Art Center
"Form Follows Fiction," No. 73
"Process and Imagination," No. Th/75 :
FREE MEDIA BULLETIN, No. l. Duane Lunden, Jeff Wall, Tan Wallace, eds. Vancouver, ¢
B. C., Canada
THE HUDSON REVIEW. New York
Lucy R. Lippard, "Art Within the Arctic Circle," Winter 1969-70
L'ART VIVANT. Paris
Catherine Miller, "L'Art Conceptuel," January 1970
LETTRES FRANGAISES. Paris
Michel Claura, "Extremisme et Rupture 1," "Extremisme et Rupture 2," Sept.-0Oct. 1969
MUSEUM NEWS. Washington, D. C., American Association of Museums
"MeLuhanism in the Museum,"” March 1968
Craig Gilborn, "Pop Pedagogy: Looking at the Coke Bottle," December 1968
THE NEW YORK TIMES MAGAZINE. New York
Benjamin DeMott, "The Sixties: A Cultural Revolution," Dec. 1k, 1969
Richard Rovere, "The Sixties: This Slum of a Decade," Dec. 14, 1969
Roy Bongartz, "It's Called Earth Art--And Boulderdash," Feb. 1, 1970
THE NEW YORKER. New York
Harold Rosenberg, "The Art World: De-aestheticization,” Jan. 2k, 1970
PLAYBOY. Chicago

Jacob Brackman, "The Past as Future: A Nonlinear Probe," Jan. 1970
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ROBBHO. Julien Blaine, Jean Clay, eds. Paris, Librairie le Compas
Nos. 1 - 4, 1967-68
SCIENTIFIC AMERICAN. New York
"The Ocean," Sept. 1969
STUDIO INTERNATIONAL. London
Peter Plagens,''Towards g definition of trends in American football uniforms:
an exercise in a certain kind of art criticism," Feb. 1969
TULANE DRAMA REVIEW. New Orleans, Louisiana, Tulane University
"Film and Theatre,™ Fall 1966
"Politics and Performance,” Summer 1969
0 TO 9. Vito Acconci, Bernadette Mayer, eds. New York

In the past three years numerous articles relevant to INFORMATION have appeared in
the following periodicals: ARCHITECTURAL DESIGN, London; ART AND ARTISTS,

London; ART IN AMERICA, New York; ART INTERNATIONAL, Lugano, Switzerland;

ART NEWS, New York; ARTFORUM, New York; ARTS MAGAZINE New York; ARTSCANADA
Toronto; ASPEN/THE MAGAZINE IN A BOX, New York; DOMUS, Milan, Italy, LIFE, New York;
METRO, Venlce, Italy; STUDIO INTERNATIONAL, London TIME New York; YALE FRENCH
STUDIES, New Haven, Connecticut

A detailed list of articles is available in the Museum Library.
EXHIBITION CATALOGUES (arranged chronologically)

New York. The Jewish Museum., YVES KLEIN. Jan. 25 - March 12, 1967
Essays by Kynaston McShine, Pierre Descargues, Pierre Restany, with extracts
from Yves Klein's "The Monochrome Adventure"
Monchengladbach, Germany. Stadtisches Museum. BEUYS. Sept. 13 - Oct. 29, 1967
New York. Lannis Museum of Normal Art. NON-ANTHROPOMORPHIC ART BY FOUR YOUNG
ARTISTS. 1967
Edited by Joseph Kosuth and Christine Kozlov
Eindhoven, the Netherlands. Stedelijk van Abbemuseum. BEUYS. March 22 - May 5, 1968
New York. Finch College Museum of Art. DESTRUCTION ART. May 10 - June 20, 1968
Bern. Kunsthalle. 50 YEARS/ 12 ENVIRONMENTS. July 20 - Sept. 29, 1968
Hamburg. Kunsthaus. PUBLIC EYE. Nov. 1 - Dec. 1, 1968
Stockholm. Moderna Museet. ANDY WARHOL. 1968
Utrecht. Rijksuniversiteit. ENVIRONMENTS. Nov. 16, 1968 - Jan. 5, 1969
New York. Seth Siegelaub. JANUARY 5 - 31, 1969

Monchengladbach, Germany. Stadtisches Museum. HANNE DARBOVEN. Feb. 25 - April 7, 1969

Berlin. Galerie René Block. BLOCKADE '69. Feb. 28 - Nov. 22, 1969
Berlin. Neuen Nationalgalerie. SAMMLUNG 1968 KARL STROHER. March 1 - April 1L, 1969

Trenton. New Jersey State Museum Cultural Center. SOFT ART. March 1 - April 27, 1969

Amsterdam. Stedelijk Museum. OP LOSSE SCHROEVEN/ SITUATTES EN CRYPTOSTRUCTUREN.
March 15 - April 27, 1969

Bern. Kunsthalle. WHEN ATTITUDES BECOME FORM. March 22 - April 27, 1969

New York. Seth Siegelaub. MARCH. 1969

Essen, Germany. Museum Folkwang. VERBORGENE STRUKTUREN. May 9 - June 22, 1969

Heidelberg. Studentenhochhiuser am Klausenpfad + Umgebung. INTER MEDIA '69.

Burnaby, B. C., Canada. Simon Fraser University. Untitled exhibition. May 19 -
June 19, 1969
Organized by Seth Siegelaub

New York. Whitney Museum of American Art. ANTI-ILLUSION: PROCEDURES/MATERIALS.
May 19 - July 6, 1969

Bern. Kunsthalle. FREUNDE s+ FREUNDE. May 1969

Ottawa. The National Gallery of Canada. IAIN BAXTER. June 4 - July 6, 1969

Baden-Baden, Germany. Staatliche Kunsthalle. 14 MAL 14/ ESKATATION. June 6 -
July 20, 1969

Lucerne, Switzerland. Kunstmuseum. DUSSEIDORFER SZENE. June 15 - July 13, 1969

Basel. Kunstmuseum. JOSEPH BEUYS: KLEINE OBJEKTE. July 5 - Aug. 31, 1969
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RECOMMENDED READING

Loveladies, New Jersey. LONG BEACH ISLAND, NEW JERSEY. July 11 - 31, 1969 -
New York. Seth Siegelaub. JULY, AUGUST, SEPTEMBER 1969 4
Seattle. Seattle Art Museum Pavilion. 557,087. Sept. 5 - Oect. 5, 1969
Organized by Luecy R. Lippard
Toronto. Art Gallery of Ontario. NEW ALCHEMY/ ELEMENTS-SYSTEMS-FORCES.
Sept. 27 - Oct. 26, 1969
London. The Institute of Contemporary Arts. WHEN ATTITUDES BECOME FORM.
Sept. 28 - Oet. 27, 1969
New York. Richard Feigen Gallery. JOHN VAN SAUN, September 1969
Note, quotes and anecdotes by Willoughby Sharp
Chicago. Museumof Contemporary Art. ART BY TELEPHONE. Nov. 1 - Dec. 14, 1969
Record in an album
Bern. Kunsthalle. PLANE UND PROJEKTE ALS KUNST/PLANS AND PROJECTS AS ART.
Nov. 8 - Dec. 7, 1969 ‘.
Stockholm. Moderna Museet. POESIN MASTE GORAS AV ALLA! (POETRY MUST BE MADE BY ALL!) i
FORANDRA VARLDEN! (TRANSFORM THE WORLD!). Nov. 15 - Dec. 21, 1969
Organized by Ronald Hunt b
Ottawa. National Gallery of Canada. N. E. THING CO. LTD. 1969 A
Calendar-catalogue for X Bienal, Sao Paulo, 1969
Basel., Kunstmuseum. JOSEPH BEUYS. Nov. 16, 1969 - Jan. 4, 1970
Eindhoven, the Netherlands. Stedelijk van Abbemuseum. KOMPAS L/ WEST COAST USA. y
Nov. 21, 1969 - Jan. 4, 1970 '
Washington, D. C. Corcoran Gallery of Art. ROBERT MORRIS. Nov. 24 - Dec. 28, 1969
Essay by Annette Michelson )
Leverkusen, Germany. Stddtisches Museum Leverkusen. KONZEPTION-CONCEPTION. 1969 b
Monchengladbach, Germany. StHdtisches Museum. PANAMARENKO. 1969 g
Diisseldorf. Kunsthalle. PROSPECT 69. 1969
Zurich. Bruno Bischofsberger. SOL LeWITT: 49 THREE-PART VARIATIONS USING THREE
DIFFERENT KINDS OF CUBES, 1967-68. 1969
New York. Finch College Museum of Art. ART IN PROCESS IV. Dec. 11, 1969 -
Jan. 26, 1970
Vancouver. The Vancouver Art Gallery. 955,000. Jan. 13 - Feb. 8, 1970
Organized by Lucy R. Lippard
Stoeckholm. Moderna Museet. EDWARD KIENHOLZ 11 + 11 TABLEAUX. Jan. 17 - Mar. 1, 1970
New York. The New York Cultural Center. CONCEPTUAL ART AND CONCEPTUAL ASPECTS.
April 10 - Aug. 25, 1970
New York. Seth Siegelaub. 20 PARIS IV.T70. April 1970
Organized by Michel Claura; exhibition in Paris
Berlin. Fernsehgalerie Gerry Schum. LAND ART. April 1970
Tokyo. Mainichi Newspaper. BETWEEN MAN AND MATTER. 1970
Toronto. The Art Gallery of Ontario. MICHAEL SNOW/A SURVEY. 1970 £
Oberlin, Ohio. Allen Memorial Art Museum, Oberlin College. ART IN THE MIND.
April 17 - May 12, 1970

This reading list is necessarily incomplete. It would be impossible to list
all the material that relates to INFORMATION. An equally long list could be
prepared for each person mentioned in this book but we recommend most of these
publications as essential and important clues to the artists' thinking.
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TEXT AND PHOTOGRAPH CREDITS

Acknowledgment is herewith made to the following sources for text and material
reproduced on the pages indicated. Photographs by the artists, or supplied by them
with no other source, are not listed.

front endpaper: United Press International Photo
6 Robert Mates and Paul Katz

P.

Pe L Cesar Carneiro

P. 19 Dan Budnik

D. 22 above: ledt, Abisag Tillman; right, Hildegard Weber; below: left, Ute
Klophaus; right, Eva Beuys

Pa.. 23 above: left, Kaare Per Johannesen; right, Ute Klophaus; below: left, Ute
Klophaus; right, Manfred Tischer

p. 36 Bert Stern

p. 42 Time Magazine (New York), May 2, 1969, @) Time Inc.

p. 46  Courtesy Fischbach Gallery

p. 56 Dan Graham, End Moments. New York, Dan Graham, 1969

p. 65 Peter Moore

p. 69 Jay Cantor

p. 86 left, Geoffrey Clements; right, above and below: Courtesy Center for Inter-
American Relations, New York

B. 92 Frank J. Thomas

pp. 104-105 Phyllis Oppenheim

p. 106 @) Yoko Ono, 196k, 1970. From Grapefruit: A Book of Instructions by Yoko Ono,

New York, Simon and Schuster, 1970
114 Cravo Neto
119 Jerry McMillan
120 Bordas
12k Peter Moore
127 Willoughby Sharp
1hbh-1k5 NASA
146 The Bettmann Archive, Inc.
137 Shunk-Kender
148 Soichi Sunami
149 United Press International Photo
150 Ken Heyman
151 LIFE Magazine (Sam Rosenberg), (@ Time Inc.

*U-‘CS'U"D"U"U%'U*U"U"U’U
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p. 153 above: Still from Antonio Das Mortes; below right: ©Still from Macunaima
pp. 154-155 @) The New York Times
p. 156 Domus (Milan), April 1969 (Bror Grenfeldt)
p. 157 Domus (Milan), March 1969
p. 158 above left, below right, and left: Stills from Sympathy for the Devil; above
right: ©Still from Weekend _
p. 159 New York City Department of Cultural Affairs i
p. 160 Courtesy of the Medical Development Operation, General Electric Company =
p. 164 Special edition, Catalogue of first Gutai exhibition, 1956 4
p. 165 above left: Mario Cravo; above right: ©Still from Fellini Satyricon; below:
Henry Smith-Miller
pp. 166-167 LIFE Magazhme(}Time Inc. (Bill Eppridge)
p. 168 J. D. Lajoux
169 above: Still from I1 Seme dell' Uomo by Marco Ferrari; photographer Clandio
Patriarci »
pp. 170-171 Architectural Design (London), March 1970 g
p. 172 above: Still from Zabriskie Point; below: Claudio Abate, courtesy Galleria '
L'Attico

p. 173 Shunk-Kender

p. 175 Washington Evening Star Photo (Bernie Boston)

pp. 176-17T @ Archigram Programme; research, "Instant City," 1969-T0, sponsored by

the Graham Foundation for Advanced Studies in the Arts, Chicago

p. 178 Bill Parsons

p. 179 above: Shigeko Kubota Behrman; below: Julian Wasser

p. 182 8tills from Macunaima

p. 183 Shunk-Kender

pp. 184-185 NASA

p. 186 above: Still from Oh What a Lovely War!; below: Courtesy of Museum of the
American Indian, Heye Foundation, New York

p. 187 Stan Goldstein

p. 188 From Fatos e Fotos (Brasilia), No. especial, Carnaval 70, Feb. 19, 1970

p. 189 above: Bridgit Polk; below: Man Ray

pp. 190-191 Courtesy Smithsonian Institution, Washington, D.C.

back endpaper: Bill Parsons

207







: ] . g
. r::’,,%” i i 'yl i
A’.vf} Pl Y
- (o - v .
BN l':‘ P‘“\ e ™

.‘3.‘, "




29 8 80880




