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OLIVETTI
JUKEBOX
SCREENS
IDEAS

livetti’s multi-screen film machine dominated the gallery at “‘Infor-
mation’”’, a recent exhibition at New York’s Museum of Modern Art,
featuring works by more than 150 young artists from 15 countries.
In seeking to “extend the idea of art beyond traditional categories”
(as the Museum explained it), the artists relied on photographs, tele-
vision, tape recorders, computers and electric voting boxes. Olivetti's
large, umbrella-like “information machine’ or “visual jukebox’’ shown
here projected 3-minute to 8-hour films on 40 individual screens.
These “minimally structured’ and ““non-narrative films,"” said curator
Kynaston McShine, “‘are like so much of the show—a method of dis-
tributing visual information that interests the artist.”

SYNTHESIS, SEPTEMBER, 1970
¥ s (Pub, of Olivetti Corp, for
empolyees and representatives)
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There was, for me, a further thrill to
be had from Gruen'’s remarks, They
suddenly led me that I, too, am in
the “information” business, even as Mr.
Gruen and a million other people
are. And — just imagine! — here are
“new young artists” drawing their inspi-
ration from, as the saying goes, our

thing! Wow!

But then, just as suddenly, an ugly
thought began to take shape in my mind
— a really distressing and disillusioning
thought. For it occurred to me that, de-
spite the miracle of modern communica-
tions, magazines had still somehow to be
printed. They had somehow to be bound.
myhdmknwtobedeﬁvered 1
1 those clogged crosstown
anhattan which trucks de-
latest number of New York

M“hﬁwiuymw‘grntdw
about deadlin h! idea what

FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

Collection:

Series.Folder:

The Museum of Modern Art Archives, NY KM

TR el A Bed

Mr. McShine’s “Essay” for the souve-
nir album was, on this question, no help
at all, But it did raise another interesting
question. “If you are an artist in Brazil,
you know of at least one friend who is

mn for having. long
_,M a'fm'n ‘being drused’pfgbe"g“

£

the face of this grave 'dmml crisis is,

apparently, to look at inane films

through an Olivetti ‘visual jukebox,”
closed-

wlut 2
uﬂ-
o

To THE EbI
ILTON KRAMER
touched the semsitive
nerve of the press
preview in his review
of the “Information” show at

the of Modern Art,

wh%closw Sept.

20 but will lly continue
ugh

mention 1t now since
1 f tical elements

t is a process
s no beginning or
e preview or

ber of artists, many
represented in

wtion” show, are

restating — some with vigor,

some with outrage, still oth-
ers — that . CEtalog
arty %y within the in-
timidating * framework gf a latine.

museum, eannot exist with-
out the participation of mu-
seum visitors. If no one sees
it (to vary an old Zen chest-
nut), is Monet's “Water Lil-
fes” still beautiful?

Some of the artists in “In-
[formation” sent their work
/by mail since it consisted en-
Itirely of documents about
|the work, i.e., photographs,
| diagrams, drawings. These
\were available to the press,
|along with the artists’ state-
ments and the essay by the
\director of the show, Kynas-
ton McShine, well before the
“opening.” Some projects will
not be completed until after
the show has closed, if ever.
The show, therefore,
out of the cyclical
et that museum connotations,

s
P 3 upcm.
The muﬂﬁe of regular press
previews is given a new kind
of meaning or, better still,
nonmeaning.

Although on occasion, for
some theme sHows, for ex-
ample, the muse&n‘t;;;”aked
critics no\: to a
show from: incomplete mat-
erial or wunder non-gallery
-conditions (looking at paint-
ings in poor light on the re-
ceiving platforms, for exam-
ple), in this instance it did
not seem a violation of the

ights of the artists or of
critic to give out every-
g we had with the clear
erstanding that not eve

erything was “finished.”

Thus, John Gruen’s essay

New York magazine was
‘one of several philosophical
‘pieces written on the basis
jof the list of artists in the
show, many of whom h«e

material which he
found fascinating and stimu-
Arts magazine, on the
other hand, carried a review
which went to press weeks
in advance and found the
show, on the basis of earlier
returns, mct outrageous en~
ough, Mr. Kramer found it an
intellectual scandal.

To each his own — and
‘happily so, for the show asks
that both visitor and museum
approach each other free of
traditiopal preconceptions of
what is or is not
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The informational machine (or “visual jui

kebox”) at MOMA

“Information” (Museumh of Modern
Art, 11 W. 53rd): The dissolution of
art as we have known it is decidedly
upon us. This marathon show is an
attempt to pmpomt the international
climate of art since communication sys-
tems have reduced the world to a vil-
- lage. By inviting over 100 artists from
countries including Argentina, Belgium,
Brazil, Canada, Denmark, England,
France, West Germany, the Nether-
lands, Italy, Japan, Persia, Switzerland,
Yugoslavia and the United States, the
museum attempts to prove that art is
definitely no longer a matter of stretch-
ing a canvas and daubing paint on it.
The main premise of the exhibition
is that art has nothing whatever to do
with the making of specific objects. The
international movement deals more in
concepts, or with activities in which
outside environments are brought into
play. Thus, creative work may take
place far away from museums and gal-
leries—in distant deserts and fields, for
example, or even in the artist's mind—
and may be translated into some form
of rendering or documentation.
The advent of “minimal,” “concep-

reach their destination in no time at
all; how the mails bring every type of
communication into millions of house-
holds and offices throughout the world;
how people themselves ean be jetted
to any part of the globe in a few hours,
and how the universe itself can be
explored by men.

In observing these global and celes-
tial forms of traffic, the artists have
become painfully aware of the limita-
tions of, say, a single one-man
in a gallery or museum in New Yoi
Paris, or Tokyo. And they have come
to the conclusion that to' embrace the
communications media, to work with
it and through it, is the only way in
which their ideas can be fully com-
municated and understood. They have
en d an art
a rapidly changing world.

The results of this

that is altogether fascin;
nating. Assistant éumﬁor
Shine, director of lhe
brought together a worl
umeénts, photogr:
communication.

Tl

tual,” and “ecological” art the
ldf.a that visual communication is negh—
in an age of rapidly tr

abo
“visual jukebox,”
offer ifold

. The artists involved ques-
'dlty of painting, sculpture,
i photography,

d

artists have ob-
, films and peri-
in a

mllkofkiathatltdwprodueev

tion. Works on
and stimuli design
senses. Projects, “imagin
provide intellectual st
sort or another.
ecological works
with a creative drive
fines of all established
ceptions. In addition, a e
formation” events are glnmmi within
the museum, and around New York.
Whether we like it or not, this is
clearly the art of the future. All we

magic, wmwetry something |
it hopefully stir the soul. s

Informatitj% Please

The artists whose works are now as-
sembled at New York’s Museum of Mod-
ern Art under the enigmatic title “Infor-
mation” see a world girdled. crowded
and crossed with telephone wires, tele-
vision signals and telex machines—the

ia of communication. They see ven-
dors hawking newspapers, mailboxes
stuffed with magazines and letters, librar-
ies ]ammed with books, all beanug infor-
mation  to uence ‘erucial decisions
made by individuals, corporations,
by entire sociocultural systems, including
their own art-world. They see computers,
too, fed information both by men and by
other com‘ters, influencing decisions
a deérlher into our

ik of messages that

]zformahon is

\iO\(As walls;

'!0‘(!3 dial-a-poem tele-

al jukebox con-

i Corp., with 40

h bits and pieces

watched by specta-

e on doesn't have the
ct as one devoted to
qhn admits curator

e; who orgamzed “In-

v in point is to inform

?r!f other artists about
going on. The show is more liter-
most art exhibits. It's also more

padve_ The visitors do enjoy them-
ﬂ’s a very.'em' us exhibi!,a&
e

Very serious apd very playful.
two Plexiglas bo: xé's'y by Hans
Haacke, inm which visitors may drop
“yes” or “no” answers to pmsmg politi-

P

Newsweek photos hy Robert R. McElroy

has erected a videotape booth, in which
the public can record itself live, then
watch the results on delayed replay.
Paul Pechter distributes handbills that
invite questions by mail about the exact
location of his works—innocuous, unla-
beled objects scattered about the mu-
seum. Vito Aconci’s contribution is a
mailbox, or “Service Area,” where he
comes each day to pick up his mail, for-
warded by the post office. “The piece is
performed,” he writes, by the postal
service ... and by the senders of the
mail, wherever they happen to be.”

If all this sounds like the happenings
of the late 1950s and street svorks of the
late 1960s, with their emphasis on activi-
ty, fun and participation rather than thg
creation of objects—like aintings o]
\\mks of sculpture—it shmtf “Informa-~
tion” gleefully mixes together products
and processes drawn from almost every
avant-garde movement ched in the
last decade. The visual ]ukebox is loaded
with old and new tlidbtgtound films,
one of them Andy, Warhol's “Empire
State,” which focuses for six and a
half hours upon that building. Michael
Heizer documents a_magnificent desert
explosion, “Displaced—Replaced Mass,”
through photographs—a familiar tactic of
earth art, which uses the land as a ma-
trix'into which new forms can be etched.
Naturally “Information” is saturated with
the products of conceptual art, which
communicates through written and re-
corded verbal messages rather than con-
ventional works of art.

Wires: It is a gleeful mix, yes, but
thoroughly confusing to the ]ayman, who
meets this rich assemblage of wires and
machines for the first time in the context
of art, “Information” is no model of con-
ceptual clarity, and the work it parades
now before the public cries out bet-
(er On the

%

cal which are changed daily.
John Van Saun sup lies a broken card-
board photographs of him
breaking it. Argenhnas Group Frontera

lev
there is a coherent link be-
tween all the artists on display at
MOMA, no matter how conflicting their
methods and materials, Each man re-

‘Information’: Olivetti jukebox
(left) and John Van Saun’s wall

flects a determination to turn the com-
munications media, new or old, o his
own ends—precisely as his colleagues in
painting and sculpture have manipulat-
ed pigment, marble and, more recently,
light and sound.

Walter De Maria’s contribution—a
magazine article about his work. en-
larged to wall size—is a choice metaphor
for “Information,” confronting us with a
crucial fact about art now. For better or
worse, it reaches its largest audience not
through the traditional gallery or mu-
seum but throngh articles, reproductions.
television and more—through e gir-
dling belts of communication. Face this
fact, “Information” is saying, don't ignore
it. In a world structured by a network of
messages, the artist must send along that
system as well as receive.

—DOUGLAS DAVIS
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formation at the Museum of
Modern Art in New York. Th
works by more than 150 young |
artists from 15 countries “reach
out to an audience,” according
1o Kynastdn McShine, associate |
curator, who selegted the ex-
ibits,
An observer, for instance,
may find himself barred from
close viewing of a photo mon-
tage by a low wooden platform,
The platforms have been placed
in the galleries by Stig Broegger
of Denmark., The reaction of
people to the platforms is part
of the exhibit.
“The young artists attempt to
be poetic and imaginative with-
out being ﬁither aloof ors con~ 3
descending,” says Mr. McShine. isito:
“This has led them into commu- Responses lean toward self-consciousness as visi
nications areas that Information

S g s a Two-Way Street

h ta ding booth f : ) ;. .
N and Appreciate and in Turn Is Seen and Appreciated

. _ ”
s Took at themselves on a bank of six TV screens as this group is doing.

visitors to answer questions.
Others can watch themselves on The Viewer Comes,.fo See
six-screen TV setup. s
In another spot, white cards,
are provided for the expression
of ideas. At the end of the ex-
hibit, the artist will read all the
ideas, condense them into one,
Tepresentative idea, and forget
it. ;l'here’s a ballot box with yes=
and-no di' i in which you
are invited to ‘vote with any‘
Dbaper, even a candy wrapper.
The question is a political issue.
Photo-electric counters tally the.
vote and the papers form a dec-~ i
orative display inside clear plas- |
tic containers,




Richard Artschwager, |
You
He-She They

{Aerial view of Ciudad Juarez, Chih.)

some of his artists seem to have realized this but are not yet ready
to exploit it

Our objections to values that are produects of logic, objective
thought and common sense aren’t surprising. “The struggle against
common sense is the beginning of speculative thinking, and the loss
i everyday security is the beginning of philosophy.™

MeShine’s exhibition raises all sorts of questions that pertain
directly to the art exhibition process. However the show itself
is not as effective as it should be because it accepts certain other
values that should also be questioned. The responsibility for
unquestioned sceeptance lies with both artists and curator. How
then could this exhibition have been made more radical, more

and more p ive?

In an art exhibition the works of art are perceived within a
frame of reference. In this case the museum is our frame of refer-
ence for the art works and interacts with them in providing the
meaning, and the information that the observer expects to receive.
The information at “Information” could have been more informa-
tive if it had been more absurd and in defiance of common sense,
and if it had been more responsive toward its frame of reference.

Many new artists scem prepared to accept the notion that art
should be absurd but, at the same time they are unwilling to
actually do it. Systemic processes that are based upon so-called
“common sense” criteria don’t work because the very premise of
the common sense process is usually false. Common sense assumes
that we perceive the reality of an object or phenomenon and, of
course, what we perceive is usually only a fraction of the truth of
the object. What common sense regards as certain is, frequently,
1ot certain at all. More often it is temporary, superficial and flatly
erroneous, Co thentic reality can

N.Y, 1970.
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David De Porte allowed himself to be drawn by a number of
“quick sketch artists.” (J. Button, 1969)

based upon false assumptions are generally false as well. Thus the
modern fascination with the absurd and the outrageous is consistent
with the principles of traditional logic; the ridiculous is more logical
than the sensical.

The frame of reference problem is, in a sense, new. Or, at any
rate, newly discovered in art. The frame of reference identifies
and gives meaning to any art document and without it the docu-
ment is invisible and quite useless. The gallery or museum is a
frame of reference for art. A book or catalog can be another.
Wherever the art is presented is its frame of reference. If the
frame of reference is so important, why can it not be used to
enhance the effectiveness of the artwork?

For example, art statements, documentations, illustrations and
proposals are frequently given their meaning by the location in
which they are found. What is found on the Museum of Modern
Art wall would have an entirely different meaning (if any at all)
if it were found on an empty seat on the mMT subway. The fact
that certain material is exhibited in the galleries and printed in a
catalog of the Museum of Modern Art is what's important here
and without this special location and reference many of the works
would be almost totally meaningless. In effect, they would cease to |
exist as art.

Thus frame of reference is a new problem with which the new
type of Ci 1 and D tion Art must contend. It isn't
nearly the same problem to a painting by Stella, for example,
which wouldn’t change much if it were found on an empty seat of
the BMT or on the wall of the Museum.

One result from the new frame of reference concept is that art
works have to be made specifically for the Museum of Modern Art,
and that's what's wrong. They should have been made against it.
By making works for the museum, the potential of a negative con-
frontation is wasted. There is no polarization. The energy of the

wume of reterence has been ignored. Part of the life of the art-
work is missing.

Polarization in art means the breaking down of boundaries
That’s what polarization leads to. A vital interaction between art
work and frame of reference would result in healthy provocation
concerning the identification of each. Modern art in a pre-revolu-
tionary society cannot be content to merely beautify or improve
the existing social and cultural reality. Instead it should widen
the gap that already exists between that which is and a vision of
what can be. The artworks in “Information,” and works by the
Earth and Conceptual artists in general, stop someplace in the
middle of these two attitudes. They neither seriously improve our
perception of prevailing reality, nor do they significantly widen
the gap that exists between the reality that is and that should be.

President Nixon, his advisors and ministers are important mod-
ern artists because they have helped dramatize if not widen that
gulf between what is and what should be. The bulk of the works in
the big “Information” exihibition are not nearly abusive enough
toward their frame of reference or cognizant of their power vis-a
vis it. The intentions of the artists are serious; their works are
serious too. But that means nothing.

There’s something happening at the Museum of Modern Art
and this is what it is. There is a new trend that seems to shift the
emphasis from historical type exhibitions (retrospectives, ete.)
that are mainly attempts on the part of the curatorial staff to
justify their own critical opinions and to determine the history
of art—to exhibitions that are risky and that may possess only
temporary meaning—as tempora the installation itself. In
some ways at least, the new here-today-gone-tomorrow art concept
is getting the exhibition it deserves. Or is it? The exhibition
process is improving but it isn’t keeping up with art. Nor is the

artist.

The young crities today have enormons sympathy for new art
but little patience with it. Many feel that the great bulk of new
art (including Conceptual, Earth and Anti-Art) 1= old fashioned
At any rate 1t isn't nearly radical enough aud at least in some
instances the motives of new artists have been questioned,. Change
1sn't coming about nearly fast enough i art, i art publishing, in
art exhibiting, and in art thinking, However Curator Licht's

vaces”” show is an example of the new type of exhibition process
and since it is so closely followed by Curator McShine's “Informa~
tion” we might assume that it is not simply coincidence. Of course,
among the curatorial staff at soma, Licht and MeShine have
broadest support among new artists and the young writers. And
that doesn’t say too much. Some of the other curators are so uni-
versally detested that it's a wonder their offices aren't firebombied

Long live scholarship, but don’t bore us to death with it. And I
don’t just mean the artist and curators. A lot of erities wouldn't sign
a letter supporting the New York Art Strike’s demand thet the
muscums shut down for one day in May (as part of the protest
\gainst American racist and war policies), The erities thought it was
a “negative” gesture. You know, the great silent majority aren’t
construction workers; they are art critics. Art eritics are the only
segment (as minute as it is) of the populace that has yet ta be
heard from.

Curator McShine has played right into their hands by providing
us with an exhubition of art criticism which is, in many ways, just
as vapid as is much of the recently published art criticism. Crities
refuse to act because they fear supporting “negative” actions. The
most negative actions were indeed their refusals. Suddenly, in case
you haven’t noticed, everybody is against the war, ete. But as one
young kid announced at the big meeting of the art community at
N.Y.u. in May—nobody in art is willing to put his body on the line

(“Information” will be on view at MOMA, July 2-Sept. 20.)
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New Show at Modern
Expands Art’s Bounds
Cookies Tn-ade from the

ashes of burnt paintin
12.FooE high s sy o

around the sort of idea that
routinely gets “run up the
flagpole” at ad agencies or
other tions es-
ubushmenE and is dis-
carded for want of even the
merest flutter. Yet here they




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

T Collection: Series.Folder:
e Museum of Modern Art Archives, NY
KM b TP

NATIONAL REVIEW, OCTOBER 6, 1970

; A2 o ] ! B For onc thin dime (slightly more from out of town),
: 3, -1970 ’ : {2 e A 5 ' dial-a-poem  sery (W ; & 53 you can bring the revolution right into your homes. New
Admitt y ; ) i York’s Museum of Mode has.set up a
¢ consisting of
ge Cleaver an

Protest)-Poem be a truer upset a number of telephone sub-
(do;r?pﬁon ofthem:e’rviee. scribers whose number was nearly and the n

ke
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0 These days, anyone can p
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called Dial-a-Poem w!

raril
up on. Since my phone had
broken down three times last summer,

GIANFRANCO MANTEGNA

Dial-a-Poem’s Poet Giorne.

ted material had already been print-

ed, with no public outcry. But over

undsipmuch md‘-

ot emerged
ittended

e mo ning and
again seven

a poet.

charged the

a monthly

people called. ing
with whatever line w:
them came during oOf
employees could call a
boss's expense. -

: i
Dial-a-Poem has been installed

twice bef ctural

League of New”
's Museum of
ch timeit

isa !mk
of Dial-a-Poem. ﬂoﬂ of !

Bu! I'm snu wary. The troub&e with
rded vome is that it

a chance to talk bach

't even know vg exist. The

er
catkg the sailors, Or if you Coadiil
spiritual xaw,, you could probably
persuade your local to visit
you. But the ﬁpod call M
hear your invita

nmmmhmn’?m f
the‘lmlcpma |




s.
¢ things do come

and clear. A

ich a sign reads: “Would
the fact that Gov. Rockefeller
has not denounced Presi-
dent Nixon’s Indochina policy
be a reason for you not to
vote for him in November?”

Visitors ‘are to
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Now you can't fault artists
for that. But what the show
really suggests is that, feel
ing uneasy and obsolete in
a world of instant communi-
cations dominated by caleu-
lating, copying, telex and all
sorts of other machines, art-
ists have decided boldly to

and sufficient technical,

lenging, if they've the wit
and inventiveness to carry it
off.

EMILY GENAUER

B T *

Actually neither approach
—If these were the ap-
proaches —has worked. The
show is full of elaborate
gadgets, like an Olivetti con-
trivance called a “visual Juke
box,” which is as big as a
carrousel and offers viewers
40 individuat closed-circuit
sereens in which they can
stare at paralyzin
films. - dull.
Some of the gadgets are
simple ones, like a shelf' of.
dial-a-poem telephones (that
doAn:d work). 4

some are just words,

like a blown-up telegram on
the ‘museum walls which
reads: “Particulars rela
to the information not :1!7:-‘
tained herein constitute the
form of the action,” and

signed by the artist, G, Kozz ™|

lov. Or a sign by Vita Accon-
¢i which announces that
since the artist is in a show
at the museum and can use
it as a post-office-box dur-
ing the show, he’s having his
mail forwarded there. His
“work” then, is the service
performed by the post-office,
delivering the mail, the act
of the sender in mailing it,
and his own in picking it up.

8o, you figure, the whole
show has to be a puton.
Only it can't be that easy.
There are 150 artists from 15
countries represented in it,
and I'm not ready to believe
that that many people all
over the world, not to men-
tion the museum staff, would
waste their time, energy and
resources on a huge, terri-
ble, unfunny joke.

Besides, another project,
of similar nature, organized
by the Smithsonian Institu-
tion and the Jewish Museum,
‘and called “Software,” will

that museum, This on
include the work

sts questioning how
% mestloninpe “per
»m !

e
mgu fige

ew of the issues wor-
rest of the world,
nay seem a revelation
of consuming insignificance.
1t may also turn out to be
about as permanent as 2
Roman candle. On the other
hand, there were a couple
of young fellows in Paris
around 60 years ago, named
Picasso, Braque and Gris,
who decided cubes were more
interesting than anything.
And art never looked the
same again.

i # *

real-

eable in the new tech-
;?:ues as kids playing with

”m they're think-
ing big thoughts—about ecol-

war, Sex.
:v‘yﬁ},igoth&tm!ﬂfm

around, just comcepts, won't
piz"’ together by poets,

:Wm
or philosophets,oreve?

[POST, NEW YORK, N.Y., JULY 11, 1970

‘artists in the past have

rarely meant for their

‘brewing there. The Museum's
error may lie in its not wait-
ing, in its impatience to

make news, for the brew to
|be ready for tasiing.
t * i
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Baltimore, Maryland, July 19, 1970 .. Dost, New York, N.Y., September 11, 1970
Art notes, by Barbara Gold s % Buckley blasts militants, by Warren Hoge

The Museum of Modern Art in New York can usually be depended on for a summer survey | * 4 Buckley (James L,) also played a tape recording used in a recent Museum of Moderm Art

that would make a trip worthwhile, This year's show "Information," is a collection of [ exhibit called "Dial A Revolutionary," The speaker, thought to be Black Panther leader

photographs, stat and ideas that can be appreciated almost as much by reading the | Bobby Seale, exhorts blacks to arm themselves and assault "the racist power structure.”

catalogue as by visiting the exhibition, It is a gargantuan art-magazine style report on

earthwroks, waterworks, events, and actions that have taken place during the past two years, Commented Buckley: "There are certain things which responsible institutions do mot go
out of their way to sponcer, Simply because those things are in the public context, in=-

"Information" could alleviate one minor cause of summer doldrums, however: there's never flammatory and dangerous. To sponcer them tends to legitimize them, "

much mail, Opening the mailbox is a big letdown., Three of four artists can fill that yawning

space, They aren't showing much in the actual exhibit, but they are offering art you can . Science News, Washington D,.C., July 11, 1970

send for: Opinion surveys--Asking the right questions.

Paul Pechter, 196 East 3rd Street, New York, N.Y. 10009 has a list of "referential material” "Would the fact that Govermor Rockefeller has not denounced President Nixon's
which he will send if you send him a stamped, self-addressed envelope. Indochina policy be a reason for you not to vote for him in November?" This questionm,
in the form of an art exhibition confronts visitors at the "Information"
Jeffrey Wall, 5 Dell Farm, Riuslip, Middlesex, England, will for $1 send a "Landscape Manual" exhibition that opened last week at New York's Museum of Modern Art, The visitor has
that documents a drive he took through the countryside, the opportunity to respond to artixt Hans Haacke's exhibit with "Yes" or "No" ballots
! that are dropped into a transparent box, So far the voting has been loaded in the "Yes"
A third artist has provided a box in the New York Museum where visitors can drop envelopes direction,

so he can mail them art,
Haccke's exhibit serves both to convey information to the potential November voter==

All this sounds a bit silly, but maybe that's great for summer. I don't know if these artists Rockefeller's support of Indochina policies--and to shape the direction that the voter
have proved anything about mails as a work of art or as ome of the systems that are impor- will cast his ballot: against Rockefeller,
tant to our lives, but sending for things £s always fun.

Art and Artists, London, England, September, 1970
Express, Red Oak, Iowa, September.2l, 1970 New York, by Gregory Battcock
Congressman Bill Sherle reports to the Tth Iowa District--Dial-A Radical,
At the Museum of Modern Art the special summer exhibition is entitled "Information" and
The tax-exempt Museum of Modern Art in New York City is spewing out a telephone recording includes works in the catalogue that aren't in the show, It is an art exhibition that
of radical anarchist propaganda. : cares more for communication that it does about art, The only thing the show really needs
; besides all the clever documentations, statements and ideas that it already contains i',
John Hightower, Director of the Museum, confirmed that recorded statements from hate-monger a little disrespect, a little outrage, i
Eldridge Cleaver, the Black Panthers' Minister of Information, are being played as a part
of the current exhibit on "Information," g "Information" raises all sorts of questions that pertain directly to an art exhibition
. process, However, the show itself is not
Also immortalized on tape in Weatherwoman activist Beranardine Dohrn, who, like Cleaver, is certain values that should also be que:u::e:ffie[;t:;isa:h:: ::::Iisbim::z:::z: i: :ﬁ::p:;e
' a fugitive from justice, Miss Dohrn reports that her group will bomb a symbol of "American ¢ works included were, for the most part, made especially for the Museum of Modern Art anmd
yerialism" nad informs the listener that "there are those who can tell you how to make for this exhibition., Thus the works are intended to exist within a frame of refersnce-=
v cocktails, flamethrovers, bombs, whatever might be needed, Find them and learn,,." I the Museum of Modern Art. However, the negative potential--the energy that could hnv:.b.gn
v | created had the works required c !
‘the tax break, the Museum received a quarter of a million dollars this year from the I works should have been mzde aga1:?22:&;\1,::“?ﬂ,'aﬁgzrmt’,’j‘;“}o‘,“it"'m’ comsiduned, S
State Art Council, The Council receives direct federal support from the National ? :
| on the Arts and Humanities, which this year earmarked $70,000 for them. Not sur-
a spo for the Museum admitted to me that they intended to apply for direct I
National Foundation on the Arts and Humanities in the near future.

ies in spending again becomes paramount, Should the federal
a tax=free organization which, among its many pursuits, engages
imformation calling for the violent overthrow of our govern-
? ion is how the National Foundation will react,
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So he wrote a note about it, ployed at $4 an
it on the wall at the hours a day for
and called it “Art i

[

East River. The purpose
of such off-the-wall ephemeral art is the passing information,” and In-
forgnation happens to be the name of the new and jor show opening
at MOMA. The show will consist of d ion of ecological work, ren-
derings for possible, impossible, or imaginary projects “earthworks” ex-
ecuted in the desert). There'll be environmental s ons, of course, and
something called a “visual juke box,” which shows| \
there will be activities all over the city as well as i
info on these will be transmitted to the museum.

“INFORMATION"/ MOMA [ July 2-September 20

London Newspaper |
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Prohbly the bi
“vlalsl

non-narrative, an exten-
sion dnem verite ranging in
length from three minutes to eight
hours) were to be viewed ﬁrouh
this side-show a g
This machine typified my frustra-
tion with the whole show as I darted
from peep hole to peep hole to get
some ‘‘message” only to find that
most of it had broken down and
wouldn’t communicate with me.
&'ontrqry to Marshall McLuhan’s
if there is any aesthetic
knowle: to be gained from the
whole px'o;ect it can be found more
readily ﬂ)e !.nf mnﬁcn" cata-

mﬁhwga goatitfor
until Sep-

wl'herexsno sion
o Tine e

ot | ago, as reported on this page,

emb s of the radical Art Worke) s"Oolh-
bo a convention here and pl

to the .best lmd plans of t.he

Some

e people reappeax‘ed at the re-

g of a Museum of Modern Art

called “Information.” Nothing

they did en‘, however, could challenge this

or any other museum as directly as does
the show itself.

Kfﬁaqwn McShme is the museum’s asso-

ciate curator of painting and sculpture; he

as aged to assemble the random works

of some 150 people from 15 countries for

whcmwmth;r painting nor sculpture is of
any pgmcultr concern at all.

Here are a few things that have con-

them: The writing out of “a num-

en zero and one,”’ which amounts

714,080 digits, precisely arranged

25,974 pages, occupying 28.5714 hours

pr bout time (Siah Armajani, United

tes); a series of identical low, wooden

atfqrms placed without permission in and

nound New York before and during the ex-

‘hibition, \vlth considerable documentation as

to their ~and use (Stig Broegger,

Denmark); var ous rural locations, shown

5\" phot aphl llred to be sites for

‘non-bu n buildings, or

modifications of ﬁie surhce" (Hans Hollein,
Austria). And so on.

‘Some information 1s abysmally (and at
times scatologically) rudimentary, some of
it murkily intricate, some of it both, most
of it studiously inconsequential. If it does
represent wave of the future, then it
would seem that modern museums will have
gtle more to raise money for, curators will

§:W to curate, and ‘‘art work-
ers” woul 1 to waste any more
time conle-c

Yet when vou bon it an down, you come

an lmtu* that can no more be ignored

an can the coalition’s dis}iqveled protests.
posmve The
tina has set

pose is “‘to formulate a theory of the role of
a in identifying a culture’

n*ore or less original ges’
that emerge through these m from
the indiscrimina masses. g

nst t.llmg% .
At the opposite end of the scale, the speci-
fications for skimming a stone on a
are hmpxd enough to teMe (pardon the
) uahty of the rience: “The
st fi o ond is still
a piece of uncut w i
—like a chisel. Th 1

e i

_ In general, and in keepi
h\e attitude is against thin;
cal peérmanence, against

ponents of art, a | ag:
(ﬁﬂfegn tha#'pchucal) as a mot

/s continue into Septe:
k' called ‘‘Photo
adds perspec
\jnto two quite

ing the cét)




AL-A-POEM
s /032
iorno Poetry Systems

- 12 lines, 50 poets
- The Museum of Modern Art
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'Museum of Modern Art features

B D o7 oo o s
Dial-a-Revolutionary service

4 NEW YORK (UPD)—Ii revo--
| lutionary rhetoric is your bag,
no longer do you have to search
out a street demonstration or
| tune in your TV news in the
| hopes of finding it. You can dial
| Revolutionary at (212) 956 7032.
New Yorkers have long been

able to dial a demonstration, a

a model
clothed) or a steak.
Now they can dial Kathleen
Cleaver giving her ‘version of
how Black Pantl Bobby
Hu was killed in a shootout
police; ~ Weatherwoman
Bernadine Dohrn saying that

(nude or

Weatherman will bomb a
symbol of ‘‘American imperia-
lism)" Yippie Abbie Hoffman
telling high school kids to get
their guns; revolutionary poet
Diane di Prima advising young
revolutionaries to ‘“‘meditate,
pray, make love, be prepared
‘a‘t. any time to die,” or Allen

5
The Dial-a-Revolutionary ser-
vice was nized” by John
Giorno, a for an exhibit
on “information” the
Museum  of i (3

costs the museum $280 a month
for phone bills and tapes. The
poets and revolutionaries don-

e,

almost two mon
exhibition otg: e;le
received 78, ] |
12 different tapes daily. Gives
Giorno said the service would E
be continued by .the museu
after the exhibition closes later
this month. He s2 originally
the service was modeled after a
Dial-a-Poet servi rted in
Chicago early l%: ar  and
tapes included d t kinds
of poetry.
it now ‘‘more than three-
fourths of the time (is devoted)

to radical poets and mu/ement
people because what they have
to say is so important now.'

ate their services. During the

1970 |

/DISPATCH, ONEIDA, N.Y., SEPTEMBER 19,

Dial-a-Radical
For an organization with Banker Da-
vid Rockefeller as its chairman and Gov-
ernor Nelson Rockefeller on the board of
trustees, Manhattan’s Museum of Mod-
ern Art is bankrolling an incongruous e
:;r&it: M“;;mf ‘the mu: kum‘s(;,
ibit on “Informatiop,” a poet ¢
w’bui&}:l a.i;:;f Dial-a:

sberg chants mantras. Weatherman
ist Bernardine Dohrn announces

I I bomb a symbol of
or this ,.:vca:ﬁ;ﬂ‘
aying Sﬁ:;z’momh or tapes and.

€S, ]

is pi
telephon s itart?

Opinions of Other

Giorno said.;—
£

oy

e NIRRT _Wk‘
ithe
‘ta

Writers

»Revolution Can Be

Ne: '¥Ql'k9!'lnc&il now dial a tele-
1 and hear the latest in
rhetoric from such revolution-

5 .’nﬂi&:‘ﬂuver, Abbie Hoff-
llen Ginsbers.

“dial-a-revolutionary” service

DialedInto Effect -

phone calls /c, hear Kathleen Cleaver
giving her version of a Black Panthef
shooting, or Abbie Hoffman urging high

ool students to arm th lves, o1
Allen Cﬁn-borg “doing his thing" are
from curiosity - seekers rather thar
persons seriously interested in keeping

was devised by John Giorno, a poet, for  up with the latest revolutionary “‘line.” :
an exhibit on “information’’ at the }&1{ But why one of the world’s leading
seum of Modern Art. Those participal- museums ‘would extend its blessings — hibi
ing have donated their ‘‘services” but and its cash — to such a dubious under- 000
it's costing the museum $230 a month taking is an even greater mystery fo us four h
for phone bilis and tapes. than the more traditional gquestion of .

‘During the almost two months of the why the *%Pﬁmﬂm _spends the .8 i S0
exhibition, the service — which offers  vast sums it does in ) some y :
12 ent tape recorded messages a of the junds curre being passed off -
day — has received 78,000 calls. 28 “art.” rald - Ad- ;

We suspect that most of the tele- vertiser. . 1 1

3 Leagu
JM MAY KEEP |Arcitectrsl Loa
4.POEM PHONES s ey

. Public response to a novel

Bt i, om0

17

W




The “Informa-|
exhibition that occupied the Mu-
seum of Modern Are throughout the|
summer displayed a glass mechanism
for polling visitors on a statement by
svernor Rockefeller about Vietnam;
'Rl\n animated ballot box remained on
the acceptable side by being a visually
stimulating artifact. But a Black Pan-
ther distributing literature—also an in-
formation-disseminating - mechanism—
would be ruled out on the ground that
he is beyond the frontier of the aesthetic,
Pcrhaps if the Panther were set in a
frame or enclosed in a plastic case . . .
Obviously, the rule of “artistic expres-
sion” is inadequate to éxclude politics as
strictly as the earlier rule of art could,
and if pressure mounts, the muscum’s
ban will have to be enforced on com-
* pletely arbitrary grounds. This is an-
other way of saying that in regard to
social issues the museum today is in-
tellectually demoralized.
- In Hightower’s perspective, which
evidence indicates is typical of muscum
avant-gardism, art institutions are on
their way to becoming totally integrat-
ed into social activity, except for its
political aspects. The museum wishes
to “serve the community;” in this it is
already political, But its service must
be confined to the aesthetic or to the
acsthetic side of things—for example,
paintings on the exposed walls of slum
|m|ld1ng$. Having helped to dissolve art
into life, the museum wishes to segre-|
gate life as art. But wheh painting and|
sculpture are made equal to othe
 forms of “visual experience,” includin
Christmas turkeys, what grounds re-
~ mutin for denying the demands of mili-
tants that excellence in art be subd
wordinated to the notions of “relevance”
ut “forward by women, blacks, peace
ghters, “younger "frtists”?  When|
verything has found its way into the!
S, thc’phcc of art will have to)
b dm-dc
lmmg to Hightower, his televi-

tion”

FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

The Museum of Modern Art Archives, NY

Series.Folder:

VE G

Collection:

KM

(impression that paintings and s nh\uuu‘
Hhad become superfiuous at the Museam
of Modern Art. “If you had
way,” she asked,
to the older museums in the country
what are now the Old Masters of mod-

your
Swould you move up

—crn art?”
T really  tcklish
that for practical reasons it was not
expedient for the Museum to get rid

ol its art collection at this time,
Like the divector of the Muscum,
“Information” exhibition took the
offensive against painting, and in the
name of the It invoked po-§
isis to discredit putting |mnl[
on canvas, but the exhibition itself had§
no political point.
cties of clectronic
and  their
cards, huge blowups of magazine art
by  Bobby
Scale, spectator-questioning booths, slo-
gimes,
was an acsthetic

question”

acsthetic,

Consisting of va
communication de-f
punch

vices sereens and

reviews, recorded  poems

gans, number
“Information”
dling with politics as a substitute for
thinking about it. In a book issucd by
the Museum in conjunction with the
exhibition, Mr. Kynaston McShine,
who directed the show, called attention
to “the guulx] social, political, and
economic crises that are almost um\u-
sal phenome of nineteen-seventy,”
and he indicated that, in the light of
torture in Brazil, imprisonment in the
Argentine, and shootings in the United
States,
if not absurd, to get up in the morn-
ing, walk into a room, and apply dabs
of paint from a little tube to a square
of canvas.” Recognition of the exist-|
ence of historical crisis by artists and|
critics 15 a welcome change from the
sealed-off formalism of the nineteen-
sixtics; there are indications that the|
Jatest fashion of the art world, even for|
the most stubborn hierarchs of pure ab-|
straction and “quality,” is to he “po-|
litically concerned” (but not political ).
Still, McShine’s description of painting,
down to his reference to the shape of
“his imaginary canvas, echoed the im-
povcnshcd formalist conception and re-
pud)m«,d not a p1rnculnr]) empty kind
rof painting but painting itsclf.

At the same time, “Information”)

photographs,

cud-

“it may scem too inappropriate,

T'he director thought this “a F——tion™
but decided i

ment inoa chipping from e, could
hardly be more effective against police
bratalitn in Rio de Janciro or Los An-
2eles than how,
non=political, or de Maria’s sculpture of
a bed of spikes (not in the “Informa-

apantng, no o matter

show). What was at work in

HInformation™ was the cagerness of the
Muscum o welcome a kind of up-to-
dateness in which the vole of painting
and sculpture would be reduced, “That
this was a paramount motive of the ex-
hibition is indicated by McShine’s por-
tentous yet not unfamiliar observation
that
perhaps becoming obsolete.
the waditional muscum

ahout work at the hottom of the
gasso Sea | Mr. Hightower’s
perience that the spectator may not get
|, or in the Kalahard
in the Antarctic, or at thel
hottom of a volcano | this should be one

“the whole nature of collecting 1S
And what is
going to do)

“visual ex-

amywhere clse’

desert, or

place the museum might want to stay
out of | ?
deal with the introduction of the new
technology as an everyday part of its
curatorial concerns?”

How is the museum going tol

The dilemma of the muscum is that
it takes its acsthetic stand on the basis
of art history, which it is helping to
liquidate. ‘T'he blending of painting and
sculpture into the decorative media,
the adulteration of styles, the mixing of
genres in order to create an “environ-
ment” for the spectator have com-
pleted the erosion of values derived
exclusively from the art of the past|
which was begun by the avant- garde art
movements. What is needed to replace
those values is a critical outlook tow: wrdf
history and the part of creation in con-§
‘temporary and tech-f
nology. Aesthetics does not exist in a
vacuum.

culture, politics,

The museum scems unawarel
how precarious it is to go as far out
from art as it has on no other founda-§
tion than its simple=minded  avant-f
gardism, In the dircction it has taken,
nothing awaits it but transformation
into a low-rating mass medium,

(— Harorn RosenpEre

—

“was in no sense a call to join up and
‘go fight against tyranny and war, ag
l‘.ft-wmg works in the thirties urged
vpCDl)lL’ to do. The exhibition used a
political argument to reinforce an aes-
thetic that, like Hightower’s diffused

‘-'-*5 artistic expression,” could provide a
‘negation of art, Such exhibits as rows
of computer digits, a telephone with
' which one could dial a poemgor Walter
dc Mnrms wall-sized si%;dvurtise-

This display of cooling towers as functional art is on display at the
gether into this art piece by Bernhard and Hilla Becher, of Germany.
k4

useum of Modern Artin New York City. The photos were made and put to-.
unction of cooling towers is dlscgwed at ught of phertei

-

ELECTRICAL WORLD, OCTOBER 1."im~
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nothnportutmdl!ﬂuma

it must be that the idea is
all-important. If so, why not
| merely pr-untthonduinthe
most direct way possible?

If one assumes, as I do, that
the business of an artist has, at
leutononelsvd.mdowith

then it foll

quite easily that, given the fact of
its | our print and image media and its
world-wide network, tb most

. way to is
no longer the creation of objects
murals, paintings, but through
these media.
'l'bln are other variations anc

An artist may
wihiodohmwtdoorworks

here mbnl
and ph
must suffice. Sometimes the
photographs are art works in
their own right. Sometimes they
are an integral part of the art
work as a whole. Sometimes they
have no real relationship with
what the artist considers to be his
actual work. <

Also, some artists believe, as in
the words of Douglas Heubler,

piece looks is not important, then |

|
|

wﬂued in The V’lla;u Vmee
‘The thought is a little fi

ldonotmmtoww ‘ﬂn h

mdlammmthatwhokm
of young artists are already
turning out p and
paintings that in the coming years ﬁ-
will command our attention. The | works suc
fact is, however, that Mdya platform ¢
good number of very serious | throughout
artists are not making objects, per B\mb
se, but doing something else that
ivtyinmeﬂmgmdm

that there are already gh
objects in the world. (There may
indeed be enough objects in the

somehow I doubt that there is
enough

world. There certainly are more
than enﬂruh people. But|

~ Also, only is it easier to | so

e ;
an A

group show which recently | c

opened at the Museum of

An is an excellent survey

from Germany, Holland, ||
y, England, ﬂguu.‘

mm

A G aamme



(ahn Parveault, Harmony Hall, lowa City, lowa (Sept. 1969).
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John Perreault, North Dubugue, lowa City, lowa (July 1969).

Informative Exhibition

at the Museum of Modern Art

by GREGORY BATTCOCK

Tmagine: 1. an art exhibition that started out by inviting artists’
contributions without anybody having seen the works first; 2. an
exhibition with a catalog that will illustrate over 100 works—
v of which will not be included in the show; 3. a catalog that
artists that aren’t rej ated in the show at all; 4. an exhibi-

tion that includes works that are not included; 5. an exhibition
about & new trend in art but that doesn't try to invent

for the newly discovered trend.

Kyuaston L. McShine’s summer show at the Museum of Modern
Art ia just such an exhibition. The show is called “Information”
and is not only representative of the new trend that sees museum
exhibitions as exercises in art critieism (And why not? Art turned
into art critieism a long time ago; the erities got left out of the
pietsire.) but places the curatorial folk in roles previously assumed
by the eritics. “Information” goes even one step further. Up until
f,’eeeni.ly our modern curator had been content with the job of
sniffing out new trends in art and identifying them through the
exhibition process. Now the new curator (as opposed to the old
eurator who still throws together “retrospective” type exhibitions
which are exercises in art history rather than art criticism) as-
sumes a broader responsibility that extends beyond the formal
realm of art. The new curator is more concerned with communica-
tion than with art; he is interested in information processes pri-
marily and his job is to try to accommodate his new concern
to the traditional and ambi of his medi the
art museum.

“That s the central problem encountered by new curators and,
as one would expect, the problem has not been completely under-
stood (it is just being discovered) and the resultant exhibitions
are full of inconsistencies. It should be pointed out that our new
curators (they include Jennifer Licht who did the recent “Spaces”

how at Moma, Seth Siegelaub who helped out with the recent “18

show on the Rue Mouffetard, and Pierre Restany who

4 “Art Concepts froms Enrope” at Bonino.) are taking chances

nggressively secking out change; nearly everybody clse sits
£ R R

back and waits for change to arrive and then promptly weicomes it
with open arms. [

MecShine is something of a Johnny-come-lately to the new camp.|
S0 is his museum. Nevertheless his contribution is considerable. He|
has threatened the boundaries that delineate the traditional art
exhibition system of information distribution and that’s good. On
the other hand, few summer visitors to the museum will find the
the show all that enthralling.' Why?

The emphasis isn't on traditional aesthetic merit and criteria
as far as the art is concerned. There is no formal, aesthetic analysis
of the painterly qualities of the works, for example. There is a
shift in the aesthetic sights and the introduction of some rather:
mild merchandizing problems. However the artists in the exhibi-
tion ave, in general, still hell-bent on their own ego identification.
That wouldn’t have to be bad—if at least it were accompanied with
genuine innovation in the realm of outrage, say, or humor, or
scandal, or insult or indignity—but alas there is little deliberate
attempt at real disrespect in the show.

A little disrespect is what the show needs to get off the ground.
The Guerrilla Theater people and the Guerrilla Art Action Group
have introduced more progressive visual disrespect to the Museum
of Modern Art in recent months than all their exhibitions thus far
this year. There may not be any protests accom panying McShine's
exercise in informatory experiment, and that may be too bad.
“Information” is another example of liberal innovation in art and
communication theory that simply isn't negative enough. Despit:
its progressive title and its number of artificially progressive art}
works, “Information” is a traditional exhibition that only partially
threatens prevailing information concepts. It is rooted more in the
past than in the present. The “movement” isn’t going to get any-|
T should like to point out before anybody else does, that I haven’¥
seen the pleted, installed exhibition. I have met with Mr.
MecShine at the Museum and have examined the pages of the
catalog. 1 hove seen some of the works at other locations and
lave discussed some warks with contribuling artists.

W

place until it stopsshelieving i the power of positive thoughi. If we

belicve i positive action we must, automatically, helieve that

cortaun actions are negative —otherwise there could be no positive
e finst place. Howover, if we believe that theve s no such thing
1< o negative action we would then be liberated from the tyranny
of positive thought and hehavior. The new Conceptual and Anfi-
Art artists ane o the verge of (his discovery. MeShine could have
helped them by foremg them to moss further in the dircetion
they ave headed but, alas, his misplaced vespeet for objeetive
enticiem and “objective scholarship™ (wineh he shares with Jis
colleagies and trustees) prevented him iom doy

If there can be no such thing as a negative gesture or achion
art, then why are we hung up with so-called positive behavior”
The destruetion artists made their point by defeating their mten-
tions. They demmonstrated that, in arte there 1% no destruchion
All art as destruction

Technological  discovery has vendered  traditional methods of
information distribution and reception olsolete, Yel frequently
we still depend upon concepts that were developed by Gand
that meant <omething 10) Classical Greeee, Electrieal systems have
Killed the theater and the novel They have introdueed television
wnd the tetephone, The maplications are stll not understood ; v
they have already resalted i movies on jets, tamsistorized fap
decks md colleges of Packaging Technology that tum oul exeen-
Lives who work on Madison Avenue, Perhaps it would have been
preferable df Mestine had entithd his show “Misinformation’
nob heennse that’s what it is but heeanse that’s what it should I

I the show wis entitled “Nisanformation™ some of the wiists
wonld have prabably vefeed o paohogpate Then adeeniy ™
would bave beon at stake, Mier all, they reason, we must be con
stantly on the lookout for a “put on.” And there s the myvih of
quatity to worry abont. In fact, bombing i Indoching and shoot
mes o home negate Citegnty T moart The gradial spreading of
reprossion and the erosion of even the desie for tmie freedom

have wiped out our qualitative distinetions m ot MeShine and

smagaz

Ira Yool Haber, Pretzel Landscape (1968)

Robert Smathson, Asphalt Kumdown (October 1969} Coll 1 Ao
“ourlesy Dwon Gollery
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i
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SEINFORMATION,” a hotly coptréver-
sial exhibition-ofa-mass of miseelian-
cous malerials representing “recent ac-
tivity of young artists™- visual, me-
chanical, aural-—has just closed (Sep-
tember 20) at the Museum of Modern
Art, New York, It contained ilems
from more than 150 men and women
from 1S countrics. materials selected
by Kynaston McShine, assistant cura-
wor of the Museum’s Department of
Painting and Sculpture.

Accompanying the ;\hrlm was a
catalog, “Information,” 8'2xl1 in-
ches, 208 pages, adhesive-bound, with
a paper cover printed in green and
with green end-stain and Lrontstain on
the pages. Copy— allusive rather than
explanatory —is typewritten, and the
text and lavish illustrations  are
unevenly and poorly printed through-
out, by oflset.

Explaining the exhibition in an nd-
ance release, Mr. McShine said,
patt, “Several picces in the L\hl“lll“"
can only he realized with the achve
partici 'lmn cither in or outside the
museum.” In a note on books and
graphics in the show, the museum
office stated:

“The exhibition catalog itsell
constdered a n ary adjunct to the
show since each artist was invited to
create his own contribution cither di-
rectly related to the actual work in
the show or independent of it. Some,
ineluding the art critic Lucy Lippard,

Art & Language Pross, lan Burn and __

aspects of the print medium. Art and
Project, founded in Amsterdam i
1968, is represented entirely by copies
of their bulletin. On Kawara's 1
Met” (1968-1970) 18 a series of five
books concerning people the artist hay
met i the last two years, John Ta
tham distilled the ook “Art and Cul
ture” by Clement Greenburg, into it
small vial of liquid which he shows
along with letters and other documen-
tation.

“Michelangelo  Pistoletto is - 1ep-
resented by “The Last  Famous
Wosds™ (1970), a photo-enlarged re-
plica of his book entitled “Le U Ttime
Parole Famose.” (1967). The book is
in Halian and English and is exhibited
so that visitors to the exhibit may
read it. Among Edward Ruscha's con-
tributions is “Tivery Building on Sun-
set Strip™ (1966), an accordion fold
book which opens to 27 feet and in-
cludes photographs of all the I\m\d
ings on Sunset Strip in Holly wood."

Other printed materials included in
the exhibition were:  booklets, text
pancls, posteards, telegrams, photoco-
pics, silkscreened  pocms, dictionary
definitions and photographic  en-
largement of a p from Time mag-
azine. Also on view was a copy of a
newspaper  edited by Stephen
1 awrence, who printed a special edi-
tion lor the show.

Among “participation” items of
sevents” in the show were  these
Group Frontera, Argentina, set up a
TV tape recording book in which visi-
tors were recorded and could wate -h
themselves both live and on delayed
tape. Poems selected by an artist,
Giorno, were available by dialing on
phones in the galleries. A German,
Hans Haacke, polled Muscum visitors
about Nelson Rockefeller's candidacy
for re-clection as governor of New
York and reported the results; that
was Mr. Haacke's entire exhibit. A

Mel Ramsden. Yoko Ono, Yvonne —Brazilian artist, Oiticica, built  a

Rainer, and fan Wilson, are rep-
resented only in the catalog and not
in the show itself.

“Many other portions of the show
are concerned with baoks and other

12-foot “nest” for the public to climb
and sit upon,

Other materials, it was cxplmmd
consisted of * ‘documentation—in the
form of photographs, photostats,

drawings or written instructions of
works that have or have not taken
place.”

Mr. McShine contended in a state-
ment: “The general attitude of the
artists in this exhibition is straightfor-
ward, friendly, coolly involved
allows experiences which are re!
ing . .. These artists are questioning
our prejudices, asking us 1o renouncel
our inhibitions . . . Some artists have|
attempted to extend them i
their environment and to work with
its problems and events. Some have
become aware of their own bodies in
a way that has nothing %o do with the
accepted idea of a self portrait, but
more with the questioning and obser-
ving of sensations. Others have em-
braced natural phenomena in ways
that are at times romantic and at
times bordering on scientific.”

Ihe museum announcements also
noted: “The increasing use of the
mail, gelegrams and Telex machines
for trafsmission of works themselves
and of ideas is represented in the
work of many artists in the exhibi-
tion.”

Many films were shown—more than
40, from 3 minutes to eight hours in
length, being seen on Olivetti's “in-
formation machine.” Mr. McShine
commented, “The films and videota-

. are often described as ‘mini-

structured,” which means that
the content is non-narrative and that
(he style, while almost an extension of
cinéma vérité, is like so much of the
other works in the show, simply a
method of distributing the visual in-
formation that interests the artist.”

The meaning of the show in terms
of art and informational media meth-
ods was debated during the summer
by a number of critics.

(‘nlture (’ollww
Nowhe're is the
genaﬁﬁon zap" moy
of several recent exhxbmonr
at The Museum of Modern Art. lmagme edlibiﬁ ,
ously “Information,” a compendium of compt art; the
Cubist sculptures of Al i
of the works of Barnett Newman: and a continuou
a film of bank robberies. The logical question (as

ill an issue) is whether this incredible range of

y-machine throwaways to some of the most

VOGUE, OCTOBER 1, 1970

paintings of the twentieth century can
e same roof as belonging to the same caf
z one we used to call “art.”
At the risk of ling my own g
must say 1 don’t think so. The aspiration to
ch}:gs leads institutions to extend themselves,
intellectually, beyond their practical limits.
“relevance,” such an exhibition as “Information’
—with all the best intentions of serving new t
g;‘ubhcs But lhe counter-culturc ethos of “lnfo m

pany, is the only in the show. The cofl
is the idea that the eph al. personal is of
public larger than that of the artist and his immedia
The error in sponsoring “Information” n’)re an
able, however, than the itment to d
chapters of the major modern movements mponu
Archipenko revival. A competent if derivative artist, Arch
gained ]ais repulahon largely from the surprise lhnt a

3 until his death in 1964
ower and originality of Barnett Newmau’i s
re IL,” part of the memorial exhibition honour
;"thilgd American painter, is even more striking
“the ionality of Archipenko’s forms. A j
for éii’ectness and simplicity of Minimal a
cuted ] - sculptures during the “sixties that 1
tho \llﬁma!a critique of Minimalism, for N

f a great individualist like Newx
cal loss. The man who stood al
own experience (so he could h

e said) can not be replaced by al

in the world. To Newman and ]
ible to rebel against the
z Wesiqn tradition. Judging from
numerable future versions of it, uwi,
vare” exhibition of data-pr
continue to hold that
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on the wall. m;nmu
“Every
ﬁ sition is only that
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NEW, YQRK (PSS) — Where elsé but in a

edical bookeouldyoumamvmnl
jon a splinter stuck in m-

At hattan's Museum of n!odan Art
L wherg else? © T ——
The b)owup,lnyenMsmehlun is i 1t

ation,” an il'.nermn;‘m w2l Yeport on  recent ac- called Klorm
tivity of over 100 young artists from 15 eoun-

tries, including Brazil, Yugoslavia, Japas,

West Germany and Switzerland.

One exhibit so large that none can miss it

is called “‘visual jukebox” and indudsf L]t(te

work of Robert Breer of Palisades. The ‘juke;

box" is a round, umbrellas -like structurewhc;mh

taining 40 indlvidual lcreens through ic!

Jne can view, peepshow Style, films of varlnul
quality and interest. Among the other avani-
garde filmmakers represented here are Brude
Connex, Christo and Les Levine.

“THE ONLY common denominator is that
all are trying to extend the idea of art beyond
traditional categories,”” said a MOMA spokes-
fman. “These young artists — painters, sculp-
tors, filmmakers — are trying to be poetic

|cupied with their
‘yet assimilated wl
‘especially in
“they and our

of it."

and imaginative without being either aloof or———— - A W ot Andy W

condescending. It's led them into new areas
that our show reflects.”

Inf on consists of documentation of
ecological works (such as Christo wrapping
Australian cliffs in plastic, Walter de Maria
digging trenches in the sunparched desert,
Dennis Oppenheim dropping deep magenta
dye into a Caribbean cove), suggestion for
possible and “impossible’” projects, photo:
graphic. series which record ideas and 1,000
shjects you can look at, sit on, sSqueeze
through, sleep in, peek into, refate to, speak
'into, write on or listen to.

WlAT 1S probably most amaa.ina about
\the show is that it is taking place at all — and
in the world's most prestigious modern art
museum. That prestige, in fact, qum
reason that Robeert Polidore, 19, of mntma'
is exhibiting his “18 Traffic Light Gmxes
there,

bt wanupgetagrmmmanew

" he explained. “This will give me pres-
tu‘ge- It's that simple.”

Almnt all the foreign artists were enthusi-

e TV otiented prophecy:

”‘
.mdywmmmmmumm

{ LIFE, AUGUST 1k, 1970
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