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The question 1 ask mysell when art and business are
discussed together is, “Has art grown into a desk job?2" 1 started
drawing in 1949—or even before that—but 1 arrived in New York in
1955. The Third Avenue El was just being torn down, the Colosseum
wasn’t built yet, and the Whitney Museum was still on 54th Street. show 1
At that time the art world was very small. The number of galleries 57th &
was few, and I would say the number of people who collected avant- poor. |
garde art—which meant that it had come from young living to do
Americans—was perhaps less than a dozen. o

While art, historically, has always been related to communica- saw, J

tion, in 1955 in New York many famous underground artists lived big gl.
within a few blocks from each other but did not know each other, celebr
had never met cach other. In the '50s, Jim Harvey—the man who that u
designed the Brillo box—who used to travel to the Middle East,
brought back slides of his travels and invited the whole art world to
come and see the slides down at Coentie’s Slip. So everybody and his
brother showed up, and I was surprised to find that people did not
know each other. 1 met Ad Rinehardt—one of America’s most
famous artists—for the first time. Major artists were not in close
contact. In the late '50s, American artists such as Baziotes, de
Kooning, Gottlich, Guston, Kline, Motherwell, Newman, Pollock,
Still, Rothko and others had tremendous underground reputations.
They had worked for years—some of them, like Franz Kline, in the
WPA programs—yct they hadn’t had one-man shows and they were
already in their late lorties or older. Some of them would get up at
the Friday Night Club and broadcast their art. They'd talk about it,
be assertive about it, defend it; and they were, T would say, very self-
conscious about their work. They talked among themselves. They
would try to establish the work: in other words, they were not cool
about it. They were liot about it compared to the next generation,
called Pop Artists, ol which I was a part.
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When [ arrived on the art scene, the art audience had already
begun to increase. In 1958 de Kooning had a show, and one of his
paintings sold |‘_U:‘ the highest price lor a living American artist—
$14,500. Just after that, Jasper Johns appeared on the scene. He
seemed to be a reactionary to a style in painting sometimes
described as drips and splashes. Actually it was called “abstract
expressionism.” His style resulted in critics LEYINg 1o group artists in
a “movement,” but they were not all alike.

At that time in New York, Ivan Karp, Hemy Geldzahler and
Dick Bellamy would prowl the strects, going 1o artists’ studios to
discover new talent. They actually went from door to door to find
out who lived in each loft. I think this was the first time artists were
solicited. Young unknown artists felt they didn’t have a chance to
show their work when they saw someone like de Kooning walk down
57th Street in an old Levi jacket and bedroom slippers, looking very
poor. If e wasn't doing well, how could a lesser-known artist expect
to do well?

One day in 1960 I ran into Bob Indiana. He said, “Guess what 1
saw, Jim. | saw a dirty new collage of Bob Rauschenberg's behind a
big glass table on Park Avenue! Let'’s go out ;un'l have a drink and
celebrate!” So we celebrated Bob Rauschenberg's breakthrough. At
that time artists supported themselves any way thev could. Some
did commercial art jobs, some worked on construction jobs, and
some sold collee in Madison Square Park from the colfee stands, 1
ainted billboards and created window displavs lor Bonwit TL'”L?I'
and Tiffany. Rauschenberg also did window displays [or Bonwit
Teller. We all had 1o make a buck.

When Henry, Ivan, and Dick started looking lor people, llml'_»"
was a curator at the Metropolitan Museum, Ivan was at the ('u.*-l..l-lh
Gallery, and Dick was about to open his new Green (.};t.lh'r\'. Dick
asked me to be in his gallery. 1 knew 1 “ml.d make a living at that
puirll. so | quit my commercial artist’s :Il’ll' Just to |}.au:||. I was very
happy- 1 lived lrugally, and was able to live on very Intlt-'. I could cat
breakfast lor twenty-live cents at the Scamen'’s Inst itute! l found it a
tremendous luxury to be able to live ina cosmopolitan city and not
have to deal with it except to dream. The dealers urged me to |'l\ll.'l'_\-'

up and have a show as last as | L'Ul.l.id. but 1 was llilI)p\.' just to live
with my pictures and simply let things happen. M.\- paintings were
like my companions, and I wasn’t consciously 1I_\'II.I}£ o .\'u..‘H {hu.m.
Bul then Dick sold some of them o Bob Scull, the Tremains, Dick
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Baker, Jan Streed, Morton Newman and others, for prices ranging galler:
from $350 to $1,100. into th
In the 1950's you could walk into the Whitney Museum annual N Frank
exhibit and buy almost anybody's painting for a thousand bucks. ' the '7(
Then things started to heat up. People became interested in art—I j art. Ir
don’t know why. Leon Menuchin bought practically a whole show many
for Brandeis University. People followed his lead. Harry Abrams, 5 galleri
who had been buying French Impressionism and Old Masters' ' investi
works before that, saw what Leon had done and began buying young ' Al
artists’ work. John Powers saw what Harry and Leon bought, and he hango
bought what they bought. So collectors of young unknown Amer- tuxedc
ican artists began to proliferate. | going
: someb
ART AS A BUSINESS : o,
- hango
I've been asked, "How does an artist relate to business?” and (or kee
“Can I plan a career as an artist?” As for planning, Eisenhower once 3 Somel
said, “A plan is nothing. Planning is everything.” Being an artist, : fun.
whatever that is, involves constant questioning of everything. It is i Ev
very diflicult to set out a plan in a businesslike manner because a ' lookin
happy accident could happen and someone might like your worst there i
work. - mural
Artists work in unknown territory. If it were known, they . mural
probably wouldn't be artists. This is difficult for an artist to realize, < they h:
but it's also more difficult for an audience to understand. However, paintii
when an artist is through with a work, then strange things can b space.
happen, like people wanting to be near it, people talking about it, right |
and people wanting to own it. When this happens, artists usually > apprer
don't know what to do. h David
My first experience in relating to business was like building a , had s}
better mousetrap. I never had to ask my friends or potential buyers 1 Bernst
to visit me. One day Barbara Durkee visited me. She told her were |
husband Steve about my work, and he told his dealer Alan Stone. i, going
Alan told Ileana Sonnabend, and she told Bellamy and Karp, and : St
they told Leo Castelli. Jasper Johns even asked to come to my - toget|
studio. He said, “Where did vou learn to paint like that?" People a style
beat down the door to my studio. Artists, then, were usually : succes
indifferent to galleries; they didn't expect much money, only the : busine
possibility of having their work on view in a neutral space. Beftore 1 Art isn
had any reputation, I never had to schlep my paintings anywhere. ' self-ex;
That's how it happened with me. Other people’s introductions to a _ make
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gallery and to business happen differently. Frank Stella just walked
into the Castelli Gallery, and Leo asked him, “What do you paint?”
Frank said, "1 paint. I just paint, man.” The artists of the '60s and
the "70s were a little luckier because thev didn't have to solicit their
art. In the '80s there is an entirely different situation. There are
many more artists living in New York City, and there are many more
galleries. 1 like it that way; there is more to look at, more to
investigate.

All through the '60s my daily routine was waking up with a
hangover about ten o'clock, painting all day, at five o'clock renting a
tuxedo from Silver's Tuxedos, going up to 57th Street (o an opening,
going up to the Jewish Muscum to Rauschenberg’s opening, or
somebody else’s opening, or my own opening, then going out,
staying out till one or two in the morning, waking up with a
hangover, working the next day, renting another tuxedo at Silver’s
(or keeping the same one), going out again—cevery night of the week!
Sometimes I was invited to three dinners at a time. Lile was last and
fun.

But getting back to that planning thing: planning is like
looking lor vour wallet under a street lamp when you didn't lose it
there in the first place. When I started planning, I wanted 1o be a
mural painter. I tried to go to school where they would teach me
mural painting. All these men teaching had read books about it, but
they had never done it. I looked around and I saw billboard painters
painting, and I thought, “Gee, those guys can handle any kind of
space. They must know how to handle paint and brushes.” So I went
right into billboard painting as a master billboard painter—no
apprenticeship, no nothing. I learned a great deal from my helpers:
David Mishnick, a sculptor who had come from Russia in 1927 and
had shown his work with Arshile Gorky; Solly Schnee, Harold
Bernstein, who had a lot of knowledge about paint. These old-timers
were like teachers to me. They told me what nor 1o do. It was like

going to school—but it was a tough commercial business.

Successlul artists as well as businessmen use creative thinking
to get [rom point A to point B, The attempt to repeat an approach or

a style that has been successlul in the past in order 1o achieve new
success can lead to a dull result. Creative, successlul artists and
businessmen rarely approach the same thing in the same way twice.
Art isn't really done for any reason other than a means of the artist’s
sell-expression. Business, on the other hand, is traditionally done to

make money.
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Now art may not be done 1o make money, but that doesn’t rule
out its value. The problem for any artist has always been either
having money and no time, or a lot of time and no money. The ideal
life for an artist would be to live in a cosmopolitan city and be free
[rom the burden of having to make a living. And, however one
accomplishes it, that freedom from “making a living” could be
essential to being an artist. | think a problem comes when an artist
does start to sell something, for then he becomes connected with
business and his life is no longer free [rom that involvement,

For mysell, I don’t have the slightest idea of how to allocate time
between art and making money except on a case-by-case basis. |
really have no plan at all. The reason | work, the reason I make
things, is to physically illuminate some leelings I've had. Then they
exist outside of mysell in some kind ol form, so when I am old and
grey I'll be able 1o look at them and realize that 1 was alive at a
certain period. I really regard it almost like a philatelic thing. When
I'm dead, that's outside the human condition and I don’t care any
more about the works,

There’'s a whole new crop ol young artists who grew up
surrounded by materialism, as | did, but who try to plan their art
carcers like the climb up a corporate ladder. 1 can’t imagine an
artist’s life being as steady as that. People who don't know what an
artist does ask me, "Are you doing pictures lor magazines now?
What are you doing this lor?” My answer is that I'm not doing art for
anyone but mysell. The reason why is that il 1 did art for somebody
other than mysell, I wouldn’t know what to do. I don’t have to paint
something this color or that color because of someone else’s reason,
I can do anvthing | please. And that’s the lovely, scary thing. It's
challenging to go into a room with a canvas and know that you can
do anything you want to do. This is probably a Far Eastern attitude
about learning. You confront vourself totally, whether vou're able to
work or not.

So, getting back to the idea of planning, to an artist's mind
there are no holds barred, no barriers. The only thing that stops you
is the old Catch 22 thing, the financial problem that you just don’t
want to deal with. Yet you have to face it.

When I began painting, James Michener came to my studio and
said, “1 want to buy that painting.” I said, “I'm sorry; it's already
been sold. Richard Bellamy sold it He said, “I'd like one just like it,
or something like it.” 1 felt that the look of my art wasn't like
anything else being done at that time, so [ was very reactionary and
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I said, “No, I can't possibly do that” Now if he hadn’t said what he
did, I might have made four more paintings similar to that one, or
studied it further. But I viewed his request as an interference. I wis
very sensitive then!

Just a few years ago it wasn't lashionable 1o want one's son or
daughter to be an artist. Now sons and daughters are encouraged to
Siud\' art because it could be ]'}(I.‘\\li\ll' to make a handsome income
fl‘Om it. Ican’t think ol art as a desk job. Avant-garde artists still face
hardships in spite ol a current government attitude that art is alive
and well in the United States. Artists have a hard time getling
credit, getting hospital care. Their work is sold, and resold quickly
for high prices in a short time, and the artist gets only the first
piddling commission rom a dealer—or mav not get paid lor years.
Artists can't contribute their work to museums for a tax deduction
as art collectors can, because the government says the only value
coming from an artist’s work is the cost of the materials! Back in the
1960's, when it was lawful, the art dealers’ association carclully
scrutinized donations, so there were very lew overvalued works, The
person possibly most responsible [or stopping contributions was
former President Nixon, who donated his writings lor an unrealistic
deduction.

Artists” heirs are olten stuck with a huge inheritance tax on
unsold works, and have to sell them ol cheaply to be able to pay the
taxes. There are a great number ol artist problems pertaining to
business and taxes. II the speed ol thinking of the IRS and the
government could accelerate at the same rate as the speed of artists'
and inventors’ thinking—that is, linked with communication—I
think we could get away lrom a guns or unemployment society and
get into space without bringing war with us.

During the time I've taken to write this, the current accelera-
tion of the change ol events regarding government support for the
arts, business support lor the arts, and the fate of the National
Endowment [or the Arts under the new administration has changed
drastically. The new government senses a need lor extreme budget

cuts in every arca excepl military spending. In the New York Tiomes,
during the height of the Vietnam conllict, the annual government
military contracls 1o major corporations were |n1h|i.-}u-d. Il one
added up the cost ol all the arts activities in the United States for
the same year, including dance, music, museums, theater, and even
large Hollywood lilms, it wouldn't be a drop in the bucket com
pared to the enormous military expenditures lor Vietnam.
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On a television program on Sunday, April 28, 1981, the panel :
seemed to agree that art should become 2 business in order to b
able 1o make it on jts own. Mr. Herb Schmerz, of Mobil Oil, state
that art g ups should be able 1o [unction and survive as a busines
Mr. Schmerz was happy to announce that art finance should be leff
to the private sector and will happily be taken over by big business.
One panelist said that art in America is alive and healthy,
always was, despite government support. Another panelist sug
gested that viewers should send their ideas to their congressmens

I remember o time not long ago when art barely existed in New
York. And the future of art in America doesn'l look £ood now, In thi
great country ol ours, let’s cncourage the arts and humanities, a
new lorays into visual art. Let’s build one or two fewer missiles a
provide the National Endowment for the Arts—with its history of @
hands-off attitude—with a healthy, growing budget. Let’s not lef
large corporate control lead us into “1984."
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