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INTRCDUCTICON
Art bhas traditionally been a commentative form of expression, positing
9 EE;EEEEEEEEEEE which might change the perceptions of its audience
through exemplary (pictorial) demonstration. Currently, more radical
artists are dissatisfied with what they perceive as the passive-- and
socially co-optable—- nature of pictures and objects. They prefer to
create art that is activity itself, that is in the world as much as
about it. By exploiting the conditions of everyday life-- by bringing
ordinary things and ordinary situations only slightly out of their
normal context-- these artists express their relationship to the world
around them by intervening in it, changing it and their audience's
perceptions of it subtly but assertively.
Their art thus freed of traditional restraints on forms and media,
the poetry and polemic of these artists! ddeas go to work immediately.
These artists voice their understanding of the interrelatiohships
between human beings by isolating and (re)staging details of these
interrelationships. These artists convey mystery, menace, and

revelation by conjoining real objects and actions in tableaux only a

stepﬁk}emoved from the fortuitous situations that provide the models.

These artists explore personal and cultural memories and responses
in real time and space, thus giving to these memories and responses
a vital palpabiliﬁy. These artists respond to their environment by
manipilating its apparent and actual dimensions. These and other
kinds of expression are effected directly on and in their subject
matter. Even within the relatively rerefied context of an exhibition
space the artists can observe and alter myriad base realities. By
subjecting these realities to a flux of concepts and perceptions
these artists arouse our awareness of the facta and possibilities
inherent in these-- and, by extension, all-- common situations.
This is an art of ideas, ideas not just about being in the world,

- i

but about doing something with and to that experience of being.
-- Peter Frank
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_.dt _0\.:1\'_: Proje-v. acre YOu Wurking cin o t}]is time? .

I was working on the Brooklyn Navy Yards - that was my big hope. I wanted No. 113, one
of the buildings there, a large three or four-story many terraced warehouse, and I chose
it because it was in the worst shape - the least easily utilized for factories - the
City's main concern was to employ people in the area.

Why did that project not come through?

In the end, the City simply didn't want to do it. They didn't want artists out there;
they would much rather have the buildings torn down. Because they're evil? no. It was a
very difficult political situation at the Brooklyn Navy Yards. The Feds had given money

for its rehabilitation under Kennedy - I'm trying to think of the man who was responisble

( goverp
for closing dowg‘%ns allations that didn't pay. But then the City had the burden of giving

empolyment to that whole area of Brooklyn. They organized a community-based organization
to run the Navy Yards with these Federal grants. By the time I got to it, the grants
had nearly run out, nobody had rented any space, and the community still had thousands
of unemployed people. So that the mere hint that the City would donate the building to
long-hairs when people were starving would be political disaster. At the time I said to
Mayor Lindsay's representative, that I could assure him that many reporters - Grace
Glueck of "The New York Times" I knew would favor our programs and at least be
enthusiastic about the plan if not the result - that I was sure "The New York Times"
would write favorable coverage of our programs. His answer to me was, "One line in the
Daily News:'Lindsay Gives Building to Long-Hairs'would make any number of articles in
“The New York Times" Art Section worthless."

From their point of view they were right.

Yes. From their point of view they were right.

Had you received No. 113, would you have made it into an all-Workspace program?

b 1
Y es. We got Coney Island Factory out of it though. I finally tracked it!{down to the

person really in charge.
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Rl
'd: Ken P ent Administration, who is a very, ver,

orilliant man. . ...aily ¢ut to his deputy, and he and Patton were the ones who finaiiy,

rejected it - for the reason I gave you, only on a very sophisticated level. But then,
I was so crushed that they said they would try to find another space for me - and they
did. They came up with the Coney Island Factory, which, of course, was small compared
with the Brooklyn Navy Yard building, but it was very useful for us at the time. And
they've continued to try to be helpful. Since they're trying to develop the economic
life of New York City, they see things in larger economic terms than most bureaucrats.
They see that the arts represent economic input into the city; they know it dosen't
make sense to have things sitting vacant year after year after year.

When did the Coney Island Factory open?

Summer 1973

A few months after the Clocktower opened with its first show.

Actually I had Coney Island earlier that year, but we couldn't get the electricity
turned on. Grosvenor was out there in the late spring of '73, then Jene was out there
in the summer of '73, then Nonas.

It was primarily a workspace, and I gather that Jene's

was the only exhibition in the Coney Island Factory that served to

announce the presence of the Coney Island Factory.

Yes.

Did the artists take full advantage of that space?

1 think that they took adaquate advantage of the space. I think that
it was unfortunate we had as little money as we did. We needed $700.
to pay of the electricity connection, and we certainly didn't have it.
For a while we didn't have water. We finally got the water, but no
heat or electricity. Also there was a security problem. The security
people could have dealt with it, if they'd had either electricty or
heat. I should have said first of all this factory space only applied

to people who had heavy moving equipment, it was perfect for sculptors
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becav . Richara Serra went out o tne

factory “wmass,dhio pretended to spend his Christmas there.
But the real fact was that winter there was os cold, people rig-
ged up gaint tins taht bums use and 1it fires in them. So in
practical terms, the space was temporary, month-to-month. The .

artists did offer money to have the electricity connected, but I

never felt we were secure there.

In other words, you didn't have a lease at all.
(Wlacha & 7
Absolutely didn't. Well, I think it was a three mon£§L The City

was supposed to notify us three months before they wanted it back.
1 think during the time we were out there they had three different
negotiations with industrial concerns who would provide jobs for
the neighborhood, three different near contracts which, each time,
right at the last minute, fell through because the company pullled
out. 1 feel EDA handled it very well because they agreed to let us
stay until the actual contract signing. They trusted that we'd
get out. Finally they were able to sign a lease.

When was this?

Last spring ( 1§Z§3 )

Last spring - did you occupy the space until that time?

Yes. What happened was, it became pretty unrealistic, with the
problems at Coney Island, to assign it on a frequently rotating
basis, so we stated an artists-in-residence program. 1 approached
four different artists with the proposal that they have it for a
year and use it as an accessory studio. Tow of the artists were
women and two of the artists were men.

Who were the artists you invited?

Jackie Farrara, Jackie Windsor - I approached her and we talked

iy
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seriogi A .
eriay s did not need it, - Grosvenor, and

I think Serra. burr:% L%E;%erstood, at that point had a very severe
Wt :

need because : was coming up, it

was a terrible problem ? needed a much more

elaborate space than Coney Isalnd, such as the Brooklyn Navy Yards,
which I knew he couldn't get. Anyway, he needed a big crane. The two
women artists didn't want it in that condition. Grosvenor could use
the space and became the artist-in-residence for that year. He
produced a number of works, one of which was shown at the Clocktower.
Had we contunued Coney Island we would have done it on an annual
basis. That was the most successful solution for similar spaces.

That are physically 1imited.

Yes, with some hardship or with unkown qualities about it.

Did you feel that the distance of the Coney Island studio from

Manhattan was a drawback fo the artists who worked there?

Well, it either was a total handicap which made it unusable, for
the artist, or it was a great benefit.
Being isolated.
Yes. For the majority of artists, it was a handicap. Had there been
even the most minimal housing arrangements, and had Coney Island

( Sema 7 Nmag?)
been around for five years, numerous - - Richardd<wanted to rent a
room, The problem is there is no hotel in Coney Island but if he
had been able to do that, he would have been there for two weeks
blocking out a piece. But to the serious collector or curator, the

distance to Coney Island was absolutely no problem. I thought they

would find it a terrible problem but to the person who had to find

out about the work, that didn't matter at all. Consequently, thg

visits that were made to Coney Island, I learned from the artists,
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were® .sits. They were made by people who

were very committed to the artists in the first place. Schneckenberg

from Documenta went out there. It's not easy for a foreigner to find
( hor sl b fhens)
his way to Coney Island, Barbara Haskel]&‘went out there. Actually,

it always seemed to me that as long as one was going to go someplace
out of the ordinary, Coney Island was attractive because it was so
weird. It wasn't bourgeois at all. It had gypsy air - exotic, as if

you're on a trip. I would take another place there in a minute.
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Iv ¢ What was your jﬁbf)&ll*-f;t Mumeepall Arts ﬁuo-d-ub,'f

Ag/ I was the program director. T™

\B( I was the person who was supposed to make up"p(r;_g;‘am;}hq adminstrate
(= s
them and run them, that would make joining that organ'izatior}éomewhaft worth-

Nhﬂe. arranging arch1tecti:lia1 tours, rb&ﬁg—-ﬁh&-«pemn_uho_uould fa]loww]

\? %{Wﬂ.fﬂ 5..{-( :
-.'\/ thmugh on problems with the C*It)k The ¥ was supposed to be a

— ) el
5| sort of watch-dog of the esthetic of NY?)‘Lt-h-&d"ﬂ-}'&FQO—IJﬂE A lot of
— " ot

people belonged to 1t} e1der1y people. By paying—fifteen—dollars—o—yesry

a I

,4;4 M;’Wm/ﬁedﬂm& i
.d‘ wheniaﬁ the Instatut Tromile /
——Ll yutes the 4 -
o .-' j ‘{’? Lol T e AJM%
A: 1 startedl@ctiﬂt*les around 1970, a year after d-—was-theTey=doi :
hm—hgi wnr-kmg as a separate entitym_

;; but continued working for MAS\,}. it-eresses—over:

e\ot . “the-Tns £7tu ed- m;&usp*ees'—msﬂf ¥

A: You may—have-a-better-perception of -this-than I dojecauss—ynu_-wereﬁuad
.——-"’W
at the timey- neaf me. -1 had projects that I wanted to do,_a.nd.-l-mﬂte'd-tn-de

“:Jaewder MAS. A I was quite anxious to have an umbrena,_and 1 \;ras quite an-
xious to get paid. I was also interested in a respected umbrella, to ,k“e}&ri !

gg/.- Ty some of the powerful neoﬂe in NY to heh thin ‘Es to hdppen. So j:he .ﬂ’rector A e

(A Neane A potracr 445715
L‘J 22 who is now Zirector of thg(state;{muncﬂf promlsed if I did all these other £
: things, I could do +he contemporary ari bﬁé{ﬁhﬂe was also convinced -ﬂbt;l{
the studio program,.he- was a good thing. He thought.ﬂ’ta'ba;h;erests
dove-tai]ea;_mé Pr‘eservationf‘ R getd IR ;4::;1;’/_ W?’
i o
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Juae et — N

—BRODKEFH-BREDEE=MIRER :
PIAL e ,,;J'u:,( ara ai;{-f"" /‘124)’71:
s ! i N
Q: How did MAS help the Brooklyn Bridge Event[(BBE)?_

A: MAES never had any money, and it didn't really have that much power. The trick
was to_make it seem powerful in the right way@j;stead of beingdﬁovert} - stricken
and ineffecti vw struggling organization/ Xhe trick was to make it seem
elitist, because H—was small)it-was elitist, liberal, quickly - acting, tremen-
dously powerfu].—-%f certain people. 50 we had to keep up with the other
welfare organizations, such as the Parks Council, &South Street Seaport, M‘
;d"refomf'l ong afté}", ;nd we had to continue to emphasize ourml’%/d?
position and guickly be sure we got in on all the meetings and hung in with all

the other program directors and directors of these ethrer organizations. That and-
moRey. So there was a luncheon held in the South Street Seaport-eﬂd during the
course of the_lu.n.oheen people ge%a-httl-e-dmnk,.and {hey decided to have an

s willy Rk (/t
81st b1rthday party icrr' )' f, s fe Lo g3 {.)imd Tt was decided it would be-r

wonderful bh-mg/to Lry—amd spothght the fact that there were parks on both 4.
Lcct’: £ @ £t tevia Sge 7“'

sides, City Hall Park and Brooklyn Park,..vand»-\-t—was actua'llyqdes‘lgnated park'[and/ =

-aH—the—way; and without stepping outside the park you could go al :Eghe way from

=X ener 2jrte
E_‘} the park in front of City Hall to the park in front of the ma-yw(o r‘ooklyn"

¢ ban
/borough President's. SMM&-&-:H—-P&F&, And since there was a -'Fee-Hn'g that the

{ AT r#fm...(

el =
might give money for the urban renewal.—rerewatofthe-uwater—fronts,—it was

@ dec1ded that if we had a festival to celebrate the BB's) birthday, then the~ i
poed -
festival could spotlight the fact that there was all th"l%waterfrontﬁ.tha-t—i-t-\gis

a-good-aren

)
A: 1 _have no -idede—Jd-think-it-was-Peter-Stanford,.totally.crazed, formerly the.
Mmﬁ%mrh—ky—h&u&h&aﬂ.ﬁs——&o 18 organizations
were involved. Somehow, someway, the /*micipal/qrt gciety got stuck with organ-

izing a certain area of the activity... well, Kent volunteered me to organize
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a
the Manhattén side of the operation, pooling all the resources of the other

organizations. This was actually a wise decision on his part, because if I was
vid vi, pumeny g
the organizer, we woul dn't have to come up with any resources The other side
Jl,?ur (U.l w ST, p‘_rffa/u 4)'11 P Jj"' ,“_ M&f[(n.ar‘
was managed by,{the lhwntown Brooklyn Development Committee and theg&.hadd-'

-se-r-m&..af ctms 'goa-ng-un on the other side of thefB’r':dge So there was no

e 2 WhAe
budget@-zam-mone,y.{l decided what would I veally likewwa] k-

ing around dewn-%n:eg)fwas to use the area underneath the &ridge as an exhib-

R

ition area. 56 1 thought I could get away with it;-enes”because I was organ-

izing the upstairs in a traditional festival.

Q!}:Jpstairs? +onTy Kiow-of—two-tevels
""_-__--“-—-" l|'
‘ {le {1 'E' £ f’ <

?

ﬂ“‘*\

T I
A< Oh, you don't know 'a-tm:t,\m front of Ci ty Ha]lww

e fyomd A The (e f
Azey for—that. JhtEs‘was a s;d(e 'actiwt_@al was particularly frantic at the time

i

. St
because that was ~apother thing I didn't tell the artists about- a*l:}/ecause TE

would have been too complex for he— the way I got all permits ,nd-evmy"
N AI"?}Y‘ {le Py eclely Pl {fbﬂp
thing was becausa-l-—wa-s-the. organizer for the Manhattf!n Festival. -mi

with Margo Hellmgto}nw;ho ‘was then program-di rector-of-the downtown e
~ }o
“What they wanted,.ua—s a Saturday, Sunday, Monday (it was a hohdqy) celebration

—

of actw1t1es down at City | Hal] Parl@.t::a_igh»t-_—gﬁrp-ngh. JEverybody in the/sort-"'

Cotd
wr‘avarchltectural a;:ea’fe]t that it would be mft,z_._a,nd.m_tmsa__ ﬂwv}rf*'"""

— e

‘people would do all these wonderful th1ngs for free because it was for the@

So the idea was to have rock and roll bands, poetry readings, fan dancers.
Q: Did any of that take place? What actually tqok place?

A: We did have all those thmgs, but what happened was certain people ha\. Jrf—

ferent responsibilities. 44he Par‘kswad the responsibility for supplying
the el. ctricity and the electrical hook-ups,f-w ‘“"1 ;“f“.{(.

Q> Are you talking now about—the—B8 or City Hatte—.
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were supposed

needed an electrical plug - in for the mike, tha P.A. 5ystems for the Chinese,
o0 R

dancers nobody could do anything without music. -so-uha#-happened
@ ,._am'\ﬁe Parks De@ was responsible for getting the juice for the par‘k é&l I

.,m (phf /e).,._

left it with them. ?hwsday-rmy rock bands whietr"1'd finally- gotte o rock
bands from Manhatten wanted to gooto City Hall Park and play for free,ste
finally got them faen-ﬂmmm to come acr;fss thef‘ldge l;;y telling them it was

vt/ er—

a reverse exchange, arrd-]ymg to them. ﬂ'hey all caI{z over —ati~my—roeck-bande

r
f»-,,[u' 7 ) ST it ,'ir,‘.rh{,— »

atiwas the day o ~D.’|.pe+4-1+o-5 weddmg, tha.s_;s—pe:l—w-t-tea-}-—h-ts-mry, the Lindsay LV
administration had Ieft that d7y for-a giant-wedding for-one of his-top-aides,..

Ere thena-».. there was no juice. When I called the Dep't of Cultural Affairs, I/"m--y" ek

zhey—aﬂwen{ mf_fﬂ“ aog the pérson at the Parks Dep't who was responsible for

thisww—thm fersqn who—was under him couldn't deal with
~Thoes

Y c{f
1tr -They Just cr1ed They"&,‘completely forgotten about it. What we did then
was.—Saturday mormng Kent and I anmced the guards at City Hall to let
us run extension cords from City Hall steps down into the #ress offices of
City Hall, and I went out and bought 800 yards of extension cords at Cana@

¢
kept my rock band there, kept—them dri nk'l'ng} and ran up\vtle;

extension co_r'ds. 1 talked the guards into letting us plug into the window, run-

ning it down to the Fress Office. /\Kent went away aad—he wavem me and sm

"Now that it's all set..." But what happened was that}the rock and roll band

was playing on City Hall steps and peop1e were gathering in the’?’ k because the
descr b ¢ Hu Fea by g1 the readk

newspapers had printed the press re1easesk’as if they-é\ﬂﬁm
were-gathering. Unfortunately, earlier that morning there had been the killing
of a policeman. &l right at the wweng moment ,.dust=as the rock band was ',__". I
VAR s W‘E’ V-‘F?’ , Lindsay came back to town with all the staff to talk withﬂ[:_, ’_7

Murphy, who=as—€hiefaf-Potices ™\ o S1nt§ the
\"--__.---"-'-————_._—--‘- Llet S
the public that—thEyE were ter-

Lindsay administration was anxious to convince
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_ o - : T

rified and horrified hacafel-of/the police killing, $hey had arranged -1
P
e were

T '
_asatety for all the £-v. cameras to be there to watch the1'r grim meeting.
v
standing there with the bands and everytmrg) aang 1 wasﬂrunmng back down under-

[} f-(J”
neath the br1___dge to check on my exhibition. ,YI ,.c.ame&f:p m‘my band wes—playing,—

L Mt Al
they weren't very good, you know -- P—%mm and more t—fvu cameras
. T e fa={y, Y
Tining up. I kept thinking J—cou-l-n-t be%wvrthe t v. peop1e had responded
¢ bwsne / [ﬁm‘" I et

to my press releases. ﬁey:ue:e_a.l.l;thn e. And each time leould encounterdyet

N'L'.J

another mayorial aide,~the—aide—would say'tg me, "Who told you you could be on e SA?-;'-;{

"

City Hall?" and I wou]d say, Ted Mastione Commissioner of Parks and Recreation.
el Pk

Thas is tpe off1c1a'l/l éstwal, L1ndsa_y is Honorary ha1rman, this is where, we

2, Vi e — phe al L0eh QuCaled iy S0 Ofher ;’,ﬂ/
are:, 1 \-{mﬂd convince each single aide, /<they'would get higher and higher, afrd'wﬂwvt£

1 WA PA
they’"“md say, "We don't know any thing about this festival, but we know that
q Ly

it shouldn't be here/" A/d f1na11y,/a]1 the way up to io, and-he-was—just™
an_ineredible—looking-guy, % said, "Lady, I don't know anything about who gave
you permission, but I know _that you'be not supposed to be here. You better come
inside." The rock band was told to leave, the steps they sort of shuffled down,
M,{shf.{ ’ L PG ”{“4

theyrherewt-ef———- -—up,—downAon the sidewalk, “{he beer cans were 0
I was standing there -and Orﬁ‘f{-rﬂcgot Ted Mastione on the phone,—Q—Phe was sound
asleep, we got him out of bed,"Teddy? What's the festival doing here?" And
Ted said, "I don't know what you're talking about." It was just awful. I

', went onh;:nglf ;a1d," Mr. Mastione, don't you rememberap'{his is the BA iEsu-
val that Lindsay is the Honorary ﬁ1a1 r'mgn of. You signed the penmt for City
Hall Park, anywhere in City Park. Well, we're on the front steps." And
Ted Mastrione said, "Oh my God, why are you on the front steps of City Hall,

you can't be there.! I said, "You didn't give us juice." He said, "Go away,

ot
get off, get off." At that moment I Tookup, and that's when 1 met Lindsay,

a very, very familiar face. And he said, "What are you doing on my front steps?"
AT IR
And 0¢'1"H'in~sa'ld, "It's alright, it's alright." So we just walked right out,

and we told the rock band to go home, and we told everyone else to go home.
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BBE - 6

;{«.IU} 44. L[‘u[ l"
would Ahm her banners,{aﬁ' the rildge itself, and sheagreed, you see, she

thought 1t was a wonderfu] idea. Ye knew all about banners and wind vel ocityj
o ' there any prob‘lem ﬁhe met with the BB maintenance

//crvew. who were susp'lciouf of the 1dea but she convmced them with her termin 109.‘(
\ e * f
S0 these—baTmETST the two.-afcﬁ_f. on the é"fbf/._;. 2

J\(_!]f\l_((,Ll

AR S R
to orgamzek The Bﬁ/mamtenance crew went up and they hung Tt4 The trouble

BB weEe fﬂled N‘I‘t];l}&l" banners. It was quite extraordmaryw%k]weeks ,J

was that we didn't count on-$he winds that night and—thewinds came up at a very ? £

high velocity. Yau.m—aetnr‘l
3

n}""""f
they Ccame down. S}“” pmh?ably feels thei came down because they were not prop-
b (N
erly ‘Eastened Hamtenance crew feels they came down because they were not prop-

erly designed. I don't know who, is right, all I know is that Anne called me about
s .{;"Lff/ "‘(
2’01- A thar monnng and ﬁlﬂ, e banners were coming down. It was nerve-

wracking. TMWWWM mtenance oreman
et e iy I puoeh

was not home .a.t Long Island and I coundn't get to hlr@@d finally m nim

;}m said there was nothing we could do. j}ut Anne kept calling me her husband

— I'-“

was down at the 'B{idge watching them slide andkshe was concerned about'tm‘*)«b'f/

getting rippe&‘:l-;/-gut W was only concer'ned about them»—faﬂmg on top of
cars. ’Iﬁt's all I was concernéd about. So I called the/r@ and told
G

them to go there to take them down. Fortunately, nothing happened . She—10sT

—the=18tEer of introduction, that<you
ahoms ]
needed. Could you reconstruct how-you-made those negotmns-?- ‘How-did you be-
gin-on-that-preject: t ?
\é '
A: The artisti.. it was clear to me that the whele area looked 1ike the Guggen-
heim without waHs and it would be a setting for a very incredible show. A lot

Wea fro 0L e o foam
of work t,ha-t—w&&beh\? done then-1 knew-abeut i;eeatrw&'- Jene H1ghste1n amd— " A

Richard Nonas and»t-he&e artists that I knew. Once having seen that site, the.! not
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lf:\ 1 {_ a D e -':’
Clark very, very early on and he was very he'lpful..bjﬁe‘l-pEEr ith phoee .number 1‘*,(

foriphogl L

;ﬂany of the artists' suggestions ef—rames were veﬂ'-instrumenta'lx.

only agreed, but suggested more and more names. tta) ked to Gordon Matta-

\ j "N{ “J '
: Soayéu thought more about the artists

secure the permits?
USRI e e

e I f‘-nx‘fn(l I‘-h(Ji'.rzt e
A: No,/1 continued Tto work—on the permit mﬁvﬁ which I originally thought
A OV Tave \rv.
would be very eas%because of this ﬁstiva}. But it—teels it was not easy be-
>
[

dlige 4 g W
cause of the fact thaxfthe BAeS #tsused constantly a ]
we? I 7 ’-‘ h “j”f‘c =
;1/1': ¥s.actually condemned. )(—fs have the kind /l\:hing,l wanted to have, and yet
. i

fry PR il A= tne pa Rl
ely—try to provide fery not se:-ln?ueh securi tx’kitg.f‘_ ; ]

le

c_guld_happsn-'and-actuﬁ%y—go—thmgh';ﬂid that no one would get arrested, I

f’ﬁ,u A

wanted to get a permit. It proved -imééss".ﬂﬁé to get because it was—tegatly—con=

LRrish
le ,deumed_h/ﬂ"h’ere was no way ﬁ?qn the Qty to- legally give me a permit mo—el-se—tﬁnaCﬂL
| ‘.f'h‘l kot i S T [ = s
D7 wnul&;becpenin g&hems'éh@s' dp)for 1iabﬂ'itW—%hat-fherd1ﬂn*mm-ta—
' 7 ";',Enu r;..r’r-,.':-. DEANIISS I T ot
considsr. Jt—[ﬁeca.u-se/\s‘.o difficult that-what I decided to dn.was—hm:the artist>
s
¥ K build the work during a 3 day period of time. Whictwas all I felt i
'?j iionaqt bl a/
/ cause—I—thougnt-by—that

{{éuf{ Lall f

e (:'n(l

Lime. the police the coast guard weuld-be—tee —
z »,h{l’{:'{'\‘id'},.ff( ’_/_J

much_aware-of what was happening. 1 also had the *\ighway; ﬂ}p; “involved in—the
s Ll (A Jed 192 '-f-(.."\n ,S-W

T Qree iy . pJ v ‘
Cidal he“Bridge falls under the Highways, dep t’.'f!‘t" . \Ehey “were working
J‘{because the Bridge falls uncer & MM;}‘* / ::'(Eﬁ"’
- - LA By s ey i)
on the festiva], thel}'d agreedﬁ-se--r"ﬁa'& a bigain. Tl

A {( . :;f(!{t;~1
come inon t e—-fes?v‘al,fo I had a¥—kimisiof ini/’but the problem was this per-

br £ (% ne
mit which/{l cound't get under the Parks Dep't because the area was actually w
..;j‘_ i
owned by the Marine and Aviation. Maine and Aviation turned out to be a dep't’ - r>

i _ . ‘ .
uh?eidid not actually exist. It had been discontinued several years ago. &6
ki P [ gGincs @
@S\at finally happened was I didn't get any of-these permtdnd- 1 —stopped—adt—thal
)jf-‘bfinaﬁy figured out ¥es that the reason we didn"t get pef:Tf_,Ef..ﬁa? because
fqun g @euer e 2 OC g to Cify Z€ !

' rogical/And the logi the fol- v
it didn't make,;sense,” we had to find another;—\)ag]c:{k And the logic was J
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=t .
Towings fi » films are made in many cities, 'inc'ludlng N.Y. @ Y.C. wants the revenues

of films made here, they want that kind of pub11c1ty. Films make sense because

-~ I
films make money. ﬁ'lm makers need to-wse-extraordinary measures to make their

films,- so thew must be an avenue underfvhuch film_m “hakers get clearance for their
¢
activities. Andy ’indeed,there was. None of thos'tce dep'ts I've mentioned, but

rather under the Dep;t of Commerce, which is the Dep't having to do with people
ﬁ“’ ot !!! “f'f It
making monex( so- 1 went to the Dep't of Commerce, ard there was a woman _r.hm-e"/

at that time who did nothing else but give fﬂn@akers permits to do things like

shoot people up on streets and jump off buﬂdmgs go to her./ nuequest was not
/ Bt ’.r ax sl

in the least un- ordrnary and I merely apphed—ﬁeH—req-ues-t for 30 or 4u peop'ie,
with 2,000 or 3,000 extras.

e
Q: Meaning the viewers?
b Il\.’l
! ‘I Jer g 75
A: Yesa emd,{he were going to work for three days, 30 to 40 people, and thefr,ithe
last paﬂ_umeiéed—fu'r‘tﬂe big scene, we neede.»'tz 000 extras. And I organized the
g .

Hie
festival so that:?he 3 da(ys ,only the artists would be there, just a small crowd,

e g :-‘__

whoever knew about i.t. And the last day, instead of being an opening, there -was
a closing. The last day would be the day_ the public, as such, would come. That
was my plan . To do that, we had to pretend we were making a film doing the ex-
hibition, so that/I had to give her t?{ee licences of the various trucks and cars
we were us1ng.irrrﬁ equipment cars af@ camera men. But it worked out, a very
quick pmcedureand?;_.had_au._thes.ﬂ_plan&- Then with those permits I was able to
PeteecC
go to the 1oca/prec1nct and d1scuss/Vth them /hat was going to ha'ppen//oth
il tem—o-f the festival, which they knew about, and the fﬂm, the exhibitio@m-
I also participated in that precinct's opening exhibition of community arte
_Q_;_-_..m—se'fm,—of"iﬂer?

é‘kﬂ@ ) /.0-—/
A:—i-did, during the planning of the/exh1b1twn I went to the openingy helped
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it
the! L—ﬁm this
ff"ie“fﬂy with the Pohce captain, so I knew his name. And one of the ways I

b = Wice '!‘As:"'l" /6“4‘\’“
got stuck on City Hall stepsf:hen Mayor Lindsay cam,auas—beeauso—‘ﬁkmw the 4

s P qlve
‘For about 3 months. During the course of time I got very

policemen so well beeause—O—tatded—to—them—every SiriTt. I%nd out lots—of—
3 B 3 = ; w/hsen 7
info A£ven if you send-message{to the pn]ice;\échey change shifts, anf the

next shift doesn't know anything about ftrpand-they Tam—just—as_easily come. And
124 4 L

ﬂ
I knew -t%}e pohce would come, see a public gathering and ask people to leave,
7) 1 wotrkd go to the different shifts and tell the“different—shifts-what was
happening so that they were all aware of it. I knew the policemen so well that

kel =
when we were in City Hall Park, the police;wou]d normally have been the people

to‘not allow me to stay there regardless of what permit I had , buti-knew-thes-

so-well-that they believed me, and that's how I ended Uf still being there when i in
¥ eyl

Lindsay was. I° ‘was determined to get permits an%lﬂ had xeroxed hundreds of this
same permit ._MJch-uas-net—anbag—dealﬂ—mean -jts—enty a-scrap—ofpapery—xeroxed—

(fr CFe "

hundem and stapled them together.

Q* [hd the artists know the c1r<:umstances they were.

A: They were told they would have/j‘&gys to put up a ‘piece ot-that-a piece could
be up 3._days and that during that time, we would probably be hassled by the police
but that I had a permit. And I could try-ail? protect them.

Vg
@: Did you tell them what kind of permit you had?

/( /

ghite

A: Some of the I did, yes, I don't remembeg’ I was’s nty working on that
loge w1l

permit the who]e/\ﬁme Some of them f course,(l djdn't. Met—ef_penplezueﬁe h;(,
bt Al ka5 pne v

7 )‘ Pl Loy O Ik-g
unaware of-that. HaybeMn1baé40uecﬂy—but*they seemec;{p.ne:bty used

te 5. €
to being asked to leave places, —E/pecm]]y the sculptors, who were tﬁ’é-m the

longest. They seemed smu-t‘uflgl ad when I arrived with the permit. I wasn 't

really as organized then as I am now. I told them no one could do anything dan-

gerous, and that they would be risking my situation if they did. I told them
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nobody , under any circumstances, was to go into the water.
; .

d: It didn't work out that way, did it?

H'a {.‘/;.r'@)

A: Nos it didn't. I started learning some lessons from then I told them the

Coast Guard/irefused me permission to enter the wate; which was true and that if

anybody entered the water the Coast Guard would arrive, and it would be all over.
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Q: What was your job?

A: 1 was the program director.
Q: What does that mean?

A: 1 was the person who was supposed to make up programs and adminstrate
them and run them, that would make joining thaf organizationsomewhat worth-
while, arranging architectrual tours, being the person who would follow
through on problems with the City. The Organization was supposed to be a
sort of watch-dog of the esthetic of NY, it had a large title. A lot of
people belonged to it. elderly people. By paying fifteen dollars a year,

all of NY's problems were supposed to be solved.
Q: When was the Institute formed?

A: I started activities around 1970, a year after I was there, doing actual
separate activities. so I have been working as a separate entity since 1970,

but continued working for MAS, it crosses over.
Q: I thought the Institute was formed under the auspices of MAS.

A: You may have a better perception of this than I do because you were around
at the time, near me. I had projects that I wanted to do, and I wanted to do
them under MAS. I was quite anxious to have an umbrella, and I was quite an-
xious to get paid. I was also interested in a respected umbrella, to interest
some of the powerful people in NY to help things to heppen. So the Director,
who is now Director of the State Council, promised if I did all thesezother
things, 1 could do the contemporary ar thing.. He was also convinced about
the studio program, he thought it was a good thing. He thought that interest

dove-tailed, interms of preservation and the studio thing.
Q: May I ask his name?

A: Kent Barwick.
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Q: Could you describe, in some detail, the negotiations for the Idea Warehouse?

A: 1 was after space, as usual, and I was hanging out at the Dep't of Real
Estate's office, hoping to hear accidently dropped information about ware-
shoude space. I had been trying to get warehouse space, and depending on

what kind of space it was, I would develop a particular program suitable

to it. I think I was after studio space. We desperately needed studio

space to continue our workspace program. We had hundreds of applications by
then, but aside from workspace at 10 Bleecker St., which fulfilled its name

by providing as bleak a space as possible for artists, I found out there

was a series of buildings on Reade St., and somehow got in to inspect them, saw
that from the second to the sixth floor were empty. As usual, 1 tried to find
out who controlled these floors. These buildings were part of a package

or plan that would see them razed to form a lower Manhatten Cultural Mall. I
forget the exact name. Blocks of downtown were mapped out for this plan by

the Downtown Development office. Lindsay had created a Downtown Cultural

Center to oversee the downtown cultural area, which included the buildings on
Reade St., which lay to the south, across tne street from the Clock tower.

My friend and sometime enemy David Hupert from the Whitney museum had man-

aged to secure the basement ina building along Chanbers st., by metheds not
only do I not know, but that I can't even begin to imagine. 1 started to

sort out which city agency had control over the upper floors of these buildings.
Other agencies included the Dep't of Tax and Finance, the City Planning
Commission, and some of the responsibilities were held by Milton Mesic's

gang . The ground floor was occupied so one stations of the City Planning
Commission, while other parts of the ground fToor , the store-fronts, were
occupied by rehabilitation post-prison programs. On the upper floors there

was nothing but filing cabinets. It seemed to me that if we could consoli-

date the storage, two entire floors could be given to us. After guite

a while of wrangling, about a year, we could indeed prove that the filing cab-
inets could be consolidated. This was a really interestin g negotiation because,
about this time, most of the agencies were desperate for filing cabinets, and
were attempting to barter with the Institute for these cabinets. While 1

of course knew where there were filing cabinets and that they were in storage
under that Commission, and that they very well might have been their own filing
cabinets. 1 attempted to barter the whereabouts of the filing cabinets and the
filing cabinets themselves, in return for either their removal from the

premises, or the promise to relocate them. Many people in the Commission
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simply did not believe there were these filing cabinets on these floors

under their jurisdiction. Taking people to the site to prove this was

tricky since everybody wants space, and once they saw these gallens of space,
I would have essentially put the Institute in danger of losing this space al-
together. 1 think the only reason we got this space finally was because it
got to be such a muddle which Dep't, which floor, which filing cabinet. I got
it to a high enough level so that the people in charge were slightly embar-
rassed to be dickering over filing cabinets and space allotment. They City
Planning Commission, through the Downtown Development Administration, Richar
Weinstein.was the director, not he, but a deputy under him made the requisi-
tion for the space, under an enormous amount of pressure from me, for the
Institute to have this space. I made this request through the Economic
Development Administration, an agency which figures frequently in these chron-
ciles. This has been subsumed, by no, under another agency, called OED
(Opportunity of Economic Development) EDA was the salvation of the Institute,

being the office of almost any intelligent, far-seeing action.

Q: Was Ken Patton, the man who negotiated for Coney Island Factory, still at

the head of this agency?

A: I don't know whether Ken Patton was still there at that point. Most of
oursuccesses with the City over the years I have attributed to the people
working at the agency. EDA was, in some way, in a similar position to the
Institute and represented to corporations why they should remain in the city,
why they should come to the city, rather trying to bring new corporations to
they city, involved with leases and bringing jobs into the city, etc. Be-
cause they were not involved in the day to day practical concerns of running

the city but in planning.

Q: You felt their solutions to your problems would be more imaginative than

those of agencies strictly involved with practical matters?

A: 1 felt that their own efforts would be as frustrated as ours. 1 don't

I know for a fact but 1 projected that they were so frustrated in their own
efforts ©6 convince the administration of their schemes that they sympathized
with us and our problems in confronting the City with plans. They were not ;=
pdrticu1ar1y interested in art, but again and again I would encounter a very
different mentality in this administration than in the others and I think it has
to do with what must have been, to them, a duplication of their own efforts to

deal with the city. The mentality was such that it saw no reason why these
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requests which made perfect sense, should not be honored in a very short time.
And they were not adverse to using their powers to see that my plans, my sug-

gestions were taken up, but only if it did not cut into their time too much.
Q: Then you sought help in securing the Idea Warehouse for the Institute.

A: Yes. They didn't actually approve and administer the space for us, rather

they were a local arm of govermment that had to appeal to one of the regional

planning councils, which in turn had to appeal to the City Planning Council, the

EDA couldn't simply grab the Idea Warehouse for us.

Q: Did you ever have a written lease for the occupation of the Idea Warehouse?

What was your actual agreement?

A: I remember we got a letter signed by someone at the City Planning Office,I
truly can't remember. 1 know we had a lease of some sort which stated that

we were responsible for insurance for our own activities and employees, al-
though 1 believe we were also requested to insure the building. It actually
didn't turn out that we had to do that, though later that proved to be a question.
I think we had a one month lease with a three month alert to get out of the
space, should the City notify us that they would act on the property. What

we received was the top floor of three separate buildings interconnected. One
of the buildings was extrememly large with a floor space of 100X100'. This
became the Idea Warehouse. The other two remained workspace. And we wnet
immediately into workspace occupation. I transferred some of the unhappy
residents of 10 Bleecker St. workspace to these studios, namely Phil Glass and
Charlemagne Palestine, into one of the studio spaces. Mabou Mines and Ken
Jacobs occupied the other. The buildings were occupied a year before the
events took place, these four separate groups occupied and rehearsed in

these studios. That took care of the two smaller studios. The larger studio
sat for awhile, it was in very bad repair,had no working toilet. The big loft
used to fascinate me with its vast size and its sloping ceiling, 10' on one
side, 30' on the other. It was a beautiful, beautiful space and the idea was

to program this space.

Q: Did you anticipate the increasing demand for performance space as this

kind of activity superceded minimal and conceptual art?

A: I believe none of us anticipated the importance that performance would

have in occupying the scheduling space, that it did. 1t was apparent that per-
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formance had received new 1ife in the scheduling and funding space that it

has come to occupy in budgets everywhere. It was apparent that new life had

been pumped into the memory that had resulted from Rauschenberg's Nine

Evenings and the interaction between artists and dancers. It seemed apparent to
me and 1 assumed apparent to observers of the art world that dance groups

that had been peripherally attracted to the art scene -- Tricia Brown and

a lot of the dancers of the Judson Theater Group-- that there had been a burst
of activity on the part of the artists, and a new demand on the part of the
audience. Most of these artists were not involved with performance art as

we think of it now, but they were -- Tricia Brown, Phil Glass, Mabou Mines --
many of the people who did occupy the Idea Warehouse studios at the time. This was
clear, this was information anyone could get on the street. These people had
been denied traditional proscenium stages. Instead, they hung around mu-

seums, particularly in museums, but also in the US, such as the Walker Museum.
Under Sue Weil's direction, the NY activities and concerts were starting to
happen in galleries in Soho. The Paula Cooper Gallery would consistently

turn over its space on Friday and Saturday evenings for poetry readings, con-
certs, performance groups, performance of all kinds. When Castelli and
Sonnabend occupied 420, they gradually turned over single evenings to per-

formace.

Q: Not until they incorporated the performance people into their regular

stable of artists and exhibited them on a regular basis.

A: You're right. If they didn't do it because they were their own artists, they
did it because they were friends of their own artists. However, in a certain
sense, the galleries were inadaquate, this is the entire point to remember,
because the needs and uses that the perfoomance artists had, in everything
except audience, were wrong. It seemed to one that one of the characteris-
tics of the new performance activity was based very much on the way visual

art was moving, exploring the unique acoustic quality of indivudual spaces and
the dimensions of the space, the environemtn that affected the structure of
the dances in very different ways, the nature of the space, in other ways.

It seemed to me, in light of these developments, that what the dancers needed
was time to develop rehearsals in which these spaces as they required. 5o

the contradiction between being offered an evening at Paula Cooper between

one show, as it was being taken down and another before installation, compared

to the needs for time to rehearse and develop the piece, was apparent. The




FOR STUDY PURPOSES ONLY, NOT FOR REPRODUCTION.

Collection: Series.Folder:
The Museum of Modern Art Archives, NY MoMA PS1 . e 9

ALANNA, TDEA WAREHOUSE, Pg. 5

Kitchen, which had been at the Broadway Central Hotel, where it collapsed,
had just opened a very temporary space on Wooster St. The direction at that
time was very, very much related to video and the traditional music world
concerts, and they were concerned with booking as many events as possible.
While it was clear that the Kitchen was a very important outlet for per-
formance it was also clear that the administration of such a performance

wanted very accurate scheduling, infact booked 3 or 4 performances a week.

Q: By contrast, your performance schedule which allowed an artist a resi-

dency for a month, allowed for development of a much more elaborate performance.

A: Exactly. We would give the most beautiful space in the world, the Idea
WArehouse -- I've never seen the unique features of the space duplicated any-
where else: the huge wide space,sloping ciling, columns which were narrow

and didn't intrude into the visual arena -- to artist who never dreamed that
they would get this opportunity to perform in such a space. We gave them a
month long residency in which to develop a piece. We tried this for a year,
to test the Idea Warehouse. There were two big problems which brought about
its downfall, and which in some ways prevented it from being a useful experiment.
The missing factor in the formula was money. With the invitation to these
small groups of artists, should have been a grant. Anythingl In terms of

the ambitions we hoped to realize, there should have been a materials grant, at
least $500 . But there was nothing we could do about it at the time, al-

though we did pay for the announcements in the mail, a minimum contribution.
Q: And what was the second problem?

A: The second has been variously called administration or support style. We

took on the project at the Idea Warehouse with the idea that people would be
supervising their won occupancy much the same way they would be supervising
themselves in their own studios. This is the only way we could take advantage of
the space since we didn't have the money to have a staff person over there
full-time supervisng activities. The artists could supervise themselves, since
it was just a studio operation. What they couldn't supervise and deal with were

the problem s in the buildings, namely the running of the elevator, simply

because these performing areas were not located on the ground floor, but the

sixth floor in the building and anticipated once a month the elevator would be
needed to transport people to the location of a performance. The audience some-

how had to be attracted to this absolutely isolated warehouse, which didn't
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turn out to be a problem , and moved from the street level to the sixth
floor in a building whose elevator was constantlybreaking down. Also, a
nerve-wrecking factor, was that we realized that the Dep't of Real Estate,
did not anticipate (that is putting it in the best possible 1ight) made

sure we did not utilize this as a public space, and it we allowed the public
to attend any of the performances, this would be in direct violation of our
agreement. So it was nerve-wrecking because if anything should have happened
during that time...I knew their perception of the public was very different
from my perception. Unfortunately, a lot of the excitement at the Idea Ware-
house was generated by the fact that the ax could fall at any moment. So our
announcements were couched so that the Dep't of Real Estate couldn't pin down
our activities, We would inform them of what we were doing, bu we would do
it in a way...we told them we had studio projects,which was true, artists in
residence, which was also true, and that once a month we asked the residents
to display the result of their work. Our experience with the lower level
inspectors for the city told us that we should convey to them that we found
it unconsiouable that we would give this space to the artist without in

some way, making them deliver. They could understnad this. OFf course;

there was some concern about the people who they delivered to. We told them
that the artists would be delivering to our own inspectors and supervisors.

I attempted to build up in their minds that we had staff over us, meaning
NEA, NYSCA etc., who were suspicious of how their funds were being used, and
we needed to be responsive to their demands. I told these inspectors that it
would be interested in people, who would be invited to come, and that there
would be a gathering of them, of people who had received invitations, that
these were no public events, only those who'd received invitations were
permitted to come . A1l of this was true to the extent there was a gathering,
we had invitations, people who came had to bring them. There would be admin-
istrative people supervising these events, and there would be guards. There
always were. There were Pinkerton guards at the door. The timing of these
events, whether 6-8 or 35, indicated when we would be doing these inspec-
tions. The artists who evidently saw that we were nervous in our arrange-
ments with the city, were more or less cooperative. To some extent they

Sew our nervousness because we were doing something underhanded, as our prob-
lem, with the sort of feeeling one has toward anyone who's doing something
underhanded, assuming that if they are doing something, they're doing some-

thing underhanded to you too. With this lack of respect, the artists would
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often interpret our problems very casually, inviting anyone they wanted to,
groups of people. Linda Blumberg was very involved with this operation, and
spent hours and hours trying to construct ways to satisfy the Dep't of Real
Estate. People would come over to the Idea Warehouse, use the elevator, leave

it on the sixth floor, so no one else could use it. Each time they did this it
provoked outraged cries from the other occupants of the building. When the
artists would tell us that the other occupants had kept the elevator on the fifth
floor, . the day before and they were afraid to return it to them. There
was always a pig in the poke. We would hear from the other occupants in the
building how terrible our artists were, until it was very hard to sort out the
truth -- who was wrong and who was right. Throughout the time that the Idea
Warehouse, the drain that it took on me, as a result of the back and forth and
back and forth, between the Institute and the City administration, was never
visible. The perception of some artists was that they shouldered the entire

load of the building. The prime example being Charlemagne Palestine. A charming
man when he cares to exert himself, to this day, Charlemagne feels that he shoul-
dered the entire burden of dealing with the superintendent, and all the building
problems. He may have indeed negotiated with the superintendent much of the
time, because Charlemagne was 1iving in the building, although under the terms

of the workspace program this was forbidden. The whole guestion of honor revolved
around his agreeing not to live in the building because then we'd get in trouble
with the City. My blackmail on Charlemagne was he was 1iving in the building;
his on me was that he was supervising the elevator and other building problems.
It's a clear example of what happens when one tries to run a program without

a paid staff person on the premises. Hupert, across the street, had a paid
staff and paid interns . Hupert, who is an excellent administrator, guided his
projects so that the Chambers St. location worked for a much longer time than the
Idea Warehouse, but he wasn't able to escape the problems either. Hupert was ac-
cused of having encouraged vice dens. In @ whirl-wind inspection by the Morals
Dep't they did find artists sleeping in the studios with members of the opposite
sex, I believe there was an accusation of their drinking wine and taking dope.

It was conceded that yes, artists were sleeping there with members of the oppo-
site sex, and yes, artists were drinking wine, and we avoided the guestion of dope
altogether. The Inspector General who was in charge of the group that did

swoop down on"the basement studio apartments across the street and found what was
found there, almost caused everything to end, the end of all institute programs,

almost caused the Whitney programs to end, the Institute programs to end. It was
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evident to the City that these artist were unreliable and that any arts programs

would only ultimately bring shame upon the City. ‘Hupert was able to appeal to
his Board of Trustees, who represented slightly more sophisticated interests, who
understood his situation and pled his cause to the city. However, he was by no
means a white knight in battle, because in order to keep the studios he had to
clean out the sleeping couples entirely. It's really hard to imagine how shat-
terring this was for all of us. Hupert and I often had this experience thrown

at us in years to come. People would bring it up in committee meetings: Remem-
ber when X happened?" 1 believe it was even brought up to Jeffrey Lew, who was
then negotiating for use of the Brooklyn Bridge. To many city employees, this

was a low point in the moral history of NYC, perfect evidence of what happens

when you allow the burdgeoning of cultural affairs.
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A The gangs weren' t as negative as the_v cou'ld be,'/dur'lng the bui]ding qu ‘m??t. =¥~
of the pieces. If we'd had a complete war on our hands, it couldn't have

been done. Because it wasn't a complete war, I can view this as/ﬂositiv@f/
W:s%mm%wmnm
rot_able to, organize them as guards for the show, which is what I would do now,

I would really hire them all. I was able to talk to them, and they tal ke.'-éo

certain other members of the loosely organized groups of kids. They weren't
really-interested in staying out there and keeping their people under control

for- three days. But they did exert a certain amount of control. They didn't

pinpoint us as people to be 4i

——

What happened was the closing was a

very confusing social situation for everyone, certainly for the people in

the gangs. They had seen the beginnings of the Demolition Banquet and had

partaken of it to a great extent. They had seen Gordon there all night

w1 th h1s friends roamng fires. You can picture the number of peop]e 1n | even- G

I N BURE BB Jl’-(rt"-'" f_v," s LR B
ing dress, in tuxedo, and jeans --,the gangs, then the police, the Coast Guard

A
all:attending this one event, coming by sh"lp or land, depending on their oc-
cupation. As the thing got wilder, there was more and more drink, and more
and more dope. The artists were getting very drunk and stoned:toe: They were
either giving out stuff to drink or withdrawing §tuf~f—-to—d1-1-nk-.- Iherﬁ majur

effort was over, whereas the performance people, Mabou Mines and Phil Glass,

were just startmg,»so-ihey were very straight, trying to professionaﬂy get -
\.____,_._-/

1t tafether ~ The artists then became the audience, '1:hf§ social r'evel ry
- || F‘L"{
began. Q’ncmg, a lot of the k1ds~-had por‘tab1e record players. )fhen they
"_-‘_"_‘—""\-—-

-say Phil's equwpment, they just went out of the:r minds. Here it was, late
at-night, MM specaﬂ lights all over./\lncredlh'le equ1pment whic:h looked
1ike ten rock bands in one spot at one time. They thought o-t-—we-s gomg to br{‘ Sl

rock music and they were very excited. Thenature of th? music, -wht?-h—w:; :h:r '
first outdoor concert Phil Glass ever gave f(- we had-‘n;a'ny many talks about
what would happen to the sound when it was disferggdﬂ':—‘“_i o venicang
--the nature of the work was th%s—evrt'uf hypnotic soun t_i_gmbined witn the
1iteness of the hour, the resnaliicrs of the occasion, the disparity of the

aydience, the-sound-of-the-music, the dope and the drink, things began to get

very. wild. And they gpt progressively wﬂdeUau.d_i_t_las-ted—l-aMr—MH‘ﬂe

night. When w.e,fuﬂ star-ted 1eav1ng,...i-t-ms 1 or 2 A.M., and it was still going

on. Jn_tevms of fhe destruction of High;tein's piece.~that happened that night.
/- LT T AN ‘(..r'

It's a mystery, [ know—the—next—merning [ turned up ther at ten Jju the/morn-

ing, & it was gone. We talked about whether or not it was destroyed by the
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kids, or "he”l?r someone took it for the plywood; aaf I don't know which. ;ge
at the t'im% thought it was for the wood.

wffl
Q‘.!Houw.__ng continue to-gtve your account of the c1using’{ We were up to the

- evening performance.
———— e e e e

A: Things were pretty much in reverse of the mus eum situation that we tried

h..l.’-‘

~ to duplicate. The dinner party was verYelaborate On-l-yf-t‘he—be-s-t-m&-the-ms-t
. ol
people-were—imvited. It was called the dlfemoHtaon E'&nquet because it happened

where all the wrecked cars were. That was the first thimgr—3I—think Gordon may
B foat 4 fithas ;fn,.\).’t
remember better.ﬂl think about 150 people were invited to the zB'anquet. /The
(e
circulars that’you ve seen-1 think a—thousand were sent out, Aby word of mouth
il

peop]e'starm{ihrﬁmng—mmay«thmgh*uwhmhnm.aumﬁ. It was planned

that it would still be h‘ght’when the one thousand people arrived, and they coul.l.
walk around the pier and see what was there and what was left. I always knew

that it was very puss1b1e that a 1ot of the wor}c would be destroyed. Ltwas—1

el G ied ACER %

intended to- tﬁke slides of aH the wor'ks that were produced during the three=
day event and project those slides on the Bridge. It was difficult to do at
the time because no one could get a developer to work overnight. If the pieces
were done on Saturday, there seemed no way to show them on Sunday. The prob-
lem was solved by finding a private color film developer who di"d the \_vork all
Saturday mghUarH:he—shdas.- Tmeopmshdes,_cﬁmj_ﬁmm-md—ﬂm
Greenberg. We—had thHat awanged—an#-th;t was.'supposed to happen first. Then
Phil was going to do his concer't. t.henéwe worked_.out a very intricate #—1:9-

e e
with Mabou Mines for- f?Come and G_i:j" “Which involved them being on another pier.

They were on the South St Seaport pier. It seemed like it was a mile away,

but it dsm't actuaHy that far They were—net—reachable. Lee Breuer and tmelico s
,u.ydu/qn IR Sl « ol sfhene ,-{.-.- ﬂg
1 talked about anything’ fmm across the river to the next pier. That: was sent’
I#h
oF the interesting presentation point of the rpiece ‘because—it-was—a distance

situation. The‘}v had the sound system run so that the sound was where the aud-

ience was ami the p1ayers were haH—a—m-?e-amy, on a pier far away. It was an
/f v b

was not successfuL The-peepl»e—ww:u_it,_iwae-—ianmir_ and successf 3

el T &Ja'wr.
of the strangest-things. At was $otaldy typical of a 1nt of the bizarre type
of set work that Mabou continued to do; 11ke-wh1zrrrh‘e_y“d‘d"“t‘bme—a.nd_ﬁn__um__
the-mirrors. Many people didn't know that it was happemng. , they just heard

all these whispers. I would say the crowd that was nearest to the side that

faced Mabou Mines' pier knew what was happening. ,
/ abwid The Eiret wnle 5 shony s id o
@¢ If they remember anythinﬂ‘.’ artists Fvye—spokemrto remernber‘__l:_hay. s0 in one
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sense, it was successful.
wbdly
A: I can't remember at what point the slides, were/tshowmgf but they were re-
peated over and over again on the side of the !'r‘idgeo‘oi-aﬂ—the-«oﬂe. That

was enormously successful, more so than I had ever anticipated. I don' t{l?ow
"o ] — A
what the artists have said, I'd be Curwusimuuseft the time, th"? was one

of the things they-said made the uhﬁ'e——eé:g make sense. At—the—time At
hr\fe‘emed magical, {op!e kegl: Sﬂyiﬂg/l-Ha-S—N—bva?-to have just looked at @x“‘i"""
S thing: altie, fiwie achedin i) 0], freily,
en as—seen—ﬂs—rt-became ni
shaped on tﬁé_b?se_a?*t‘ﬁe?ﬁ ‘ﬂ.l{}‘;\;;'_{he sl 1}1e, then_you %4;:‘;!1’;1: 2
artist, 10 minutes— : k-him,- Ms;y "Go over to the piece,
1'11 go with you," ﬁ;o-u' 11ook£at it amjl—n;:"{é;;}d talk te—the—artist about
it. People were doing that a lot. Then the last part of the &vent ha_d to do
with Rudy Burckhardt, I understood, but had not seen, that-he had-—a film
'ffjnd_g_r the Brooklyn Bridge""p;nd that seemed totally fantastic to.me. So I
Ll KX = <
asked Burckhardtw-because- I knew Edwin Denby very well, and Eé':.m:{d' Lhad offered
me. arrintrcductgonwto Rudy-—I asked Rudy if he'd show that film. He was
very generous, he didn't know who I was, or why or anything,éﬁé/agreed to do
it He.ffurthemm— “advised me that perhaps a more smf ?uJ fi‘]m to show
would be “Ins1de Dope." There -was-a-clear-split. As the planner of the
Event, I felt it should be "Underneath the Brooklyn Bridge," but I took
Rudy's advice and asked him to show "Inside Dope" also. And that turned out
to be a very fitting film. He was 1ndeed right because of the nature of the
film. it—a——str'mmn‘s Geographically, it has r{o conne%tions' tés on

14th St., and :.Hey re JHSt hanging around on 14th Su@i,t/s’a street film

L)
people are engaged in all sorts of scurilous acti v1t1esf H-was. \the final

o
thing 'thn‘l:-—-was seen that night, absqutr-.-I_y Jaa-ﬁtt-?g the moment. jy that

mi-mt the dancing had started, a-r-ﬁstrdene—mg intermingled with raids by
flr
the gangs who yu]d SWoOop dovm1 run through a group of people, the Coast Guard 7.~

s He

at that point was tetaldy circling the pier, pohce were on the other end,

LA
cordoning it nff./{ he police ended up getting very confused. We had so many

meetings and talks about this, that they were quite convinced that the mayor
was there or someone similar to the mayor, so they were trying to be very
helpful. They were giving protection, anfﬁ‘they were not sure who to protect
who frm;’\;lr';ether they should allow more street people to come in, or what. I
must say I could sympathize with their confusion. There was no way to tell who
was who at the Event. The police didn't know who were artists and who were

P :
buma. ey were sort of wandering around, trying to instill a note of sobriety.
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Then some of the—arsistsy—ate—tt O UUtvery—rery—druni—and—staried—ant™
ing with-the-gangs—Ne-ene—was—mort——

;." the bt e :‘:
Q: ALould you JJZQ? ow successful the evening performances were and how the

Event as a whole was received?

A: People kept saying it was justfantastic. I got a tremendous amount of that

Loy
feedback. People kep-t-{ay*'ﬂg the slides were wonderful, the concert was fan-
2 e Al Mo
tastic, the Mabou Mines thing was just great. /ﬁy memory of it being mosthy

jus€_tremendously worried. I got the feeljiig about two-days—beforesJt was
Mot pop2logp Aochnt 1T n e & .,_,\;'/; Lrze f
more than a case of nerves. 1 realized the enormity of the si uationd what

could go wrong. I started getting worried about the semi-legality of the per- ,

it P o e b
mits I'd been using, names( 1'd been using of other individuals; By the time I
| ¥ E' hLid been _using he viduals, By the t

say thé'Beckley piece go up, and Jeffrey Lew in the water, and George Tr'a{as

in his kayak, and-then the gangs, Igstarted yeally gettinjuorried. I just P

couldn't sleep. _'Rnne Healy's things came down em—the Bridge. On the night/:p'F
baavel 2D

the thing I was just mainly worried, happy but JuStmaisly worried.
Q: For the record, could you recall how you solved your problem with the wiring?

A: The City got their wires crossed, an'li( didn't get us juice. But I had a

subplan. The subplan was to have our own person, totally familiar wi;h the

il o e - ]

street 1ighting system, run extensijon cables off the street 'I1‘ghtingf"f'or

the Brooklyn Bridge Event@a;rﬁver 'expected j_u-i'cg..-"'i_&iad-expect it for City
¥ U 1 T

s SR h:
Hall Park, but I knew {hief.couwn't come through on the gridge because they

hadn't been down surveying it.
Q: Then you had expected ycu would need your subplan?

A: 1 expected to use the sybp]an, an? that's why we got all of the cable fmm/

i1« Heset€ A Ak _An e et
the World“Fair. I‘accépte'd very gratefully,”the Parks Dep't's offer te—de—that. ;
) ‘., ' we teeole 0
and started looking at the problem myself. seemed to me thaithere—

had_te~be an enormous amount of heavy duty cable, not extension cab‘l@‘ ;
T Faded
¢ sler 1 -couldnit findit-and/if 1 couldn't find it , I-knew the Parks Dep' .
tes g iy »’iwy{:r-j-l fsm-t.

didn't realize the enormity of the problem. I finally did find 74, foumd
"?‘"u"""( 65 w9

that-it-had_been used in the World's Faivg: and—ti—was—aid—out in Flushingd

stored: I got permission from another part of the Parks Dep't to borrow it,

illegitimately. If it came to ? real ruckus, they would know who had it,
*—

:1,'0"[(' " @ N B
but otherwise they_c_lgdg-ﬁ_'-t-uanx_:tn -knmmh@eﬁ% So we went out

and stole yt%ith an enormous truck, Ms@ brown cables gnd brought it L /&, .,
_n and had it there to use. We planned to run iqt_"f_r_u;nu'fﬁ_e_ street light to the

r
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e |
ool )
piers. What happened was—that it rained, £nd we cou]f‘dn't, for various rea-
sons, put that subplan into operation. ﬁﬁ(persun;th:‘t'ian't beﬁamed,had been

a disgruntled employee of the Parks Dep't in years past. What we then did was
go to the base of the ,n’ridge down in the subterraneum rooms near't:;\ndre s momq
and find the m-gma.l power supply for the Bridge, and taka_nur-oaﬁes
which we had-a lot of-because we-weregoing—to-run-them-clear—across the—stxeet
wt”to—th'e-w.—instead_we- attached our cables to the%ﬁower supply efthe
,Bﬁ‘ﬁgb. That was not a subplan at all. y We had onl{y a coup1e of hours before
Phil- went on and we found H. just by;'annety and the krﬂow'ledge that the ,Bridge
had to have a power supply. Because it was raining, it got very dodgey. The
main problem was that there was a foot of water in most places in those rooms.
We had to do—the connecting-of the cable in a foot and—e—hetf of water, holding
flashlights. The fact that it worked amazes me. 1 remember standing there
with Phil Glass and this electrician. I remember this because I was so scared,
thinking that it would be totally ruined if we don't get this juice. It
wasn't logical or rational thinking at the time. Phil may have really been
in another world, because he was under the same pressure¢) He had m-é'ese L s
peoplerther. he -had the equipment, the gangs, the pezformers Phil gets very
calm under pr‘essure,;I was very, very pregnant, tﬁh: electrician was in a state
of te.rr:r' i —I don t remember who actually connected the cable. I~domt—thimk"
it -would be -very romantic —in the-daysbut-at—~ight;withthe rain and aii—those-
people—it—does. It is possible that‘?hkiji was mainly conne-cﬁng thg_g_x_tirﬁi_oﬁ’)
i cables above ground and the e]ectricmn and 1 wer-e dcwnstairs " 1 couldn't

get very close to the cable walks because I was 8 1/2 months pregnant.

st f; piuds

Creem Ity

see the Eve.nt_as_something_of.-youn mak.:ng-.-ar as-a-leadenlass_s.uua.ﬁan._hu;.

taking on-an-identity.

A: Certainly not a work of art, certainly not that. As-much-as-Tossible=for-mes—
far that being my first thiags-I-saw-it as-being -a-Ieaderquﬂuam—-l—
was.the leadery and _Several of-the artists that_ug'éu-l-tl have been 1n the shon £
Jr;;;éé:i,fbecause _mm—-peumn..as.ihe—lﬂadﬁh-l-hadh draw a def-
inition of 1t I saw }t as a umt a..pz:oduetwa,-a—-a—pnse»ta—tm, and I was

2l fre a F
concerned about t.hose prob1ems 1 was concerned about bhe—p-pogm,—«ha.t-mdu-

things wemt—4+s During that Sunday, certainly tha%mght when everything started

going rrong, with all the rain and so many more people than we ever dreamed,
fﬂéiy.tuhem

;han th'lngs §tarrt.ed happenmg seemingly at random, themdes:

a0~ control . {I saw it as a unit. I'm sure that many of the participants not

7
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A: I was after space, as usual, and I was hanging out at the Dep't of Real
Estate's office, hoping to hear accidently dropped information about ware-
shoude space. -1 had been trying to get warehouse space, and depending on

what kind of space it was, I would develop a particular program suitable

to it. 1 think I was after studio space. We desperately needed studio

space to continue our workspace program. We had hundreds of applications by
then, but aside from workspace at 10 Bleecker St., which fulfilled jts name

by providing as bleak a space as possible for artists, I found out there

was a series of buildings on Reade St., and somehow got in to inspect them, saw
that from the second to the sixth floor were empty. As usual, I tried to find
out who controlled these floors. These buildings were part of a package

or plan that would see them razed to form a lower Manhatten Cultural Mall. I
forget the exact name. Blocks of downtown were mapped out for this plan by

the Downtown Development office. Lindsay had created a Downtown Cultural
Center to oversee the downtown cultural area, which included the buildings on
Reade St., which lay to the south, across tne street from the Clocktower.

My friend and sometime enemy David Hupert from the Whitney museum had man-

aged to secure the basement ina building along Chanbers st., by methods not
only do I not know, but that I can't even begin to imagine. I started to

sort out which city agency had control over the upper floors of these buildings.
Other agencies included the Dep't of Tax and Finance, the City Planning
Commission, and some of the responsibilities were held by Milton Mesic's

gang . The ground floor was occupied so one stations of the City Planning
Commission, while other parts of the ground fToor , the store-fronts, were
occupied by rehabilitation post-prison programs. On the upper floors there

was nothing but filing cabinets. It seemed to me that if we could consoli-
date the storage, two entire floors could be given to us. After quite

a while of wrangling, about a year, we could indeed prove that the filing cab-
inets could be consolidated. This was a really interestin g negotiation because,
about this time, most of the agencies were desperate for filing cabinets, and
were attempting to barter with the Institute for these cabinets. While 1

of course knew where there were filing cabinets and that they were in storage
under that Commission, and that they very well might have been their own filing
cabinets. 1 attempted to barter the whereabouts of the filing cabinets and the
filing cabinets themselves, in return for ejther their removal from the

premises, or the promise to relocate them. Many people in the Commission
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tricky since everybody wants space, and once they saw these gallons of space,
I would have essentially put the Institute in danger of lesing this space al-
together. I think the only reason we got this space finally was because it
got to be such a muddle which Dep't, which floor, which filing cabinet. I got
it to a high enough level so that the people in charge were slightly embar-
rassed to be dickering over filing cabinets and space allotment. They City
Planning Commission, through the Downtown Development Administration, Richar
Weinstein was the director, not he, but a deputy under him made the requisi-
tion for the space, under an enormous amount of pressure from me, for the
Institute to have this space. I made this request through the Economic
Development Administration, an agency which figures frequently in these chron-
ciles. This has been subsumed, by no, under another agency, called OED
(Opportunity of Economic Development) EDA was the salvation of the Institute,

being the office of almost any intelligent, far-seeing action.

Q: Was Ken Patton, the man who negotiated for Coney Island Factory, still at

the head of this agency?

A: 1 don't know whether Ken Patton was still there at that point. Most of
oursuccesses with the City over the years I have attributed to the people
working at the agency. EDA was, in some way, in a similar position to the
Institute and represented to corporations why they should remain in the city,
why they should come to the city, rather trying to bring new corporations to
they city, involved with leases and bringing jobs into the city, etc. Be-
cause they were not involved in the day to day practical concerns of running

the city but in planning.

Q: You felt their solutions to your problems would be more imaginative than

those of agencies strictly involved with practical matters?

A: 1 felt that their own efforts would be as frustrated as ours. I don't

. know for a fact but I projected that they were so frustrated in their own
efforts &b convince the administration of their schemes that they sympathized
with us and our problems in confronting the City with plans. They were not ;s
purticu1arfy interested in art, but again and again I would encounter a very
different mentality in this administration than in the others and 1 think it has
to do with what must have been, to them, a duplication of their own efforts to

deal with the city. The mentality was such that it saw no reason why these
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And they were not adverse to using their powers to see that my plans,.my sug-

gestions were taken up, but only if it did not cut into their time too much.
Q: Then you sought help in securing the Idea Warchouse for the Institute.

A: Yes. They didn't actually approve and administer the space for us, rather
they were a local arm of govermment that had to appeal to one of the regional
planning councils, which in turn had to appeal to the City Planning Council, the

EDA couldn't simply grab the Idea Warehouse for us.

Q: Did you ever have a written lease for the occupation of the Idea Warehouse?

What was your actual agreement?

A: I remember we got a letter signed by someone at the City Planning Office,I
truly can't remember. I know we had a lease of some sort which stated that

we were responsible for insurance for our own activities and employees, al-
though I believe we were also requested to insure the building. It actually
didn't turn out that we had to do that, though later that proved to be a question.
I think we had a one month lease with a three month alert to get out of the
space, should the City notify us that they would act on the property. What

we receijved was the top floor of three separate buildings interconnected. One
of the buildings was extrememly large with a floor space of 100X100'. This
became the Idea Warehouse. The other two remained workspace. And we wnet
immediately into workspace occupation. I transferred some of the unhappy
residents of 10 Bleecker St. workspace to these studios, namely Phil Glass and
Charlemagne Palestine, into one of the studio spaces. Mabou Mines and Ken
Jacobs occupied the other. The buildings were occupied a year before the
events took place, these four separate groups occupied and rehearsed in

these studios. That took care of the two smaller studios. The larger studio
sat for awhile, it was in very bad repair,had no working toilet. The big loft
used to fascinate me with its vast size and its sloping ceiling, 10' on one
side, 30' on the other. It was a beautiful, beautiful space and the idea was

to program this space.

Q: Did you anticipate the increasing demand for performance space as this

kind of activity superceded minimal and conceptual art?

A: 1 believe none of us anticipated the importance that performance would

have in occupying the scheduling space, that it did. It was apparent that per-
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has come to occupy in budgets everywhere, It was apparent that new 1ife had
been pumped into the memory that had resulted from Rauschenberg's ﬁine

Evenings and the interaction between artists and dancers. It seemed apparent to
me and I assumed apparent to observers of the art world that dance groups

that had been peripherally attracted to the art scene -- Tricia Brown and

a lot of the dancers of the Judson Theater Group-- that there had been a burst
of activity on the part of the artists, and a new demand on the part of the
audience. Most of these artists were not involved with performance art as

we think of it now, but they were -- Tricia Brown, Phil Glass, Mabou Mines --
many of the people who did occupy the Idea Warehouse studios at the time. This was
clear, this was information anyone could get on the street. These people had
been denied traditional proscenium stages. Instead, they hung around mu-

seums, particularly in museums, but also in the US, such as the Walker Museum.
Under Sue Weil's direction, the NY activities and concerts were starting to
happen in galleries in Soho. The Paula Cooper Gallery would consistently

turn over its space on Friday and Saturday evenings for poetry readings, con-
certs, performance groups, performance of all kinds. When Castelli and
Sonnabend occupied 420, they gradually turned over single evenings to per-

formace.

Q: Not until they incorporated the performance people into their regular

stable of artists and exhibited them on a regular basis.

A: You're right. If they didn't do it because they were their own artists, they
did it because they were friends of their own artists. However, in a certain
cense, the galleries were inadaquate, this is the entire point to remember,
because the needs and uses that the perfoemance artists had, in everything
except audience, were wrong. 1t seemed to one that one of the characteris-

tics of the new performance activity was based very much on the way visual

art was moving, exploring the unique acoustic quality of indivudual spaces and
the dimensions of the space, the environemtn that affected the structure of

the dances in very different ways, the nature of the space, in other ways.

It seemed to me, in light of these developments, that what the dancers needed
was time to develop rehearsals in which these spaces as they required. So
the contradiction between being offered an evening at Paula Cooper between

one show, as it was being taken down and another before installation, compared

to the needs for time to rehearse and develop the piece, was apparent. The
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had just opened a very temporary space on Wooster St. The direction at that
time was very, very much related to video and the traditional music world
concerts, and they were concerned with booking as many events as possible.
While it was clear that the Kitchen was a very important outlet for per- |
formance it was also clear that the administration of such a performance

wanted very accurate scheduling, infact booked 3 or 4 performances a week.

Q: By contrast, your performance schedule which allowed an artist a resi-

dency for a month, allowed for development of a much more elaborate performance.

A: Exactly. We would give the most beautiful space in the world, the Idea
WArehouse -- I've never seen the unique features of the space duplicated any-
where else: the huge wide space,sloping ciling, columns which were narrow

and didn't intrude into the visual arena -- to artist who never dreamed that
they would get this opportunity to perform in such a space. We gave them a
month long residency in which to develop a piece. We tried this for a year,
to test the Idea Warehouse. There were two big problems which brought about
its downfall, and which in some ways prevented it from being a useful experiment.
The missing factor in the formula was money. With the invitation to these
small groups of artists, should have been a grant. Anythingl In terms of

the ambitions we hoped to realize, there should have been a materials grant, at
least $500 . But there was nothing we could do about it at the time, al-

though we did pay for the announcements in the mail, a minimum contribution.
Q: And what was the second problem?

A: The second has been variously called administration or support style. We
took on the project at the Idea Warehouse with the idea that people would be
supervising their won occupancy much the same way they would be supervising
themselves in their own studios. This is the only way we could take advantage of
the space since we didn't have the money to have a staff person over there
full-time supervisng activities. The artists could supervise themselves, since
it was just a studio operation. What they couldn't supervise and deal with were
the problem s in the buildings, namely the running of the elevator, simply
because these performing areas were not located on the ground floor, but the
sixth floor iﬁ the building and anticipated once a month the elevator would be
needed to transport people to the location of a performance. The audience some-

how had to be attracted to this absolutely isolated warehouse, which didn't
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turn out to be a problem , and moved from the street level to the sixth
floor in a building whose elevator was constantlybreaking down. Also, a
nerve-wrecking factor, was that we realized that the Dep't of Real Estate,
did not anticipate (that is putting it in the best possible 1ight) made
sure we did not utilize this as a public space, and it we allowed the public
to attend any of the performances, this would be in direct violation of our
agreement. So it was nerve-wrecking because if anything should have happened
during that time...I knew their perception of the public was very different
from my perception. Unfortunately, a 1ot of the excitement at the Idea Ware-
house was generated by the fact that the ax could fall at any moment. So our
announcements were couched so that the Dep't of Reall Estate couldn't pin down
our activities. We would inform them of what we were doing, bu we would do
it in a way...we told them we had studio projects ,which was true, artists in
residence, which was also true, and that once a month we asked the residents
to display the result of their work. Our experience with the lower level
inspectors for the city told us that we should convey to them that we found
it unconsiouable that we would give this space to the artist without in

some way, making them deliver. They could understnad this. Of course;

there was some concern about the people who they delivered to. We told them
that the artists would be delivering to our own inspectors and supervisors.

I attempted to build up in their minds that we had staff over us, meaning
NEA, NYSCA etc., who were suspicious of how their funds were being used, and
we needed to be responsive to their demands. I told these inspectors that it
would be interested in people, who would be invited to come, and that there
would be a gathering of them, of people who had received invitations, that
these were no public events, only those who'd received invitations were
permitted to come . All of this was true to the extent there was a gathering,
we had invitations, people who came had to bring them. There would be admin-
istrative people supervising these events, and there would be guards. There
always were. There were Pinkerton guards @t the door. The timing of these
events, whether 6-8 or 35, indicated when we would be doing these inspec-
tions. The artists who evidently saw that we were nervous in our arrange-
ments with the city, were more or less cooperative. To some extent they

Saw our nervousness because we were doing something underhanded, as our prob-
lem, with the sort of feeeling one has toward anyone who's doing something
underhanded, assuming that if they are doing something, they're doing some-

thing underhanded to you too. With this lack of respect, the artists would

\
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Q: When™* 377 diu Steven Reichard come into the picture? Didn't he enter o ¥

the Institute around the time of the Works/Words show?

A: He got interested in the Institute around that time and came to the Clock-
tower during that show. Stephen had come back from Germany around that time
and d?cjded he would work in the arts, he'd studied at Coluumbia Business
Schoi]. At the end of his first year, he wa; charicte;istica?iy planning what
he would do when he emerged. He had an in&ereat, but no real training, no
real acquaintance with American contempor;ry art. As usual, with his very
strange nose for what's going on, and he was ]urki;g in Soho, making forays
to the art world. Then he made the unusual move of going south of Canal St.,
whichi was totally unpredictable of someone of his background. I guess he
decided when he wandered into the Clocktower and saw the Works/Words show,
which included a work by Dennis Oppenheim, that's where he wanted to direct
his energies. He called me at that time, but a lot of people had calledime,
saying they wanted to work with me in contemporary art, We didn't have a lot
of money anyhow, but his background made a lot of sense to me. He made an
appointment with me for the following September. This was in May. I agreed,
and I thought that that would be the end of it. I told him to call me in
August to confirm the appointment. This was good training for all my future
working with Stephen Reichard because he called me on the very day that he
said. The thing to remember about Steve Reichard is that although he oper-
ates under the guise of correct managerial propriety in every case, he's just
as insane as the rest of us. To think that people operate in the mode of
making such strict appoinments is as crazy as not making appointments as all.
However, when he turned up in September, I was already impressed that some-
one had been able to keép a piece of paper with a written appointment on it
for so long. And I was very inclined to discuss anything with him what he
wanted to talk about. His proposal was that we hire him as a fund-raiser
and development consultant for the Institute. Again, the optimism of Reich-

ard showed through. He felt there were unlimited possibilities for an or-

ganization of this sort.

Q: From the beginning, though,your plans for the Institute entailed tremen-

dous scale and scope.

A: Yes, and in this sense, our plans matched. Either tremendous expansion or

to be able to go to a very minimal structure. When I reflect on him, I see
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ginning I toyed with an idea of a certain socialbility of many of our events.
Especially in a certain satirical or perverse sense, as when for instance,

at the Brooklyn Bridge Event we'd held a Demolition Banquet. So that much of
the blame that fell on Reichard for the Institute's mentality -- fancy dinners,
elaborate social mechanisms, banquets , etc., doesn't rightly belong there.

I, unlike Jeffrey Lew, was interested in certain silly and ironic social
extensions of the poverty in which we found ourselves and that I would mimic
whenever it seemed useful or funny, certain museum events. For his part,
Reichard took these plans, these events very seriously. He was totally pre-
pared to see these plans with irony, and to make his plans seem even more far-
fetched. At the Idea Warehouse, for instance, he totally recognized the ab-
surdity of having a sit-down, black tie dinner, with round tables and white
table cloth, at which was served fish and aspic on the 6th floor of an aban-
doned warehouse. He made sure that everything happened as planned, that all
the arrangements were made, that the food was delivered, etc. He took this
role like a site 1ike a site manager on a Visconti film, constructing strange
social events in unusual places was a 1ink between us. But this collabora-
tion between my thinking and Steve's thinking produced, to many people's

minds, our downfall.
Q: You're talking about the Institute's style.

A: We've been alternately criticized and lauded, usually at the same time.
Through the years we've discovered that the criticisms and accusations have
reversed themselves even by the same individuals making them. So that

even if we were to try to be good, we've often reflected that we would have
been good too, because the same person, by happy chance, who could enjoy the

same event, the money raise, the spirit present, at another event.

Q: I was wondering if you would talk about the immediate impact Stephen
Reichard had on the organization. He has told me the budget went from 37

to 86 thousand dollars during the fiscal year he joined the Institute. Ob-
viously one effect he had on the organization was to help you realize your goal

of scale.

A: A1l of the plans that were laying around the office with dust on them,
Steve Reichard literally dusted them off and put them into action. We were

anticipating a very sizeable jump within that year, so part
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of that p .- @ nhe - .appéned anyway. But the way in which that happened '
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wouldn't have happened without Steve. The great financial expansion certainly'
would never have happened without Steve. But his fiscal policies were determined
by something congfderably apart from money -- he had a boudnless enthusiasm. He
is a very curious form of optimist. First of all, there was no question in his
mind, that we were right. 1 had been plagued by years of doubts, that to ask
for this or that made sense if I asked for things that no one else wanted. 1
assumed that since no one wanted them.... I gave arguments to the Arts Councid,
both federal and state, since you have these things that no one else wants, now
it's your job to give us this money to make these things useful. This was

the complete basis for my argument for supplies, and for real estate. I was
cornered right there by the position the Institute had taken in contemporary
art. I felt very apologetic toward that. On one hand I was very arrogant, to
stay focused on contemporary art. But my attitude was arrogant in the small,
and apologetic in the larger scale. There was no way I could even out or
Justify my position on contemporary art with art education and social needs

on a large scale -- welfare, narcotics, geriatrics -- needs which were con-
stantly expressed to me by the City government, not so much by the Nat'l
Endowment., I would be arrogant toward a small group which needed modesty, and
wishy-washy toward a large group that needed an arrogant position. Reichard
entered without any of these confusions. He believed contemporary art was

the only thing to be dealing with. He has presumed to continue with this
concern, but I think he is weakening; he wasn't at all concerned with who the
artists were or what kind of work they did. His way of explaining of what

we were dealing with was to say that they were young artists.
Q: Young artists whose contemporary point of view needed supporting?

A: No. Just young and that young artists needed welfare. No, because he
didn't feel that was a viable point with the funding agencies. It's just
that these were young artists who therefore needed welfare and that we were
the people to help young artists who didn't have anyone else to help them.

He workedcarefully with the opportunities and kind of shows that were open
to them. Reichard deliberately restricted it to this question because larger
questions such as whether our artists were more worthy of support than any
other group of artists, could take months or even years of debate, through
these fundiég agencies. He did not have any qualms about attaching so much

importance to wnat I considered a rather insignificant aspect of the artists,




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION. e

Series.Folder:
Collection:
The Museum of Modern Art Archives, NY MoMA PS1 ir. e 9
ey . .-....h. .
e ;\
ALANNA %
L] } .

] ; 5
namely theip age, '

Q: The word "young" s often used s a emphemisms to reflect T'nexperiehce
or that they are unknown which in fact does not reflect the Population of

artists the Institute does Support,

A: But what Reichard grasped that | didn't was that the funding agencies are

not in a Position tg Consider any other ramified qualities, Characteristic

good, by Whateyep Category we chose tg name them, People would recognize thejir

quality., He's always surprised when they dop't. The dissension between

of people a lot of shows, Reichard reduced this to a fcrmuh, whereby he said
"We are helping Young artists, pyt We are helping them in greater number," sg
that the artist was reduced, not only to a m'fnom'ty group, but the most
numerous minority group. Then he came up with a phrase I fingd Nauseating, that
is, "the number of artists Served." This phrase emerged from numeroys funding
battles which would go gn between me and the Ny State Councial on the Arts many

times, over many years. It was Very little comfort to me that the battles

that it would not at all work out. Sp as to make such and such an idea, gr

away more money than any other State Council. He assumed that Nysca would
lTove to give Us money because we Were doing the pest Job. We were the only
organization that had a chance of administr'ating Programs of g 5ize, on a level]
that would conform with the funding Programs, He figured that we could whip
this into shape quite Quickly. He had worked with funding agencies before,
and he felt that funding agencies were ip the business of giving money and not

supervising Programs. Sipce they were legally Prevented from adml'n'istering
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programs,, and that therefore they were terribly anxious to give away money .

to organizations that could operate programs. He thought there were just a few
small obstacles in preventing NYSCA and the Institute from joining-hands to
make a really smooth cha-nel of communication. And when that would take place,
the Institute staff would be paid regularly, and paid above the minimum wage,
and then they could also receive health benefits and there would EE papers
documenting all of this which would please the federal government and we'd be
on to Green Acres. Reichard couldn't imagine how the Institute could have
existed all these years without a budget of at least $100,000, supplied in
part by NYSCA, studying the budgets of other art organizations over the

years. After four years, Reichard's whole understanding of this has matured
considerably, funding-policy has matured considerably, and certainly the

whole experience of working with NYSCA has saddened him, as no one who has
worked with NYSCA for four years could have emerged with anything but a
shrunken attitude toward possible resources. During this time I remember
gearing up for the battle with NYSCA with Steve and spending 60-70% of our

time gearing up for these battles.
Q: What were these battles?

A: This can pretty well be expressed by the words of a NYSCA official Who said
that the Institute should not be given money for large-scale projects, it's
just 1ike seeing a mom and pop's store turn into a supermarket. He and NYSCA
did not feel we were the ones to do it, nor did they feel that they should
help anyone turn from a mom and pop's store into a supermarket. Nor did they
anticipate any mom and pop's store turning into a supermarket. I cannot

easily be their advocate.
Q: Why!ldid the Council oppose you?

A: Personally, I must have been a thorn in their side. To people in the ad-
ministration ther I think that I was perhps less than diplomatic many times. 1
think that I had a chip on my shoulder because I was distraught by a number

of things I saw happening. Speaking out about NYSCA 's short sightedness and
their treatment of artists vs. organizations and their treatment of organmi-
zations ingeneral. Having returned from England, where the British Art Council
was very active, I found it shocking that 1 couldn't contemplate seeing the
director of the Visual Arts Division at the opening of a museum here. He said

that he never went to museums or galleries, he felt that that was unimportant.
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Now of course I'm not shocked at all, at the time I thought this was repre-
hensible. I felt that the talent and the level of work being done here in New
York was on a very high level, very professional. I couldn't comprehend his
organization not giving large sums of money to the visual arts. 1 found it
hard to comprehend that the people on NYSCA were so different from the museum
people that 1'd approach -- that they had no scope and no imagination or
vision concerning what could be done here. They didn't understnad that they
were living in an incredibly exciting time, and that they, as a funding or-

ganization, could join with the museums and do extraordinary shows...
Q: Or that they could restructufe...

A: Or that they could jump into what new things were happening and restructure
art shows and exhibitions entirely. Instead all that they seemed to be

doing was holding back. They did everything in their power so that people
could not either expand or improve their services. It was an attitude that
drained organizations of power since only the least talented people working
for these organizations would be satisfied sitting where they were. We grew
hand-in-hand in this estimate, so at one point, without a doubt, we were

the most despised people surrounding these agencies. I went to Canada to see
how the Canada Arts Council organized these things. I thought my memory

was wrong with the English Arts Council, but my memory didn't turn out

to be wrong at all. Only after six months our present Program Director
Brenda Wallace is appalled. She finds that in the U.S., not only NYSCA,

but all arts organizations are discouraging, whereas in Canada they beg and
nurture every sign that they feel shows any sign of responsible arts lead-
ership. NYSCA is suspicious of the Institute's administrative structure,
suspicious of me as an administrator. Their concern that the paperwork should
be done, which has indeed proved a problem I have great difficulty seeing

to it that the paperwork indeed gets done. They supported the creation ofa
small one or two year projects, with a budget of between 8 or 10 thousand
dollars, after which time these projects would disappear. They were mysti-
fied by an organization that had a longer-term view of operations. We tried
to explain this to them and they countered that with, "Well, you have to
have the right kind of administrative structure for this," for which they

were utterly correct in saying, but then they seemed to defy any efforts to
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try and create such a bureaucracy, such as allotting to us staff money for
those who could take care of these activities. This was part of a cycle

and the larger and more efficient we would get, the less easy the they would
feel about us as we changed our goals. So the more we tried to fill their
demands on one side, the more we were going against their perceptions of us

on the other side. And this has never been resolved in a satisfactory way.
But on the other hadn, things have gotten a great deal better. Yet whereas

to observers from Eruope, the U.S., California for instance, we were doing
wonderful things at the Clocktower, showing leadership in the kinds of oppor-
tunities we provide artists, to NYSCA, our demands were outrageous. Their
staff was uninformed, neither was NYSCA sending out their staff on a travel
budget to become informed. It seemed that even the staff was discouraged from
finding out what was happening by mail, they weren't rewarded for finding out
what was happening. To NYSCA our demands were outrageous, arrogant, and seemed

to lack sensitivity towards the demands of other arts organizations.

Q: But what specific contributions has Steve Reichard made to the Institute

in its organization?

A: Far beyond the efforts of Linda Blumber and others, Stephen Reichard was
responsible for the negotiations for P.S. 1. Aside from this, it was the cer-
tainty in my mind that we needed a person to guide through the morass of

grant applications, foundation appeals, a group of private people to support
us. His responsibility, in short, was to map out a plan for our financial
resources of the Institute, taking it on as a full-time job, not in the spor-
adic way we'd been doing it before. Being Reichard, of course, he mapped this
all out in one month. He assumed we could achieve this in one year; four years

later we have achieved inroads on only one or two of his plans.

Q: When and how did Linda Blumberg join the organization? Did you seek her out

or did she find you?

A: She, 1ike Reichard , did come to me. Actually, she started working full-
time for the Institute a year before I did, and part-time the year before that.
By the spring of the Works/Words show which, by the way, Frank Kolbert or-

ganized, Linda Blumberg was working full-time.
(: And what were her responsibilities?

A: Aside from the normal jobs that we all have hwen we first get out of college,

Linda had never had a full-time job in many years. She'd done some lecturing at
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museuns and was anxious to get involved with #ie Institute, but hadn't had any
other experience. So her offer, contingent on lack of experience, was what
she thought she could do best, which was to act as an administrator for the
Institute on a day-to-day basis, scheduling, seeing that announcements went
through, with programming, public and press relations. She brought to each
of these tasks a quality which is often referred to as boundles enthusiasm,

a contribution which is too quickly discounted under that term. She described
herself as a combination of manager and over-seer of practical affairs which

is what she is and what she did do. In compensation for what may seem a dull
job of managerial responsibilities, she wanted to have a lot of contact with
the artists and work with them on the shows. So that was clearly her contri-
bution and what she was getting out of it. The interesting thing about Linda
and Steve was their areas of concentration, because Linda became more and more
interested in working with the arts, in fact her title was Program Director,
while Steve, under his contract, concentrated entirely on the fiscal direction.
By the split, not in ideology, but in their motives, these two very intell-
igent, highly talented people, made our successes possible. At the same time,
those two very different controlling interests presented a very dear differ-

ence in orientation.

Q: How did you role change as a result of being able to rely on these two

people very heavily?

A: The first thing I was able to do wasto relax. 1 could actually step back

and watch these two people, and see the things that I'd been working on for

three years actually come about. sO the first direct consequence of their
presence in the organization was that I was able to take more time off and
devote time to my personal life. But what 4eally bpppened was that I ended up
working with Reichard, because he was able to convince me that the immediate
show we were doing was les s important than the over all respectability, aims,
and direction of the organization. 1 was laso convince of his reasoning because i
the staff seemed to take on their responsibilities more willingly, no that they
were being paid the minimum wage. Also 1 worked with Reichard night after night,
often weekend after weekend, devising programs that would continue, creating a
more dignified schedule than the one we'd been following, one that continued
beyond the next month. At that point, we were in too deep, we had too many

employees.

Q: Though the number of your staff fluctuated, depending on what funds you had,
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1 believe at one point , 1975-1976, ygu had as many, as eight people working

for you, including several part-time people.

A: There were __number of people working by the time we opend PS 1,

previously my plan was that if things got really bad everyone would go of f
salary, and if we got in really bad shape, the organization would be reduced
to me. Linda immediately grasped the implications of this administrative
dictum, because should that happen and we go off salary, having exhausted out
budget by April, we might sneak by May and June, hide out somewhere in the sum-
mer, re-emerge in the fall, re-forming in September and we'd still keep the
perception of our continuity as an organization. This would wreck absolute
havoc on an organization that was essentially non-existent for five months

out of the year.
Q: You couldn't survive as a seasonal organization.

For doing this NYSCA perceived us as unstable, whereas we perceived them as
irresponsible because no other arts organization had an intermittent

existence -- alive for a few months and then disappearing off the face of the

earth.




