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CONTACT: Anthony lannacci
Program Coordinator
(212) 925-4671

September 20, 1984
FOR IMMEDIATE RELEASE

FRANKLIN FURNACE ANNOUNCES THE INAUGURATION OF THE
FUND FOR PERFORMANCE ART SUPPORTED BY
THE JEROME FOUNDATION

The Fund for Performance Art has been established to support the creation
and production of new work by emerging, independent performance artists.
Eligible artists are invited to submit proposals according to the guidelines
outlined below. Proposals will be reviewed by a panel whose members
represent various aesthetic disciplines. Ten finalists will be invited for
interviews; approximately half will be selected. Grants will range from
$2,000 - $5,000 and may be used for materials, space rental, equipment
rental, publicity, documentation, and artists' fees. Selected performance

projects must be produced within one year of receipt of grant money.

ELIGIBILITY

° Non-affiliated artists living in the New York City area
who have a record of presentations but have not been
produced by organizations such aslthe Brooklyn Academy
of Music, Dance Theater Workshop, The Kitchen, La Mama,
or The Public Theater.
Proposals for solo or collaborative projects will be
accepted for both theatrically and visually-oriented

performances.

- continued -
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PROPOSAL GUIDELINES

Description of the work proposed for funding. Be as
complete and specific as possible (for example: number
of performers, proposed performance site, other possible
funding sources). Include a complete budget. If

collaborative project, include information on all collaborators.

Documentation of past work (slides, photographs, 3/4"

videotape, audiotape)
Resume
Reviews, if any, of past work

Self-addressed stamped envelope for return of your materials.

Deadline for proposals: December 1, 1984

Mail to: Fund for Performance Art
Franklin Furnace
112 Franklin Street

New York, NY 10013
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METAMANHATTAN

ADAMS- AGREST AND GANDELSONAS- ANDERSON-
AYCOCK AND FREED- BLECHMAN:- BUMPZOID-
CHRISTO:- DIAMOND: FEKNER- FERRI- FRANK-
FULLER- GROOMS- HAAS: HOLL- JACQUETTE-
LEBRON- McNEUR- MISS- OLDENBURG- PQLITIC

ART DOC DISTRIBUTION- SONFIST-
STEINBERG- SULTAN: TITOLO- TSIEN- U/K/Z-

WEXLER: WILLIAMS AND ASSOCIATES-

\lector’s

well-established and unknown artists.
rt Longo contributed a collaged Monu-
o the Homeless, Vito Acconci a frenetic
+ of skyscrapers exploding from a gap-
wylar mouth, and Nancy Spero and
Golub a vivid indictment of Reagan-
and its enforcement of the feminiza-
f poverty. Anton van Dalen’s depiction
cury construction demolishing lower-
e homes takes the prize for graphic
ion; among the contributions of less-
ar artists, Janet Koenig's photomon-
of the Guggenheim hovering like a
saucer over a Lower East Side lot, with
hite kids snapping photographs and the
I “After a Successful Colonization the
r Ship Lands,”" casily walks off with
ik humor prize. The other artists are

Arai, Keith Christensen,  Antonio
ni, Tim Hillis with Gale Jackson, Jelf,

Martunez, Wilham  Maxwell with
Marie “lerranova, Rachael Romero,
vorge “Geo™ Smith. Most of the print-
ainly silkscreen, was done, at cost, at
wer East Side Print Shop, with fund-
«DD raised trom the New York State
il on the Arts and elsewhere. Ragged
>ress, Water Street Press, and Heinricl

also participated, each donating their
winn, as did the partcipating artists. A cata-
logue wili appear in the next assue of PADD’s

. pubhication, Up Front, available in March

Altogether, this hively project, two years
the making, merits its claim 0 “celebrate
and crincize the Apple from its core”
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"The Prant Collector’s

Newsletter

METAMANHATTAN

Whitney Museum of American Art, Whitecy Moseras of Amestcan At
384 Broadway
Downtown Branch New York, New York 10013

at Federal Hall National Memorial (212) 431-1620

26 Wall Street (at Broad)

January 12 through March 15, 1984
__Monday through Friday, 11 AM to 3 PM

Admission free

Reception: Thursday, January 12, 5 to 7 PM

&reaqry

Y SIopojy jo wnasnpy ey
aavd

This exhibition is held at Federal Hall National Memorial through ic cooperation of
Federal Hall Associates and the National Park Service, Manhattan Sites.

Graphic: R. Goodwin
nying saucer over a Lower East Side lot, with
two white kids snapping photographs and the
legend “After a Successful Colonization the
Mother Ship Lands,” casily walks ofl with
the black humor prize. The other arusts are
Tomie Arai, Keith Christensen,  Antonio
Frascon, Tim Hillis with Gale Jackson, Jeff,
Alfred  Martinez, Wilham  Maxwell  with
Gina Marie “lerranova, Rachael Romero,
and George “Geo™ Smith. Most of the print-
ing, mainly silkscreen, was done, at cost, at
the Lower East Side Print Shop, with fund-
ing PADD raised from the New York State
Council on the Arts and clsewhere. Ragged
Edge Press, Water Street Press, and Heinrici
Studio also participated, each donating their
time, as did the parucipating artists. A cata-
logue wili appear in the next issue of PADD’s

. publication, Up Front, available in March.
Altogether, this lively project, two years in
the making, merits its claim 1o “celebrate
and criticize the Apple from its core™
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Vito Acconar, [ Love
screenprint with myla
1987. Courtesy Exit A

PADD (Political A

bution), an cight-y

is concerned about

tion, racism, drug

rowful aspects of I

Crisis, their latest

issues in the form

enty-five artists, nc

bers, were askec

exhibition at Exit A

New York, Februarg

images, 14 were selected to be published in
two ways: as signed prints, edition size 50,
available in a portfolio for $1,250 through
Exit Art, proceeds to benefit PADD; and as
street posters, on cheaper paper, 75 copies of
cach, to be pasted up throughout the five
boroughs. The 14 chosen include work by

wn o artists.
ged Monu-
a frenetic

Arusts are

Antonio

‘kson, Jeff,

well with

Romero,

{ the print-

at cost, at

with fund-

York State

¢. Ragged

d Heinrici

u A pPArTic Uofiating their

time, as did the participating artists. A cata-

logue wili appear in the next issue of PADDs

. publication, Up Front, ayailable in March

Altogether, this hively project, 1two years in

the making, merits its clam o0 “celebrate
and criticize the Apple from its core”
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; NP iz 50, time, as did the participating artists. A cata-

7 : portfolio for $1,250 through !oguc_-'wﬂx appear in the nextissue of PADD’s

i At peocecds @ benelit PADD; and as . publication, ({’p (-‘r:ml. able in March.

strect posters, on cheaper paper, 75 copics of All()gcllu..'r, this h.vcl)ll Project, two years in

sah, 1o be pusted {65, (hizshahoui ‘the five the lll.:ﬂ.(ll.'lg‘ merits us‘dan.n o “celebrate
boroughs. The 14 chosen include work by and criucize the Apple from its core.”
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L SUAIo S0 participated, cach donaung their
e 5, edivion sige 50, time, as did the participating artists. A cata-
avatinble i o tfoli $1 250 through logue wili appear in the next issue of PADD’s
Exit Art, proceeds (o meﬂ . publication, Up Front, available in March.
strect posiers, on cheaper paper, 75 copies of Almg(-th-r‘ this lively project, two years in
cach, o be pasted up throughout the five the making, merits its claim to “celebrate
boroughs. The 14 chosen include work by and criticize the Apple from its core’
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The J. Paul Getty Trust
Grant Program

Background The J. Paul Getty Trust began to define
its activities in the field of art and art
history in April 1981 in anticipation of
receipt of the proceeds of the estate of
J. Paul Getty the following year. Con-
stituted under United States law as an
operating foundation, rather than a
grant-making foundation, the Trust’s
primary objective was to identify and
create a series of operating activities
that would make a significant contri-
bution to the fine arts and related areas
of the humanities. Decisions were in-
formed by a year of intensive assess-

ment of the field, including discussions
with a broad range of art historians,
museum curators and directors, educa-
tors, conservators, and other knowl-
edgeable individuals in the United
States and abroad. Small groups of ex-
perts were also convened to discuss
specific needs and priorities. A respon-
sive and supportive relationship with
other institutions in the field was a
major consideration.

Commitments have been made to
six operating activities in addition to
the J. Paul Getty Museum. These are
the Getty Center for the History of Art
and the Humanities, the Getty Art His-
tory Information Program, the Getty
Conservation Institute, the Getty Cen-
ter for Education in the Arts, the Mu-
seum Management Institute, and the
Program for Art on Film, a joint ven-
ture of the Metropolitan Museum of
Art and the J. Paul Getty Trust. These
programs, which are briefly described
in the Appendix, provide the context
for a grant program which will further

‘ — . LI : DLUGIV IS0 parucipated, eacn aonatng their

P s’ e e | time, as did the participating artists. A cata-

slindls: % for $1,250 through logue wili appear in the next issue of PADD's
i A DABcRse 10 l)el;' ‘m@““ . publication, Up Front, available in March.
street posters, on cheaper paper, 75 copies of Ahogmhf-r. this fively project, 1wo. years in
gach, 1o be pasted up throughout the five the making, merits its claim o “celebrue
boroughs. The 14 chosen include work by and criticize the Apple from its core”
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enhance the Trust’s ability to make a
valuable contribution to the visual artg
and the humanities.

The new J. Paul Getty Trust grant
program is international in scope and
provides support for scholarship in the
history of art and the humanities, edu-
cation in the arts, museum programs
for the interpretation of works of art in
permanent collections, and conserva-
tion. Generally, grants are not made
for operating or endowment purposes,
construction or maintenance of build-
ings, or acquisition of works of art.

The grant program will not
change the Trust’s status as an operat-
ing foundation, which means that it is
required to spend 4, percent of the
market value of its endowment on ac-
tivities it develops and operates. The
Trust does, however, have the legal
flexibility to spend a fraction of one
percent of the endowment’s market
value on grants. Since the Trust’s pri-
mary responsibility is to ensure its abil-
ity to continue to fund the operating
activities to which it has made commit-
ments, the level of grant-making activ-
ity in any given year will be determined
by the need to maintain the purchasing
power of the endowment after operat-
ing expenditures and the impact of
inflation.

Areas Eligible for Support

Scholarship in
the History of
Art and the
Humanities

The vitality of advanced research is
dependent upon individuals who are
able to make original contributions to
knowledge, using the resources of in-
stitutions which support scholarship in
the history of art and the humanities.
The Trust is interested in the relation-
ship between the history of art and
other disciplines in the humanities and
in the documentation of works of art
themselves. Support is available for the
following:

. Postdoctoral Fellowships

Fellowships are to provide support for
scholars who have received their doc-
torates within the preceeding six years
and who demonstrate an unusual po-
tential to make a significant contribu-
tion to knowledge in the history of art
and the humanities. The program of
Getty Fellowships in the History of Art
and the Humanities is administered by
the Woodrow Wilson National Fellow-
ship Foundation on behalf of the Trust.
Inquiries should be addressed there.
(See page 15 for address.)

. Independent Centers for Advanced

Research in the History of Art
Grants for up to five years may be
made for the following:

Library acquisitions and related staff
and services

. Projects to organize and make accessi-

ble existing archival material of major
significance to the understanding of the

history of art

street posters, on cheaper paper, 75 cz\ypii-.s of
cach, 1o be pasted up throughout the five
boroughs. The 14 chosen include work by

\)-lul“ll AU pantujmtcu, tawn Ukﬂld“llg mewr
time, as did the participating artists. A cata-
logue wili appear in the nextissue of PADD's

. publication, Up Front, available in March.

Altogether, this lively project, two years in
the making, merits its claim to “celebrate

and erticize the Apple from its core.”
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3. Scholarly Cataloguing of Art Museum
Collections
Cataloguing of collections is an activity
to which museums are dedicated, yet g
it must often be deferred because of
more immediately pressing financial
demands. Grants may be made for up
to two years for the following:
Support for a visiting scholar/curator
to work on a particular aspect of a mu-
seum’s collection

. Funds for a substitute position so that

staff members may undertake cata-
logue research

The exceptional significance of
the collection, the qualifications of the
scholars/curators involved, a realistic
plan for the implementation of the pro-
ject, and the way in which the results
of the research will be made available
to the broader scholarly community
will be considered in evaluating the
proposals. The institution’s demon-
strated commitment to the documen-
tation of its collection will also be a
consideration.

Trust funds may not be used to re-
place existing funding but must repre-
sent a new or incremental commitment.
Once the cataloguing is completed,
publication of research may also qual-
ify for support. An application may be
submitted according to the publication
guidelines listed below.

Publications

To contribute to the dissemination of
research and scholarship in the history
of art, support is available for a broad

range of book-length scholarly man-
uscripts which make a significant con-
tribution to the field. Book-length
manuscripts include the following:

. Small- and large-scale projects already

accepted for publication which could
be substantially improved in quality
or more accessibly priced for wider
distribution

. Scholarly catalogues of major museum

collections (support must be requested
on a matching basis)

Special exhibition catalogues which
make a significant contribution to
knowledge

. Completed excavation reports

Collected papers from symposia
Special issues of journals

In addition, support is available
on a highly selective basis (and for no
more than three years) for start-up
costs for new scholarly journals where
there is a demonstrated need. Propos-
als to make scholarly work available in
formats other than book publication
are also eligible.

With the exception of special exhi-
bition catalogues and journals, only
completed, unpublished manuscripts
will be considered. Applications should
normally be submitted by the pub-
lisher, although in unusual cases au-
thors of highly specialized research
(other than dissertations) may apply
directly if they cannot find a publisher.
Manuscripts from a foreign publisher
and/or in a foreign language are eligi-
ble for consideration. Applications are
limited each year to two per museum
and three per publisher.

DU Vs press s prras sy s e e
time, as did the participating artists. A cata-
logue wili appear in the nextissue of PADD's
: : ; . publication, Up Front, available in March.
Moy posrers, o ¢ : 'M‘ Ll Almgclhf-r, this lively project, two years in
aabi, s be pasted up Whrenghott e five the lxlnlflflg, merits s claim o “celebrate
boroughs. The 14 chosen include work by and cnticize the Apple from its core”
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Conservation

Museum
Programs to
Interpret
Works of Art
in Permanent
Collections

Providing adequate care and conser-
vation of works of art is one of the
major concerns of the field. In order to
increase the level and quality of conser-
vation activity in museums interna-
tionally, support will be considered for
up to three years for the following:

. Training programs which are commit-

ted to the integration of art history,
science, and conservation practice,
including first- and second-year
internships

. Surveys of the conservation needs of

small museums to encourage a com-
mitment to address those needs

. Conservation of major works of art in

museum collections

In this category, matching grants only
are available (for up to three years) to
bring outside conservation experts in-
house or to fund work by regional lab-
oratories or by qualified private con-
servators. Proposals will be evaluated
on the basis of the significance of the
works of art, the appropriateness of
the conservation plan, and an indica-
tion of a commitment to continuing
funding for conservation.

One of the essential functions of a mu-
seum is to enhance the general public’s
understanding of art and its history
through the interpretation of its collec-
tions. The successful interpretation

of collections has, however, been diffi-
cult to achieve because only limited
resources have been available for
experimentation.

Education in
the Arts

E AL v e ——

Support will be considered for up
to three years for programs that en-
hance the general public’s appreciation
and understanding of permanent col-
lections. Projects should involve cura-
tors as well as educators, and outside
experts may be brought in for extended
periods of time.

Proposals will be evaluated on the
basis of the scope and depth of the
program, the plan for its implementa-
tion, the potential for replication by
other institutions, and the institution’s
long-term financial commitment to sus-
tain a serious level of educational
activity.

Education in the arts has not been rec-
ognized in United States public school
systems as a subject essential to educa-
tional development and to a balanced
curriculum. Convinced that the arts
should be more central, the Trust is
committed to an approach to visual
arts instruction which addresses art as
a substantive academic subject. This
;lppr(mch mcorpnrdrcx imstruction in
four art disciplines: art history, art crit-
icism, art production, and aesthetics.
The grant program supports projects
which reflect this discipline-based ap-
proach to art education. Support will
be considered for the following:

Planning and implementation of disci-
pline-based art education programs for
public school grades K—r12 on a dis-
trict-wide basis

An effective discipline-based art
education program is characterized by

time, as did the M&iﬁg artists. A cata-
logue wili appear in the next issue of PADD's

- publication, Up Front, available in March.
Altogether, this lively project, two vears in
the making, merits its claim 0 “celebrte
and criticize the Apple from its core.”

$1,250 through -
Exit Art, proceeds to PADD; and as
street posters, on cheaper paper, 75 copies of
cach, 0 be pasted up throughout the five
boroughs. The 14 chosen include work by
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a well-articulated set of goals and ob-
jectives; support and encouragement
from the superintendent and other cen-
tral office administrative personnel;
leadership and commitment from the
principals; a written, sequential curric-
ulum that includes instruction in art
history, criticism, production, and aes-
thetics; collaboration with museums;
in-service staff development for general
classroom teachers and art specialists,
principals, central office administra-
tors, and school board members; strate-
gies for program review and evaluation;
and the availability of instructional
time, sufficient space, expert consul-
tants, and adequate financial resources.
Planning grants
Funds may be used for consultants
with background and experience in
discipline-based art education to assist
in the plan’s development; expenses
incurred for release time for district
personnel involved with the plan’s
development; and other expenses justi-
fied by the district as relevant to the
planning effort. It is anticipated that
the final plan will incorporate the char-
acteristics of an effective program as
described above.

- Implementation grants
These grants will be based upon an
evaluation of the quality of the pro-
posed program and the probability
that it will be sustained by local fund-
ing after the initial implementation.
Successful applicants will be expected
to match their implementation grants
by 25 percent the first year and 50 per-
cent the second year. In-kind services
qualify for up to one half of the appli-
cant’s match,

5

clit PADD; and as

street posters, on cheaper paper, 75 copies of
cach, 10 be pasted up throughout the five
. The 14 chosen include work by

2. Curriculum development projects for
grades K—6 which are in progress or
under revision and which have the
commitment of a publisher
Only projects developing a curriculum
which will be available for purchase
nationally are eligible. Grant funds
may be used for printing color repro-
ductions in student and teacher edi-
tions; rights and reproduction fees;
research, writing, editing, design, and
prln[lng expenses; t(.’dChL‘r'()rlcntﬂ“()n
materials; and development of assess-
ment instruments to C\'ﬂll]d[t’ S[Udcn[
learning. Projects will be evaluated on
the basis of their ability to effectively
combine art history, art criticism, art
production, and aesthetics and on the
way in which concepts and skills are
sequenced to foster cumulative learn-
ing about art.

National and Grants for special projects are avail-
International
Service benefit the fields in which the Trust

Organizations  has a significant interest, as defined by

1ts ()pcm[mg acnvities JHL] s grant

able to organizations whose programs

program.

Although the areas described above de-
fine the scope of the grant program of
the J. Paul Getty Trust, there may be
projects not specifically mentioned that
are relevant to the Trust’s program ob-
jectives. Letters of inquiry describing
the project and its relationship to the
Trust’s areas of interest are welcome.

tuavann.
S mecessanang wIUIL

time, as did the mnicip'a-(iné artists. A cata-
logue wili appear in the next issue of PADD’s

- publication, Up Front, available in March.

Altogether, this lively Project, (two years in
the making, merits its claim (o “eelebrate

and criticize the Apple from its core”
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Governance

street posters, on paper,
cach, o be pasted up throughout the five

The Trust is administered by its Pres;.
dent and his staff, subject to the over-
sight of an independent Board of
Trustees which meets six times a year.
The Board of Trustees determines
broad policies and approves the con-
ceptual approach to and implementa-
tion of all areas of grant-making
activity, based upon the recommenda-
tions of the Grant Committee of the
Board. The professional staff designs
programs, encourages and assesses
proposals, and seeks to discover op-
portunities of exceptional promise that
can advance a field or strengthen an in-
stitution. Applications are evaluated by
the professional staff, calling upon out-
side expertise when necessary. The staff
recommends proposals to the President
for funding under Trustee-approved
appropriations.

SEe Wiy
 through

DD; and as
2 75 copies of

The 14 chosen include work by

~ time, as did the
logue wili appear
. publication, Up
Altogether
the nuakir

Application Procedures

Publications

Postdoctoral
Fellowships

Institutional
Grants

For an application form and specific
guidelines, write to:

Publications Coordinator

The J. Paul Getty Trust

1875 Century Park East, Suite 2300
Los Angeles, California 9006~

213 277-9188

For further information, individuals
should write to:

Getty Postdoctoral Fellowships in the
History of Art and the Humanities
Woodrow Wilson National Fellowship
Foundation

P.O. Box 642 (16 John Street)
Princeton, New Jersey 08542

609 924-4714

Before any proposal is developed, a
preliminary letter describing the pro-
ject (no more than two pages) and an
outline of its general financial require-
ments should be submitted. The Trust
will respond with an initial determina-
tion as to whether or not a full applica-
tion should be pursued.

There is no application form or
specific funding schedule. Final pro-
posals will include the following:

. A one-page summary of the project

. A more detailed description (not more
than ten pages) of the scope of the
project, including its goals and its

significance

Is

parucipating arusts. A cata-
n the next issue of PADD's
/ Fw, available in March.
. this hively project, two years in
g, merits its claim o “celebmte
and criticize the Apple

from its core ™
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. The qualifications of the individuals in-
volved (vitae of principal project per-
sonnel should be no more than three
pages)

. A detailed budget

. Other sources of support, if any (in the
case of a required match, only new and
additional funding allocations qualify)

. The status of applications to other Grant
funding sources, if any Procedures

7. A current operating budget for the
organization

. A financial statement of the organiza-
tion, preferably audited

. Any readily available printed materials,
such as annual reports, pamphlets or
brochures

. The Internal Revenue Service
classification

. In the case of domestic institutions, the
proposal should include a statement
verifying the institution’s status as an
organization described in section 501
(¢) (3) of the United States Internal
Revenue Code. The proposal should
also state whether the institution is or-
ganized as a public charity or a private
foundation.

- In the case of foreign institutions, orga-
nizations which would qualify as char-
itable, educational, or scientific under
the provisions of the United States In-
ternal Revenue Code and treasury reg-
ulations are eligible to apply. The initial
letter of inquiry should include a de-
scription of the organization, its funding
sources, and its overall program in
order to determine eligibility.

16

i time, as Ma e

Letters of inquiry and applications
should be sent to:

Grant Program

The J. Paul Getty Trust

1875 Century Park East, Suite 2300
Los Angeles, California 9006~

213 277-9188

When a grant is awarded, a payment
and reporting schedule appropriate to
the nature of the project will be spec-
ified in the grant award letter. In gen-
eral, grantees are expected to submit
semiannual progress reports and a final
report within ninety (90) days following
the conclusion of the project. Detailed
information on reporting requirements
will be provided when a grant is
awarded.

Patucipaung artists. A cata-

alable logue wili appear in th X o P y
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The J. Paul
Getty
Museum

: ila

ailable in rifolio for $1,250 through
- Exit An, pmccc% s 10 benefit PAD) ;Nﬁ:g“

The seven operating activities of the
J. Paul Getty Trust are the following:

The J. Paul Getty Museum

The Getty Center for the History of
Art and the Humanities

The Art History Information Program
The Getty Conservation Institute

The Getty Center for Education in
the Arts

The Program for Art on Film, a joint
venture of the Metropolitan Museum
of Art and the J. Paul Getty Trust

The Museum Management Institute

The Getty
Center for the
History of Art

An additional museum building,
the Getty Center for the History of Art
and the Humanities, and the Getty
Conservation Institute will be located
together on a site in West Los Angeles.
This complex is expected to be com-
pleted in 1990.

and the

The Museum will continue to build its
collections of antiquities, paintings,
drawings, decorative arts, sculpture,
illuminated manuscripts, and photo-
graphs. In the future the Museum may
also collect in other related areas, al-
though it does not aspire to great size
or comprehensiveness. Generally the
Museum does not collect twentieth-
century art.

Upon completion of the new mu-
seum building, the collection of later
European art will be relocated, while

caon size U,

Humanities

B e —
logue wili appear in

the antiquities collection will remain
in the existing museum in Malibu.

In addition to collecting, presery-
ing, and exhibiting works of art, the
Museum publishes catalogues, a jour-
nal, and other scholarly works related
to its collection. It offers an educa-
tional program to interpret works of
art for the public. There is also a pro-
gram through which leading scholars
and conservators are invited to the
Museum for extended periods to un-
dertake research in fields related to
the Museum’s collection.

The Getty Center for the History of
Art and the Humanities is an institution
dedicated to research in the history of
art broadly conceived as an integral
part of human history and society. It
will bring together art historians and
scholars in the social sciences and the
humanities to foster the critical reexam-
ination of the meaning of art in cultures
past and present.

Beginning in the fall of 1985, the
Center will host an international com-
munity of scholars, for residencies of
varying durations, to pursue individual
and collaborative research. The Center
will also organize international confer-
ences and symposia, drawing scholars
from diverse disciplines to explore a va-
riety of questions regarding the role of
art in the history of civilizations.

The Center is rapidly developing

a comprehensive research library and
photographic archive, and a unique ar-
chive that documents the development

I9

oty moaa. A Catas
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of art history as a discipline. Tempo- The Getty
rary quarters in Santa Monica pres- Conservation
ently accommodate the Center’s staff [nstitute

of about 100 people, the library, the

archives, offices for scholars, and

conference rooms.

The Art The Art History Information Program
History reflects a commitment to improve ac-
Information cess internationally to information in
Program the history of art. It includes R1LA, the
Avery Index to Architectural Periodi-
cals, the Provenance Index, and the Art
and Architecture Thesaurus as operat-
ing units of the Trust, as well as a se-
ries of special projects in the United
States and abroad. Its goal is to de-
velop, in collaboration with museums
and research institutions interna-
tionally, a computerized information
system consisting of linked data bases
of information about works of art and The Getty
art history—including, for example, Center for
provenance, bibliography, biography, Education
and conservation. Ultimately, it is in the Arts
intended that easy access be available
to any of the data bases, either on-line
or in print, from all parts of the world.

Committed to the centrality of the ob-
ject, the Institute is based philosophi-
cally on the integration of scientific,
art-historical, and practical restoration
considerations when conserving works
of art. The Institute furthers this kind
of integration through programs in
three main areas: advanced training

in conservation theory and practice
through colloquia, seminars, and mid-
level fellowships for extended residen-
cies at museums in the United States
and abroad; applied scientific research;
and collection and dissemination of in-
formation, including publications. Art
and Archaeology Technical Abstracts
(AATA) is part of the information pro-
gram. The information and research
programs are currently underway in
temporary facilities.

The Center is not a physical entity, but
rather a locus for coordinating activi-
ties in other places. It draws widely on
the expertise of consultants and experi-
enced practitioners. The Center reflects
the Trust’s commitment to fostering
knowledge of the arts, not only among
those professional constituencies in-
volved with the study, research, and
conservation of our artistic heritage,
but among individuals of all ages who
constitute the audiences for the arts.
There are many complex problems
related to arts education in schools,
museums, and other educational set-
tings, as well as many different con-
stituencies (parents, teachers, school
administrators, schools of education)
which need to be addressed in order to
ting change in the content and

P
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The Program
for Art on
Film

quality of visual arts education. In
view of these complexities, the Center
initially is undertaking a series of re-
search and development activities in
three major programmatic areas, in-
cluding identifying and disseminating
information about outstanding school
art education programs; providing ed-
ucational and training opportunities in
visual studies for school personnel; and
experimenting with applying the media
technologies to education in the arts.
As these activities prove themselves,
the Center will seek to expand and
replicate them as appropriate.

The Metropolitan Museum of Art and
the J. Paul Getty Trust have formed a
joint educational venture to provide a
thorough examination of existing film
on art throughout the world and to ex-
plore new ways of understanding and
appreciating art through film.

The first project of the joint ven-
ture is the development of the Critical
Inventory of Films on Art, which will
be an international compilation of data
on films and videotapes about the vi-
sual arts. Selected productions will be
evaluated by experts in art history,
film, television, and education.

The second project to be under-
taken is the Experiment in Film on Art,
which will explore the most interesting
and compelling ways to deal with
works of art on film and video.

Museum
Management
Institute

The Museum Management Institute is
a training program for mid- and se-
nior-level museum professionals. It is
operated for the Trust by the Art Mu-
seum Association in conjunction with
University Extension, University of
California, Berkeley, where it is held
for four weeks each summer. Its goals
are to improve management skills of
museum professionals by providing
participants with a better understand-
ing of general management concepts
and to enable them to broaden their
knowledge of the profession through
the interchange of ideas and experience
with colleagues from other museums.

T A P S
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Board of

Trustees

Program
Officers

Harold M. Williams

President and Chief Executive Officer

Harold E. Berg, Chairman
Norris Bramlett
John T. Fey

Gordon P. Getty

J. Ronald Getty

Jon B. Lovelace
Franklin D. Murphy
Stuart T. Peeler
Rocco C. Siciliano
Jennifer Jones Simon
J. Patrick Whaley
Harold M. Williams
Otto Wittman
Federico Zeri

Nancy Englander

Director of Program Planning
and Analysis

Susan J. Bandes
Deborah Marrow
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The Prmt Collectors

Newsletter

Vol. XVIII No. 1 March-April 1987

NEWS OF THE PRINT
WORLD: People & Places

Vito Acconci, [ Love New York, New York Loves Me,
screenprint with mylar insert (25-3/4x20-1/4 in.),
1987. Courtesy Exit Art and PADD, New York

PADD (Political Art Documentation/Distri-
bution), an ecight-year-old artists’ collective,
is concerned about the homeless, gentrifica-
tion, racism, drug abuse, and some less sor-
rowful aspects of life in New York. Concrete
Crisis, their latest project, addresses these
issues in the form of political posters. Sev-
enty-five artists, not all of them PADD mem-
bers, were asked 1o create images for
exhibition at Exit Art Gallery, 578 Broadway,
New York, February 19-March 21. Of these
images, 14 were selected to be published in
two ways: as signed prints, cdition size 50
availuble in a portfolio for 81,250 through :
Exit Art, proceeds to benefit PADD; and as: -
strect posters, on cheaper paper, 75 copies of
cach, to be pasted up throughout the five
boroughs. The 14 chosen include work by

both well-established and unknown artists.
Kobert Longo contributed a collaged Monu-
ment lo the Homeless, Vito Acconci a frenetic
image of skyscrapers exploding from a gap-
ing mylar mouth, and Nancy Spero and
Leon Golub a vivid indictment of Reagan-
omics and its enforcement of the feminiza-
tion of poverty. Anton van Dalen’s depiction
of luxury construction demolishing lower-
income homes takes the prize for graphic
concision; among the contributions of less-
familiar artists, Janet Koenig's photomon-
tage of the Guggenheim hovering like a
Hying saucer over a Lower East Side lot, with
two white kids snapping photographs and the
legend “After a Successful Colonizaton the
Mother Ship Lands,” casily walks off with
the black humor prize. The other arusts are
Tomie  Arai, Keith Chrstensen,  Antonio
Frasconi, Tim Hillis with Gale Jackson, Jetf,
Alfred  Martnez, William Maxwell with
Gina Marie “lerranova, Rachael Romero,
and George "Geo™ Smith. Most of the print-
g, mainly silkscreen, was done, at cost, at
the Lower East Side Print Shop, with fund-
ing PADD raised from the New York State
Council on the Arts and elsewhere. Ragged
Edge Press, Water Street Press, and Heinrict
Studio also participated, cach donating their
time, as did the parucipating artists. A cata-
logue wili appear in the next issue of PADD’s

. publication, Up Front, available in March.
Altogether, this hively project, two years in
the making, merits its claim o “celebrate
and crincize the Apple from its core”
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ARTMARKERS INC. 280 LAFAYETTE ST. N.Y., N.Y. 10012

December 21, 1987

Dear PADD Members,

As the year draws to an end and we are once again in a period
when all about us are signs and sounds of peace and goodwill, it
seems especially regrettable that there should be a problem
between two sister organizations like PADD and Artmakers
--especially a petty misunderatanding about petty money matters.

The problem began this spring when I returned from three
months in California and discovered that in my absence,
Alexandra (our intern/office manager) and Joe had not paid any
rent to PADD because they had been waiting for a bill. I
immediately had a check issued for those three months--and
watched it sit in the office for two more. By that time I had
had another check issued for the next two months and became
doubly annoyed at seeing both checks sit unclaimed in the
office. So I began calling Herb and asking him to pick up and
cash the checks. by the time he got them the first check, for
three months had been sitting more than 90 days and become
stale. Herb thought there might be more stale checks and because
I was very busy, I sent Herb to our accountants--Cultural
Council Foundation--by himself to meet with Bobby and check our
records. This was my second mistake, because Herb got it wrong,
somehow, and came up with the notion that PADD had not cashed
any of its checks for 1986 except for S5S0. This is NOT what our
records show or what Bobby told me when I spoke with him. In
fact, there were three stale checks: May 1986, Sept. 1986, and
Jan-Feb-Mar 1987 and we paid those in September 1987 after our
grant money arrived. In checking our records, we discovered
that checks were never issued for November and December 1986 (so
much for intern/office managers). In late September and early
october 1987 we paid rent for those missing months in 1986 and
June through Nov. 30th 1987 (even though we vacated the office
on Nov. 15th) and mailed the checks with a note directly to Rae.
In other words, we have paid PADD in full plus two weeks and
were upset to hear that people were going around saying we
hadn’t paid our rent.

I think that if we must fix the blame for this
misunderstanding in any place, it must like equally on both
partiea. Both PADD and Artmakers, neither of which have paid
staff, were negligent in keeping track of their finances.
However, I think that casting blame and slandering each other
does not help us to attain the goals we both seek. There are not
80 many of us in the cultural democracy movment in New York that
we can afford to quarrel among ourselves. We should rather seek
to support and help each other in our mutual atruggle.

Yours for a peaceful 1988

Fol-(ockererr v dermakers
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THEIR MINDS:

Political art documentation/distribution

The child of a ‘70s discussion group called Artists for Social Change,
Political Art Documentation/Distribution (PADD) is today a ‘resource and
networking organization for progressive artists.’ This official description
is not quite to the point, for PADD is one of avery few contemporary artists’
groups actively opposing the rising tide of conservatism in the United

States.

Since its inception in 1979, PADD has addressed the
interests and concerns of a diminished but sull vocal
segment £ New York’s cultural community, those artises
and writ s remaining commicted to the ideals ot sociat
justice and the idea of fundamental social change. PADD
has continued this support through monthly panels and
performances; a quarterly journal of issues and images in

Tim Rollins et al, Dracula, acrylic on bookpages on canvas

e
PADD

John Waite

activistart (Upfront); a monthly calendar of ‘left cultural
events;’ an international archive of ‘socially concerned
art:’ exhibitions; community projects; and participation
in demonstrations and rallies on issues such as
gentrification, disarmament and U.S. intervention in
Central America.

In January PADD presented STATE OF MIND STATE
OF THE UNION, an ambitious series of art eve

to coincide with the Presidential Inauguration and Ronald

nts timed

Reagan's State of the Union Address. Planned in conjunc-

tion with vdezer ather are nizations, this monthd ing

project included eight exhihinions, a performance series,
a number of streetworks and an ‘Image-Gram® mail art
campaign directed at the White House. STATE OF MIND
STATE OF THE UNION sought to express “critical views’
of current American culture and politics, while also otte-
ring ‘countervisions’ by contributing artists tor the *world
they want to help create.’

The largest exhibition, *Counter-Intelligence’, curated
by members of PADD, was held in the aging gymnasium
of the Judson Memorial Church near Washingron Square.
The selection of a basketball court for an exhibition site
may prove inspiring for future curators in search of space,
any space. More than 30 works in various mediums
explored the foibles of latter-day capitalism generally, and
the domestic and foreign polm‘ea of the Reagan Admini-
stration in particular. One feature common to many ot
the works is the use of language or text, a seemingly
invaluable addition if you wish to make a point. Peter
Gourfain’s ‘No U.S. War in Central America’, a canvas
mural painted in tropical colors, incorporates text by
Maurice Bishop (the Marxist leader of Grenada murdered
by his lieutenants) and images based on drawings by
Salvadoran children in refugee camps. ‘Stolen Moments,”
aseries of photographs and text by Elizabeth Kulas, tells
the story of the artist’s typical workday at an advertising
agency. She invites viewers to question the economic

METROPOLIS M 1985 NUMMER 1 31
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Jerry Kearns, Deadly Force, acrylic
on canvas.

Erica Rothenberg, More Cokes
than Votes, acrylic on canvas.

Keith Christensen, Between Fear
and Hope, oil on canvas.

32 PADD

forces which steal the only meaningful form of wealth
most of us possess: our time. Tim e Rollins organized a
collaborative effort with several Bronx artists to create
‘Dracula’, a pictorial allegory of landlords squeezing
blood from their tenants. Pop figures from cinema and
comic strips can be found in ‘Deadly Force', a painting
by PADD exhibition coordinator Jerry Kearns. We live
‘Between Fear and Hope,’ the title of a new work by Keith
Christensen which weighs the threat of nuclear annihila-
tion against the manifold possibilities of human existence.
‘The Heretic’s Fork,’ a modest example of Leon Golub's
renown artistic gifts, depicts the use of a torture device.
A portion of the exhibition was devoted to the ‘Image-
Grams' sent to President Reagan as part of the STATE
OF MIND/STATE OF THE UNION project. Unfortuna-
tely, these prosaic drawings and peevish complaints were
mostly uninteresting.

Central Hall, a women’s cooperative gallery in SoHo,
was iie site of ‘Choice Warks’, an exhibitio., relating to
women's reproductive treedom. The show was timed to
coincide with the anniversary of the U.S. Supreme Court
decision calling abortion a private matter. There is deep
division of opinion in America regarding abortion, a
division that threatens to tear this country apart like no
other issue since the Vietnam War. What is being tested
in the conflict is the strength of contrasting impulses at
the heart of liberalism. Two legitimizing tendencies cha-
racteristic of liberal democracies, the extension of the
guarantees of civil rights (‘life, liberty and the pursuit of
happiness’) to every person on the one hand, and a con-
commitant increase of individual autonomy and freedom
on the other, appear to be opposed to one another in the
case of abortion. Emotions tend to be higly charged in
the debate and this is reflected in many of the powerful

<

£ »
L — i

METROPOLIS M 1985 NUMMER 1

works of the exhibition. More than 20 artises, all 4
contributed new work to the show, which was cyrys
by Josely Carvalho and Kathie Brown ot Cenrral Hall 1y
PADD artist representative Janet Vicario. Some work.
addressed the indisputable horrors that would surely

result from making abortion illegal again; none did o
tnightma-

more graphically than Sue Coe’s *Dr. Dollar

rish polemic drenched in sadism. *Property o1 1S Govern

ment,’ Susan Crowe’s sculpted torso ot a pregnant woman

ona pedestal, presented a wry commentars waership
and control of the body. Similarly, Nancy Spero’s delicate
abstract painting, ‘This Womb Does Not Belong to Doc-

tors, Lawyers, Priests, the State, etc.,” added another voice
to this urgent chorus. Included also were excerpes from
the ‘Birth Control Show’, an earlier exhibition of witry

birth control

and humorous sculptural pieces made from
devices.

‘Not Just Any Pretty Picture’, an exhibition of s
combining image and text at Painting Space 122 in the
East Village, sought to demonstrate how mass media and

‘simplified,
1

advertising techniques advance a primistic

worldview which suspends itself neatly berween reality

Leon Golub, The Heretic's Fork, graphite on paper.

and fiction.” This sounds pretry ambitious, even while one
wonders whether terms like ‘reality” and ‘fiction’ haven't
already been superceded, at least since the advent of
television news. Most of the works chosen by curator
Michael Lebron are weighted on the side of polemic,
sometimes by accident as much as by design. For example,
the cover of Business Week magazine from Decentber 24,
1984 juxtaposes the headline “Union Carbide Fights for
Its Life’ with a photo of a victim from the Bhopal, India
chemical plantleak. Alredo Jarr, who mounted and framed
the cover for the show, took advantage of the terrible
irony expressed here, turning it into a statement about
the deadly self-interestedness of business. Barbara K
re-works this theme in a photograph of a man ger
face punched with the caption, *We get exploded because
they've got Money and God in their pockets.” Hans Haac-

ger

s has
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Dona Ann McAdams, untitled, 1984, from Alphabet City series.

ke echoes this sentiment in “The Lord’s Prayer,” a neat
posteard depicting Ronald Reagan as he pleads piously,
[ ord, the Pershings are launched! What now?' The Presi-
dent takes it on the chin once more in a lighthearted
“advertisement’ by Erica Rothenberg; "More Cokes than
Votes contrasts Mr. Reagan’s less than universal popula-
nty with that of Coca-Cola.

Further exhibtions on the STATE OF MIND/STATE
OF THE UNION bill were held at two midtown Manhat-
ransites. At the Interart de St. Amand Gallery more than
20 artists contributed work to ‘Four More Years,” an
exhibition curated by Janet Heit, Tim Hilhis and Nancy
Sullivan. A few of these artists successfully distanced
themselves from predictable polemics in their work. ‘Berlin
Wall Is Real,” Linus Coraggio's sculptural model of the
harrier which separates a city and a people, reminds
viewers that political dissent in Eastern Europe is a riskier
enterprise than in America. Usually. Another sculptural
work, ‘bones of this land, mandate of grasses’ by Carol
Waag and Stephen Korns, combines stones and wild
grasses collected on a tour of the American West and
delivers a simple appeal for the protection of this land

and

rgy interesrs ‘Alnhabet City.” a

Linus Coraggio, Berfin Wall is Real, 1984, wood, metal cardboard & oilpaint

series of photographs by Dona Ann McAdams, documents
a hifestyle of poverty as many families know it in New
York's Fast Village. Meanwhile at 10 on 8, a fine art
space consisting of 10 street-level windows on Eights
Avenue, Rae Langsten and Alfred Martinez of PADD
presented ‘Arresting Images,” an exhibition of window
dioramas. The most memorable of these for me was Anton
van Dalen’s ‘In/Out,’ which effectively captures the scan-
dalous spectacle of enormous wealth side-by-side tens of

Sue Coe, Dr Dollar, 1985, graphite and acrylic

thousands of homeless people in this city.

Related exhibitions were alse presented in New York's
Chinatown district and Princeton, New Yersey plus a
program of videotapes at White Columns, an artists” space
inlower Manhattan. Inevitably, however, with these kinds
of shows one anticipates that if “you've seen one, you've
seen ‘em all.’” You can go to root for your favorite artist
or political issue, but the work tends ro be primarily a
form of journalism or a call to action. Only rarely 1sitof
interest for other reasons. Yet there s such a thing as art
which is political, just as there 1s art which is pornographic
Artisnotsuch a ‘big thing’ as the frenzied market prices,
the hyped personality cults and the industry ot criticism
would have us believe. If STATE OF MIND/STATE OF
THE UNION often falls short of what we'd hke to see,
it nevertheless shows many artists who refuse to capitulate
silently to forces of opinion working deep within and far

beyond the art world.

*All photos by Dona Ann McAdams.

Anton van Dalen, In/Out, 1985. cut

Barbara Kruger, Money and God.
1984, for /Aqui; Magazine

PADD

METROPOLIS M

1985 NUMMER

ut and stencil
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impotence

revolutionaries lzter?

WHILE thousands of people converged on
the Manhattan Hilton this weekend for the
12th annual College Art Association (CAA)
convention, a small number of the artisti-
cally concerned gathered at the Martin Luther
King Labor Union Center for the ‘‘CAA
alternative,’’ the February 26th Movement
— the first annual politics/art conference

by Political Art Documentation/
Distribution (PADD).

A New York City-based organization,
PADD defines itself as ‘*an artists’ resource
and networking organization.”’ Representa-
tives from almost every activist art group in
the country, including New York’s ABC No
Rio, Colab, Group Material, and CityArts;
Philadelphia’s Art Squad; Seattle’s X-
Change; and Los Angeles’ Social and Public
Art Resource Center, participated in the
forums.

The hottest formal discussion of the two-
day event took place at the opening-night
panel, **NYC: Politics in Form.”’

“I'm going to be critical of my peers
here,”” wamed Tim Rollins, speaking for
Group Material. He then launched into a
put-down of all the other New York City

" groups, claiming that their work simply
“‘reacted against’’ the system while the art of
his ization ‘“‘is on the offensive —

pushing ahead — putting forth new
strategies.”” Rollins also offered one of the
most startling suggestions at the convention
— that artists get together and reserve all the
ad space in the New York City transit system

and *‘knock out all the advertising.”’

When the individual presentations gave
way to an open panel discussion, the big
questions started coming. Moderator G.
Sholette, of PADD, asked the panel, ‘‘How
do you define the relationship between poli-
tics and art?"’ Silence was the response.

The representatives from ABC No Rio
admitted that when his group hosted the San
Francisco Poster Brigade and got death calls
from the Ku Klux Klan, they weren’t as
comfortable with it as the Poster Brigade
group who told them, **We’re revolutionar-
ies first, artists second.”” ABC No Rio
admitted that they are artists first, revolu-
tionaries later. T

This disagreement over priorities took
center stage when one man took the floor to
denounce the panel, reminding them that art
and politics are two different things, and that
as far as he was concerned the art presented
was interesting, often humorous, but not
politically active. He questioned the mural-
making projects of some @f- the groups,
which often glorify such things as the nuclear
family.

At the start of this attack, moderator
Sholette, in an attempt to silence him, de-
manded, *Do you have a question?’’

*“No,”” the man replied, ‘‘I'm not an
artist, I'm interested in politics. No, [ don’t
have a question, I’'m denouncing you."

Sholette jumped from his chair screaming,
*“This panel is for artists,” but the crowd
yelled in favor of letting the nonartist from
the audience speak. After the detractor sat
down, the panel and audience became more
aggressive in debating the priority of art or
politics. Along with the unanswered ques-
tions, a big unasked question continued to
loom: Is art politically impotent?

Laura Cottingham
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The Critic’s Choice

PAD Notes Some Political Gains With Artists

By HOLLY METZ

“Just as amimal cells, by mutual co-
operation, express their latent powers in the
formation of the complete organism so does
individuality, by co-operative effort with other
individualities attain its highest form of
development.”
Emma Goldman
Living My Life

and evolve in the most treacherous

of circumstances. The analogy has
been made that we live in the belly of the
shark, a consumer-oriented culture that
consumes us. ¥

The maintenance of artists as If-
dividual, isolated seers in contemporary
Western culture has insured that the
products of their labor will become com-
modities, unassociated with the labor of
others. “Every man an artist”, Joseph
Beuys said in his Cooper Union address
in 1979. That all people have the capaci-
ty to create, to work, is well understood,
but most especially by those that may
wish to use that effort unjustly. “The
manner in which the revolution will be
effected will be established by those
that oppose it,” was the cogent remark
made by one Marxist professor—and it
applies to the approach, and therefore,
the effect of political artists.

Political Art Documentation and
Distribution which defines itself as a
“left-to-socialist artists’ resource and
networking organization coming out of
and into New York City, has just begun
to establish who many counter the *“‘op-
positional culture” they wish to create.
Their present nebulous structure is dan-

rem Abane

Imagine this organism trying to grow

noaerg fm diremn af aetmts boaa

Individual Talent is Not Lost But Clarified And Enlarged
Through Social Practice. The Art World Tends
~ to Cloister Artists

tack. Under rigorous circumstances, the
worst possible ill could occur: they will
be ineffectual.

PAD's activities encompass four
areas: an archive of international poli-
tical art; a networking organization for
“socially-concerned” artists, and, later,
political organizations that utilize ar-
tists; “public works” or art events in
public spaces (which may Involve net-
working with political groups" and a
newsletter.

The broadest spectrum of cultural
workers and socially-concerned artists
were brought together at the first
meeting of PAD (then unnamed) at
Printed Matter (7 Lispenard Street in
New York City) February 24, 1980. Their
appearance represented what Lucy Lip-
pard, a New York PAD member, calls the
“cultural void In the political left.”” Dis-
sent ensued: was this to be a “social
club” of artists, or a political art group?
As with the splintered American Left,
those at the meeting did not address
themselves fully to the new, more mill-
tarily diabolical, computerized shark,
the New Right. The mutual co-operation
Emma Goldman speaks of would be
more readily obtained if, to use the ter-
minology of the artist, content was
studied, as opposed to form. What are
the contradictions that exist in our

enniati that san he intendiinar inta st

Again there arises the question of the
art community, and its elevated role In
our culture. “Art comes from art as wall
as from life,” the first PAD newsletter
states. But is not the continued formal-
Istic referencing to earlier art pieces, the
Ingrown nature of much of contempor-
ary art, serving only a tiny informed
elite? Audience receptivity is a prob-
lem—this article serves those that are
already partially informed. One is not,
howevet, to over-emphasize the power of
the art object or cultural event as res-
ponsible, intentional propaganda it can
contribute to changes in societal atti-
tudes, only In tandem with the purpose-
ful application of other forms of labor.

. “it.is not in the interest of the art
world to tell people about political in-
volvement—Iit removes them from the
cloistered art world,” explains Ann
Pitrone, a PAD member. In fact, PAD's
most potent work has been centered
around public art events. Most specif-
ically, the work done on the subject
“Death and Taxes" which as an organiz-
ed protest against the use of taxes for
military spending at the expense of so-
cial services. This event, which lasted
from April 1-18, 1981, encouraged artists
to work In their own communities, and
the subject manar demanded that the

Anblnad  ronra.

Michael Anderson installed informa-
tion about the proposed 1982 budget in-
volving the increase in military expendi-
tures, at the 19th Division Armory
Building at 10 AM, April 12, 1981 (Palm
Sunday). He was arrested and charged
with trespassing and disorderly con-
duct, as were the two friends with him,
Nancy Cincotta and Brian Chabrunn. As
a result of their treatment, a civil case
was planned against the police for un-
fair arrest, obstruction of the freedom of
political expression, and destruction of
evidence and property (Nancy’s photo-
graphs were exposed when her camera
was confiscated during the arrest.)

Michael Anderson had struck a nerve
by confronting his adversaries—and the
further court actions can serve to inform
the rest of us about the shark’s instinct
for self-preservation. It needs nearly 50
percent of your tax dollars to maintain
Its military and countless numbers of
lives which it considers expondablo na-
tional material.

A poster created on the “Death and
Taxes” theme by Herb Perr and Irving
Wexler, depicted a one dollar bill with
President Reagan’s deteriorating visage
Iin place of our first military hero, being
invaded by a tank. It is worthy of note
because after placing the posters in the
South Village area, the artists returned
to tape-record the reactions. They ob-
served that many people on the street
were anti-militarist, anti-Reagan, while
small business people, tourists and po-
lice were pro-Reagan. The community
follow-up reinforced the point that a rift
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On April 18, the work of the 20 artists
participating in theDeath and Taxes”
event was exhibited at New York's Gal-
lery 345 (345 Lafayette Street). Utilizing
slides, the artists discussed the reac-
tions to their public pieces. This form of
dialogue, which extends into the net-
working capacity of PAD (involving con-
tacts with NY based art groups such as
Co-Lab, Fashion Moda, and Group Ma-
teriai, plus political organizations such

similar groups located nationally and in-
ternationally), ailds In what Herb Perr
calls the ‘“re-creation of information.”
On the daily, practical level, these ex-
changes can instruct on resources, em-
ployment availability; NY PAD members
feel the organization can operate as a
type of union.

“Individual talent, or the self, is not
Jost, but clarified and enlarged through
social practice,” reads a statement from
PAD's first newsletter. “So far”, It con-
tinues, “the most visible models for un-
derstanding the personal/political fu-
sion has been provided by feminists.”
The art object and the artist are not to be
presented as synonymous, as George
Orwell once noted. The political art ob-
ject, in order to be effective, must exhi-
bit a level of artistic competance and
reveal contradiction. When operating
within'a defined sructure, individual art-
ists contribute their skills, cognizant
that they are forming the spear of politi-
cal action, of which labor Is the spear-
head. Their pursult of excellence In their
craft is inevitable, and It is balanced
with the content they must address.

as CARASA, unions like 1199, and -

one of the major criticism of femi-
nist organizations: that they are
for the most part white and middie-
class. PAD's membership Is largely
white, but the class distinction does not
apply, nor are the members solely visual
artists—several educators and writers
are in PAD's ranks. A few New York PAD
members, discussing the lack of a ra-
clally/ethnically mixed membership, re-
marked that many black and Hispanic
organizations choose, as In the 1960's,
to remain separate. PAD has, they add-
ed,-been In contact with most of these
groups through their networking activi-
tles. It appears that the public events
that occur within each artist’s communi-
ty might further involve blacks and His-
panics, provided the artists do not live in
exclusively white areas. In addition,
meetings held on the second Sunday of
every month at 8 p.m. at Printed Matter,
are open to all. -
An activity that has coincided with the

The allusion to feminism reminds

networking process Is the accumulation

af slides, publications, posters, buttons
and other art propaganda to form an ar-
chive. Presently the archive is located at
Seven Loaves, (605 East 9th Street in
New York) an old school on the Lower
East Side, now under the auspices of
Artists for Survival. PAD Is looking for
new space, however, as the members
belleve the archive should be more ac-
cessible by public transportation, and
often the heating In Seven Loaves is In-
adequate. ,

The archive contains political imagery
and documents from all over the world;
it further dispels the M{lh that NYC (or
London, or Paris. .) is the center of art
activity, for as the NY PAD members
state: “History is made by people, not by
location.” &

That societal change can occur
through the organized efforts of people
Is understood by the established
powers.

Historically, the domination of peo-
ple’s lives through the abuse of their
labor has denled them the capacity to
attain “full humanness’. Frederick
Douglass, In his slave narraglve, des-
cribes how like a domesticated animal
he was when enslaved, for he was driven
constantly to work, and, at the end of the
day, could only concentrate on main-
taining himself physically, to be used
again the following day. Even after he
learned to read, and escaped, he argues,
“humanness” did not necessarily
become an attribute for all time, for
when he was re-captured, he again fell
Into a bovine state, as the abusive labor
situation was the same. :

The complete organism Emma Gold-
man speaks of, will be formed In part by
the recognition of its individual parts
that the shark will continue to consume
its “latent powers"” until the collected
“cells” starve the oppressive beast.

PAD Is located at:
605 East 9th Street b
NY, NY 10009

Thanks to Joan Gunnocl;lnl, Lucy Lip-
pard, Herb Perr and Ann Pitrone, NY
PAD members, for thelr cooperation.
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505 West End Avenue, N.Y. 10024 (212) 420-8196
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IN THE MIDDLE OF THE WORST BLIZZARD IN 37 YEARS, 150 ARTISTS AND FRIENDS ATTENDED THE
WORLD PREMIERE OF "We Want To Live!" AT FRANKLIN FURNACE IN NYC. IT WAS HELD AT A PARTY
CELEBRATING THE THIRD BIRTHDAY OF PADD (POLITICAL ART DOCUMENTATION/DISTRIBUTION).
PEOPLE HOOTED, SCREAMED,LAUGHED, CHEERED, SANG ALONG, AND, WHEN IT ENDED, SHOUTED

"SHOW IT AGAIN!" WE DANCED INSTEAD.

Anyone who doubts the affirmative strength of the anti-nuclear movement
should see "We Want To Live!" I'm really glad it doesn't have a New York
bias, because June 12 was a national demonstration.

== Barbara Kopit, peace activist

Stop, look, and learn...about what art can do when it finds it way into

Ehe worid, == Lucy R. Lippard, author/Village Voice critic

"We Want To Live!" regenerates the spirit of June 12. I recommended it
to my sister in Cuttingsville, Vermont, and to my priest.
--James Polk, writer and critic

The slideshow is itself a work of art. It has many inspiring examples
of how professional and amateur artists can contribute to the anti-nuclear
movement. In the often depressing politics of anti-nuclear activism,
"We Want To Live!" is a breath of fresh air.
-- Patti Parmalee, author and member of Parents
and Friends for Children's Survival

I found "We Want To Live!"” vivid and refreshing. Its striking photos will
engage any audience, while the commentary helps clarify the vital tasks
at hand. I could easily show it at a union meeting in Detroit or a high
school in Traverse City. I know it will be a useful organizing tool.
It goes beyond the usual horror show of weapons and victims to offer our
vision of the future.
-- Bret Enyon, Michigan peace activist, author
of Something Exploded in my Mind: Voices of
the Ann Arbor Anti-war Movement

I loved it. I will never miss another demonstration.
-- Ron Grele, historian, Director of Columbia
University Oral History Program

The whole June 12 thing was a fabulous art show, and "We Want To Live!"
shows that. The visuals are incredibly moving, the soundtrack very
polished. You feel tears come to your eyes, and a few minutes later
you're laughing. In a word, I'd say the show captures the inclusiveness
of June 12. It contains many of the different attitudes of the people who
brought their own grassroots energy to the demonstration. Like the
Women's Pentagon Action, it shows how art can open up politics.

--Barbara George, activist/humorist/writer/

performer

I will proudly show "We Want To Live!" as part of my talk at the national
meeting of Montessori teachers in Omaha this spring.

--Ruth Selman, member of Educators for Nuclear

Disarmament

5. "We Want To Live!" consists of 140 color slides and a 15 minute soundtrack.
We encourage users to add their own slides, music, poetry, etc. Cultural
rre nce will publish alternative scripts, reviews, etc. The show is
] to aritain and Germany this spring.
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Alternatives
o
-
to Slick
Media ]
e —by Barbara Moore
Several years ago in a desperate (and 4
ultimately futile) effort to cut down on
accumulating paper and expenses, I let
all my magazine and newspaper subscrip-
tions lapse and vowed to only purchase
those particular issues that contained
items of specific interest to me.
Well, that kind of thinking may work
for the Village Voice, The New Yorker,
Ms. and Artforum (Ed note: at least if
you live in a city, as the author does),
but there are some publications you can’t
just find anywhere, for which subserip-
tions may be the only practical way of
assuring that you know what they’re up
who seek alternatives to slick media
3 Although they are each distinctive as jour-
; nals, they have several things in common
£ | besides an art matrix. Their very exis-
N 2 | tence is predicated on what they see asa
tAr-b- —Carolyn Kizer and Galway Kinnell at home of Jessamyn West, Napa, 1983 lack, in the regular art media, of certain
pu = types of information and less popular
port points of view. b
ieries ( : |ear War All were begun on nearly nonexistent
Poets Onfront N uc budgets, and the degree to which each has
io.;:f —by Maureen Hurley | successed in assembling required funding
| 3 : oldofsky, and James | slated for public broadcast on the Hiba- tells a lot about the way they perceive
i “The nuclear d"“? b be - lftﬂa- ll’lzx‘;cr;f:r:kt)}’:‘el;l:cnif?c North\{/csr wgrc kusha, the‘ survivors of Hiroshima. Forche | their mission as well as the changes in ar-
and | ture of the future,” sud Pulitzer Prize Cat(;lyn Kizer, Sharon Doubiago and San- | is currently writing an article on the nu- tists” priorities over the past 10 years.
« first i Galway gt} e pecrom dra McPherson. clear threat for American Poetry Review. The most stable among them still need
ncide : mﬂe}* Poetry Conference. Many The Oregon poet McPherson said the Both Kinnell and Forche independent- | additional support to survive through the
al Day - s attending the conference Ainpes oint of writing poetry is to “‘bring hu- ly discussed the issue of nuclear holocaust | 80’s. Although several are well-designed,
will iger of nuclcar war ’s~the e g pman experience out of the closet.” New in their workshops. Below are some ex- they all eschew slickness for its own sake, \
:mbat- and least talked l'bollt issue facing York poct (by way of Port Angeles, Wash- | cerpts from notes taken from their classes | preferring to put their funds and energies
rs today. In partcular, kil ; n;i ington) Tess Gallagher noted, “a poem is and woven together as if it were a dialog. into content rather than fancy papers. 8
L, Forche spoke frequently and :“:v a reservoir for grief . . . by transforming Although Kinnell and Forche didn't ac- Art Papers
itreet sently about 'he n“cémﬂ:??ﬂ - grief it allows us to become who we are.” | tually ha'xvc this conversatioy t‘ogcthcr, it Art Papers comes closest to emulating,
10012. one was writing ah ou h‘;“ ocion McPherson stated, “We need to get closer | was obvious they were on similar wave in attitude, the high-circulation national
9 oEns, W Us to our subjects.” lengths. art magazines. But its coverage is regional,
dor, The Country Bet‘wflt:c'do‘; How does one get closer to the threat FORCHE: There seems to be an avoid- having begin in Atlanta, and now includ-
|- e 1981 L‘mqn:::::{hs:mdc i,n- and overwhelming dangcr‘ of nu.clcar _holo- ance of frightening subject matter in ing the whole southeast.
a per- : needs tq(;n:udn — atany cost | caust? Kinnell, who received his Pulitzer today’s poetry — the bomb, the nuclear It is a lively journal, selling five to 10
5. ﬂlﬂ?"h = hones h" cical issue Prize and several other prestigious awards bolocaust. Whole generations write qbauz thousand copies per issue. It has an
P‘iﬂ  writing about 2 ;:o war, She this year, said “we’re having trouble writ- loss.and of memory. 1 'wonde_r why is the annual budget of $100,000, about one-
the l‘hmt of nuclear war. Feon ing poetry about a threat so large . . . we subject of nuclear war so o_bmovusly ab- third of which is public funding, one-third :
\s noth- the importance of wnm‘:f effort have no way to define it, nothing to com- | sent from poetry? I think it frightens private contributions, and one-third |
, that a coﬂ"‘:’h e sk of pare it to— we have no language to des- people. The subject seems too large. earned revenue (subscriptions plus adver-
i m{::sinstcad ofa | cribeit” He concluded, “nonetheless, KINNELL: This fate in silence — why tising). Within the past year their writers.
 poli the theme of the nuclear threat will be write about poems which contain the have even received regular payment. I
3 from all over the U.S. the literature of the future.” r mood in which bombs are waiting to go mention these statistics not only because
. poets, from ¢ on develop- Kinnell and Forche have gotten quite off? This despair — it's necessary to they were volunteered to me, w3rh a great
;g:mv:lorked foral- | close to the subject. When Kinnell :ras 2 | 2yrite about it. We musn’t succumb to deal of pride, by editor Laura Lieberman,
Loy, | mucspofihe Japanee govermment, be the threat of muclear war without utter- | but because nothing could be more remote
iz P d Forche visited several of the monuments of the ing a sound. Literature may belp us to from the periodical’s {nodest origins, in
: G M“, :dmgﬁ 0';;:: facul- | holocaust of Hiroshima. Kinnell and overcome the fear. 1976 as a typed, duplicated newsletter.
Area ?m Diana O’Hehir, Forche have plans to film a documentary — continued on page 4 _continued on page 6
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gone away. It hasn’t. Thus we should be
'ﬁtkmgméulfuduwof
that keep our consciousness
Up. Aside from Heresies, the major source
Of pride is Wamen Artists News (formerly

weathered both shifts in management and

Artiszs Newsletter). Y; the political context of art successfully.
Womsen ow that there is a dynamic new thrust
"&Nm News to socially conscious visual art and per-
Bﬁm?& ';t !;dw!ynﬂ i f Cultural Correspond: could
tor Seigel) | the journal-of-record for
Cynthia Navaretea. In fact, she puts in a the nt. -
full workweek at the magazine in addi- Upfront
tion 10 a fulltime job elsewhere.
ﬂiﬂwia-efaeekbnm, lfpﬁmt called Ist Issue), a
the magazine's continuing finencial un- decidely smaller enterprise, is put out by
certainty is not. For most of its eight- i oating™ staff of volun-
Year existence Women Artists News has teers as organ for Political Art Docu-
been unable to pay salaries even to its mentation/Distribution (PADD). PADD
editors (an editor was paid for a yearand | D820 in New York in 1980 as a “progres-
4 half during the - period CETA funding sive artists' resource and networking or-
was .m Current government fund- ganization.” The key word here is
e S | T T
i g nction, is exemplified by
W@m expenses for production and its magazine.
WAN has al Siidis Upfront is financed not only by free

“d&oans“!lmbmg
Mdm"innddnmtobookmd
reviews and the steady-fearure
“Almanac.” The latter, an extensive list-
ing of exhibitions, job and educational
opportunities, etc., is a free and open
classified, only one reminder of the pub-
lication's continuing committment to
service. The current editor under Nava-
retta is Rena Hansen.

Cultural Correspondence
The politics of culture d«;‘wl presup-
M although the two
s where issues of
mm‘mmmmm Two
publieations that have taken the lead in

jyocating the as spokesperson for
W:mmn of the estab-

.uﬁ mammdl
o u:f history

that

labor, but by dues and extra contributions
from PADD's members. | know from per-
sonal invol in the jzation just
how precarious that is. It's to the credit
of everyone involved that they sull turn
out & hand exciting doc of the
organization's activities (exhibitions,
monthly mectings with consistently in-
teresting programs) plus the activities of
similar and related groups across the
country.

Between them, Cultural Correspon-
demce and Upfront prove that there’s
more megh on the political art
q-h mlirne W manda-

The Artist’s & Critics Forum

Alternative publications need not be
regionally-oriented or directly political;
there is always room for more diversity
on top-New York-gallery turf. The Ar-
tist’s & Critics Forum infiltrates this
region by means of a quietly subversive
approach that was most successfully
used by the Something Else Press in the
60's: clothe unconventional content in
conservative dress to make it acceptable
1o more people.

Thus this 4-page leaflet bas a clean
understated sophistication (its designer,
Karen Cooper, and staff regularly work
in the typography and publishing fields)
and individual copies can be picked up
for free at nearly 50 well-known New
York galleries, from Castelli on down.

But a study of the publication and an
ensuing talk with its editor, Peter Sparber,

d some i istencies in policy.
While the Forum has invited contributions
from public, artists and critics on any
art subject, it has never purported to ac-
| cept everything that it's offered. Sparber
told me that hu main problem has been

ipts, with the

result that some of the material published
50 far had not been up to the standard

Actually, with five small issues in less
than two art issues, Sparber’s publication
is not much more uneven than the early
issues of several of the other publications

discussed here, all of which improved

- The difficulty may be less in quality
M point of view, and here the Forum

wants to be receptive to and
m.lwmng ‘on the other

(This idea developed after an article by
John Perreault in the most recent issue
generated more interest than Sparber had
previously been able to achieve).

Under this policy can the Forum ve-
main alternative for long? This seems
akin to the common practice of many so-
called alternative art spaces of showeasing
already famous artists as a lure for both
publicity and attendance. It is an ulti-
mately self-defeating policy if the pur-
pose is to be truly alternative.

Excerpted from Art and Artists (published
by Foundation for the C ity of Ar
tists, 280 Broadway, New York, NY 10007).
Copyright Barbara Moore, 1983.

Safety Commission.

100,000 d in hospital
physician’s offices.
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special section on the Radical Humor Fes= | ing the Forum an alternative to the estab- | Subscription information: &
tival that CC sponsored last year in New lished, inbred, name-conscious art jour- g *
York. There is no mention in the issue nals. He then noted that he hoped to
of the magazine’s having received any pub- solve his problem of lack of quality con- At Bacsars
lic funding, so one can surmise the mam- tributions by turning over each issue for P.O. Box 77348, Atlanta, GA y
moth amount of unpaid effort that pro- _the coming year to a different name critic issues:$8 year Tadivisiual, $10 ms’m :
duced such a rich collection. guest editor, who would be free to invitt  |sional e
Over the past eight years CC has and select work of their own choosing. The Nﬂv A Bk 4

2718 Ontario Rd. NW, Washington, DC. f
20009. For 10 issues: Sllm $30 for two
years. s
Women Artists News =
PO.M!MG:MC@M&‘MM 2
York, NY 10163, For 6 issues: $8. SOyutins g
'dividml $12 year institutional.

Cuitural Correspondence S
505 West End Ave., #15C, New York, NY
10024. For 4 issues: $10.

Upfront ?

339 Lafayette St., New York, NY 10012,
For 4 issues: $8. Make checks payable to
PADD. 2

The Artist’s & Critic’s Forum
P.O. Box 1885, Grand Central Station, New

Biggest Risk: Power Saws
INJURIES AND HOME POWER TOOLS

In 1980, a quarter of a million injuries involving home workshop power tools
were medically attended to, according to estimates made by the Consumer Product

About two-thirds of these injuries were associated with power saws, both por-
table and stationary; almost one-third were associated with drills, grinders, buffers
and polishers; about 6 per cent were associated with other tools — sanders, lathers,
routers, jointers. The 250,000 medically attended injuries include an estimated
y rooms and an estimated 150,000 treated in

The risk of injury was higher for saws, grmdcrs. and hthes/}omters than for other
home workshop power tools: about 101 ’

York, NY 10163. $10 a year.

data suggested that the hazard risk

i peuoooo- d

The majority of ir

Workshop Power Tools,”

-~ = %h hqn-&
however. tddnm sarveys y :
uries from home workshop tools were hdlld and finger injuries
or eye injuries. l(md and finger injuries were predominantly lacerations with some
fractures and amputations, while eye injuries were primarily attributed to foreign
bodies and occasionally contusions or abrasions.

The rate of hospitalization was high for power jointers (27 per cent) and station-
ary saws (9 per cent) and lower for other power tools. Nonelectrocution deaths
reported to the commission have stayed at about the same level for the past nine
years, with an average of nine deaths per year associated with power drills, lathes,
or grinders, and only one death in nine years with power sanders or jointers. About
half the deaths occured in an occupational environment.

The hazard patterns identified included: blade contact, kickback of the saw or
stock; material, tools, hand-interface; thrown objects (debris in eye); dnll bit
fracture; loss of control of the material or tool. These are discussed in more detail
in product profiles developed for each tool. It was noted that safety devices such
as blade guards and protective eye goggles might have prevented some of the injuries
reported. For more information, “Hazard Analysis: Injuries Associated With Home
Newman, R. and B. MacDonald. Consumer Product Safe-
ty Commission Devision of Program Analysis, 1750 K St. N.W., Washington, D.C.
20207. September 1981 — SR-820146 (R).

— reprinted from June, 1983 National Safety News

Craft International

The quarterly magazine of the crafts of the modern world

32 Spring Street
New York, NY 10012

wide scene of craft activity.

TRAVEL AND MORE.

Cl is for everyone—makers, collectors, administrators, writers, publishers,
gallery and shop owners, scholars—hungry for information about the world-
WATCH FOR CI'S SPECIAL ISSUES ON
AFRICA, CHINA, LATIN AMERICA PLUS NEWS, REVIEWS, GRANTS,

Please send me a one-year subscription
beginning with the current issue.
Bill me
—$12in USA
—. 816 outside USA
Enclosed
—$10in USA
814 outside USA
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‘ ; —continued ﬁem page 6
'gone away. It hasn’t. Thus we should be
all the more grateful for the handful of
/publications that keep our consciousness
up. Aside from Heresies, the major source
ﬁfpnde is Women Artists News (formerly
Women Artists Newsletter).

Women Artists News 3

| WAN is still under the overall direction
of foundi g editor (with Judy Seigel)
Cynthia Nav

full

pubilica

aretta. In fact, she putsin a

€ magazine in addi-

her energy is cause for celebration,
| zine’s continuing financial un-
sertainty is not. For most of its eight-

ear existen: ) Artists News has
salaries even to its

AN i e s P A o 5 P i

tival that CC sponsored last year in New
York. There is no mention in the issue

of the magazine’s having received any pub-
lic funding, so one can surmise the mam-
moth amount of unpaid effort that pro-
duced such a rich collection.

Over the past eight years CC has
weathered both shifts in management and
in the political context of art successfully.
Now that there is a dynamic new thrust
to socially conscious visual art and per-
formance, Cultural Correspondence could

}Jﬂ*ﬁ:ﬁ)‘mc the journal-of-record for
the movement.

teers as the organ for Political Art Docu-
mentation/Distribution (PADD). PADD
began in New York in 1980 as a “progres-
sive artists’ resource and networking or-
ganization.” The key word here is
“networking,” which, as a primary

PADD function, is best exemplified by

its magazine.

Upfront is financed not only by free
labor, but by dues and extra contributions
from PADD’s members. I know from per-
sonal involvement in the organization just
how precarious that is. It’s to the credit
of everyone involved that they still turn
out a handsome, exciting documcpt of the
organization’s activities (exhibitions,
monthly meetings with consistently in-
teresting programs) plus the activities of

| similar and related groups across the

country.

Between them, Cultural Correspon-
dence and Upfront prove that there’s
more than enough on the political art

o make extensive coverage manda-

special section on the Radical Humor Fes-

ing the Forum an alternative to the estab-
lished, inbred, name-conscious art jour-
nals. He then noted that he hoped to
solve his problem of lack of quality con-
tributions by turning over each issue for
.the coming year to a different name critic
guest editor, who would be free to invite
and select work of their own choosing.
(This idea developed after an article by
John Perreault in the most recent issue
generated more interest than Sparber had
previously been able to achieve).

Under this policy can the Forum re-
main alternative for long? This seems
akin to the common practice of many so-
called alternative art spaces of showcasing
already famous artists as a lure for both
publicity and attendance. It is an ulti-
mately self-defeating policy if the pur-
pose is to be truly alternative.

Excerpted from Art and Artists (published
by Foundation for the C ommunity of Ar-
tists, 280 Broadway, New York, NY 10007).
Copyright Barbara Moore, 1983.

e T ————

Art Papers ; g
P.O. Box 77348, Atlanta, GA 30357. For 6

issues;$8 year individual, $10 year institu-

tional [
The New Art Examiner %
2718 Ontario Rd. NW, Washington, D.C.
20009. For 10 issues: $18 year, $30 for two
years.
Women Artists News : B2
P.O. Box 3304, Grand Central Station, New =
York, NY 10163. For 6 issues: $8.50 year in- §
'diVidl.ul. $12 year instituti
505 West End Ave., #15C, New York, NY
10024. For 4 issues: $10. 23
Upfront 23
339 Lafayette St., New York, NY 10012.

For 4 issues: $8. Make checks yable to
PADD. = e

P

The Artist’s & Critic’s Forum

Biggest Risk

Safety Commission.

physician’s offices.

INJURIES AND HOME POWER TOOLS

In 1980, a quarter of a million injuries involving home workshop power tools
were medically attended to, according to estimates made by the Consumer Product

About two-thirds of these injuries were associated with
table and stationary; almost one-third were associated with drills, grinders, buffers
and polishers; about 6 per cent were associated with other tools — sanders, lathers,
routers, jointers. The 250,000 medically attended injuries include
100,000 treated in hospital emergency rooms and an estimated 150,000 treated in

The risk of injury was higher for saws, grinders, and lathes/jointers than for other ¥
home workshop power tools: about 10 injuries per 10,000 products in use. The
data suggested that the hazard risk associated with stationary saws was signifi
higher than for other tools; about 70 injuries per 10,000 stationary saws in use;
hawever. additional survevs would be required to confirm this. f

P.O. Box 1885, Grand Central Station, New
York, NY 10163. $10 a year. iy

2

: Power Saws

power saws, both por-  >=

an estimated
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Art and Politics
ms and the Artist

The most diversely and
officially Sanctioned shoy
of anti-nucleay art to date,
“Disarming Images” sought

the widest Dossible
consensus—put in doing so
Jailed to focus its themes
and defused its oun impact.

“An End To Al Our Dreams.™ ap
{= artis’s  hand  traces successive,
rtoonlike drawings of a suburban house
{1t 1s blown apart by an atomic bomb. A
ile voice-over places these images as
1 of a Disney-style animated film he

[ n Nancy Buchanan’s 193] videotape,

rd. he had nightmares for years: “One
‘he better ones was the room filling up
h fallout, radiation and things glowing
edark . . .~
r those of us who &rew up in the 50,
| memories are familiar, from the ludi-
s civil defense drills in school hall-
¢ (as if crouching with books over our
would protect us) to those moments
g the Cuban missile Crisis in 1962
the possibility of World War I11 was

" IS a response that, sadly, is not
ced by “Disarming Images: Art for
r Disarmament,” ap exhibition cur-
ouring the country.! Not that fright
nly reaction an exhibition like this
uld encourage. Byt the failure of
jv 1o elicit a gut-leve] response, to
i IS symptomatic of
imellectually,

numerous others):2

e first full-scale traveling exhib;.
is kind (with Stops in such unfa-
 venues as Las Vegas, Nev., and
tfont.), and the firs to be accom-

BY WILLIAM OLANDER

PORTRAIT ~ BSSG"
MNlient s\pecies g ‘» 3
Wally programmed 10 18

.

ik alien cnenmes Some
PeCies are programmed 1o
ack their own membery
i alien enenies. Rats, for
cxample. will atiack. kil or
‘en cannibalize one anoth
ot under conditions of ey
e and deprivaton

man beings are mon

sull. Only  hunian

e capuble of Wiy
destruction. of suicide, of
I that have our own selt
lertion a4 conscious

uTpose

Humun beingy mMUst \ew
themselves s ahen cnemies
1 able 10 do ths. They §
ust helieve that if they allow
his alien enemy 10 XL 1
will destroy them And o 10
noid destroying themselves
they destroy themiselves,

We can see why this might
be s0. We do not know our.
selves very well Often we
feel assaulted by unacceptable
thoughs and impulses. and
MOve 10 suppress them: or
shamed by unacceptable phy
sical features, and work to
remove them: or threatened
by others’ unacceptable be
havior or dppearance. and vo
Mack of reject them We
View these things as alien
cnemies. not a the familigr 3
mgrained parts of ourselves
they are. And vo we are con
suntly moved 10 destroy and
feconstitute ourselves in con
lormity with our truncated
and distorted self: imuge

In all these e, and
others like them. we fail 1o
recognize that we are destnoy
ng ounelves. And so our
centrally motvating urge to
self destruction iself goes
nrecognized. Perhups we
wouldn't recognize thys par
icular facet of ourselves 3
t stared us in the face

Adrian Piper 1983

Adrian Piper: Portrait, 1983, Photo-text collage,
ist.

enlarged, 36 by 24 inches. Collection the

artist.

phorognphially

count among its financial supporters the
NEA and the Ford Foundation, alo;
with vari i i
I i uals. (The exhibition s
Jointly sponsored by “Bread and Roses,”
the cultural arm of the Nationa] Union of
Hospital and Health Care Emploveac
AFL-CIO and _ov__. .
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:al. social and economic costs associated
~ith nuclear power.

Robert Morris's familiar, yet still pow-
erful “Firestorm™ drawings manage the
ob, conflating Leonardo’s vision of the
jeluge and the reality of the holocaust at
diroshima and Nagasaki. (But even Mor-
1s's work has become suspect, as he too
1as contributed to the disaster market
~th his recent exhibition of 18 luxurious-
v romantic, self-referential painting/sculp-
ures devoted to an apocalyptic theme.
See A.i.4. cover, Apr. "84]) Adrian Piper’s
Portrait, a photo-text that pleads for sur-
sival, escapes the “just-another-mush-
‘oom-cloud™ syndrome by reminding us:

. human beings are more unique stll
Only human beings are capable of self-destruc-
1on, of suicide, of acts that have our own self-
»bliteration as a conscious purpose.

Human beings must view themselves as alien
'‘nemies to be able to do this. They must
slieve that if they allow this alien enemy to
xist, 1t will destroy them. And so to avoid
festroying themselves, they destroy themselves.

Sherrie Levine’s appropriation of Ral-
ton Crawford’s 1946 Bikini, Tour of In-
pection (commissioned for this show), if
ess dramatic than much of the work in
he exhibition, is one of its most provoca-
1ve pieces. pointing simultaneously to the
waiveté of postwar attitudes towards nu-
Jear weapons (as exampled not just by
he tests themselves but also by the fact
hat Crawford. a precisionist painter, was
jommissioned by Fortune magazine to re-
ord them) and to the futility, given what
ve know now, of even attempting to rep-
esent nuclear devastation. Levine is hard-
y indifferent. Her refusal to invent an

age is in line with her previous work,

d it 15 an entirely appropriate response
p “an event that has never taken place,
vhose only reality exists as a threat that
jermeates all phases of contemporary

" as Felshin writes in the “Disarming

ages” catalogue. Levine has resurrected
he past intact in order to show that, as
farx observed, history appears the first
me as tragedy and the second time as

e.

“Disarming Images,” like most exhibi-
lons that have explored the nuclear
eme, embraces a major component of

e international peace movement, whose
embers include groups and individuals

diverse they could not coalesce around

y other single issue—pro-Choice femin-

s, for example, support disarmament

d so do members of the religious com-

nity who are vehemently anti-abortion.
he show’s organizers, like their counter-
jrts in the peace movement, sought the
§dest possible consensus, and the diffuse,
;timental liberalism that resulted has

en the exhibition as a whole a passive,

n conservative ideological and political
#1. In the interest of unity, issues em-

dded in the complex network of con-

s. contradictions and capital that pro-
s nuclear weapons have been sup-
ssed. The history of real nuclear disas-

Jenny Holzer/Lady Pink:You Are Trapped, 1984, spray enamel
on canvas, 69 by 116 inches. Barbara Gladstone Gallery.

Mike Glier: Barbara Calling 111, 1983, oil on canvas,

84V2 by 103 inches. Barbara Gladstone Gallery.

ters, the resistance to the nuclear build-up
since the '40s, conventional wars and “in-
terventions,” the build-up of non-nuclear
arms and the increasingly militaristic po-
litical and cultural climate have all been
downplayed. (It is worth noting at thi
point that the art world’s activist left has
never sponsored an exhibition addressing
the nuclear issue alone. More wisely, it
has focused either on specific issues about
which Americans are severely misin-

formed or misled—"Artists Call Against /

U.S. Intervention in Central America,” for
: g
- g

example—or on general surveys pre-
senting both activist art and progressive
politics.)

Excluded from “Disarming Images” in
favor of works that, according to Felshin,
“elude categorization™ (such as the only
tangentially relevant contributions of
Doug Anderson, Mary Frank, Robert Lon-
go, Joseph Nechvatal and Robert Rausch-
enberg), were less established artists who
use their work both to campaign against
the arms race and to dispel the mystifica-
tion surrounding it. Missing were the col-

JUNE 1985 61
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sponsibility of New York City.)
Besides being the most diversely an
officially sanctioned show of anti-nucles
art to date, “Disarming Images™ may als 4
be seen as a test case of issue-oriented an
For over two years it will, in the words o
its sponsors, “‘attract nontraditional mu
seum audiences and heighten puble
awareness of our nuclear predicament.
These factors signal a major accomplish
ment—and an almost certain popular s
cess on the part of the exhibition, its org
nizers and the 46 participating artists. Be
cause of its subject—apocalypse, immolas
s ‘_‘- 3 ya N Aty "7 tion, the end of the wo;;ld—it wiLl attract:
d 5 248 RPN ¥ /1% % v TR 2~ more public attention than art ex ibitions
e A ko e T\ normally do, with the exception of th
Joseph Nechvatal: XXX, 1981, graphite on paper, photographically culture industry’s blockbusters. But th
enlarged, 48 by 96 inches. Brooke Alexander Gallery. obvious trade-off is the show's built-
tendency to reduce the nuclear issue to
esthetic problem—a matter of art or enter
tainment rather than politics—and

Fragmentary images of
terror, unless placed in a
political context, only
validate the madness, panic
and fear that surrounds
the nuclear threat,
collapsing all potential
activism into inertia.

present it primarily as a “major compoy
nent of this decade’s aesthetic consciou
ness.” This approach turns the exhibitiosg

Robert Longo: Love Will Tear Us Up (The Sleep), 1982, Into a d.lsast.er epic instead of an opportu:
cast bronze bonding, 47% by 66 by 7V4 inches. Metro Pictures. TIEYAI0 S PITE apu-nu;lear actiyisn Ok
least, educated discussion. So much has it

identity as “art show” been favored ovd
the issue itself that even works as drama
ic and unambiguous as Alex Grey’s N
clear Crucifixion and Barbara Krugers§
Untitled  (“Your Manias  Becomes
Science”) fail to focus the exhibition ew
plicitly on the nuclear threat.

number of works do function effec
Ajvely as both art and argument
Mike Glier’s depiction of the Juné
$121h rally, Janet Cooling’s painted mor
tage of the environmental repercussions
nuclear power, Peter Huttinger's hallus
natory “Doomsday Drawings,” and esp
cially Hans Haacke's color photo of Press
dent Reagan, eyes turned heavenward &
according to the inscription, he consul
his advisor: “Lord, the Pershings
5 launched! What now?” But few wor
PR constrained as they are by the show
’ institutionalizing frame, provide the ¢
sential: a cogent and arresting presentat)
s H m = B i o Shawe *The. Dises’s e of the issues, from the postwar nucld
ter FHuttinger: Bank As Bom! elter/Free To Choose m “The m's ; ild- & -bon Co!
Drawings"), 1982, mixed mediums on paper, approximately 15 by 19 inches. . a‘;‘:g ;‘i (1?2(;:0 (l)-tl‘i:ggt?iyrnsas?tgotr}?cbzcol

i
i
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i
i
=
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laborations of Tim Rollins and school
children of the South Bronx; Nancy Bu-
chanan’s aforementioned tape and her
material relating to her father, Louis Ride-
nour, a nuclear physicist during the Cold
War; any of the relevant works by Chris
Burden; Martha Rosler’s analyses of the
arms race; and the efforts of California
artists such as the Sisters of Survival and
Larry Fuentes; not to mention the new
visions of urban apocalypse by artists like
John Fekner, Don Leicht, Joe E. Lewis,
Erika Rothenberg, Candace—Hi-Mont-
gomery, Px in, on van Dale
and_many others affiliated—to take the
se _of New York City alone—with
\A.D.D. (Political Art Documentation/
istribution), Group Material, Colab an
shion Moda.
issi artists’
o to the issue, as well as any

2 cxamples of the powerful ephem-
era—banners, posters, photographs, leaf-

Ly science

S ™ R s i

- D R

. y - 2

e
Ur manias

have produced for the movement. And
although an excellent program of video
and film was organized by Patricia Thom-
5, son for Cincinnati’s Contemporary Art
e > - Center, the program is not officially in-
. 7 ‘ cluded in the tour, (Many of the partici-
pants are independently sponsoring a ver-
sion nevertheless.)> The passing over of
this politically and artistically diverse pro-
|'duction in favor of works whose messages
‘are less than clear cannot help but defuse
the impact of the exhibition.

T his is not to say that establishment

art occupies no place in a project

like this one. (From the funding
angle, certainly, the presence of “name’
artists, whatever their commitment to the
issue, is essential.) Many would find the
nuclear issue a prime opportunity, as Lucy
R. Lippard has noted, “to consider dis-
tinctions between activist art and a pro-
gressive high art (that is, an art designed
to participate directly in structural change
and an art that criticizes existing struc-
tures from more of a distance).”4

The curator emphatically did not intend
this exhibition to be seen as propaganda.
Instead, she writes, “each work simulta-
neously addresses the issue, either directly
or indirectly, and also reflects the ongoing
aesthetic concerns of the artist.” Here—
and this is the heart of the exhibition’s

~_Problems—Felshin is trying to have her
cake and eat it, too: she presents art in a
| politically disinterested fashion while si-
multaneously promoting it as an expres-
sion of one of the most pressing political
\ issues of our time.

To concentrate on a single issue while
ignoring the complex network in which it
belongs is probably the most difficult task
faced by any group organizing a politically
motivated art show or, for that matter, a
political rally. Unfortunately, maintaining
a single-issue position—for all that it may
help to guarantee a large audience and
establishment approval—seems also to

lets, bumper stickers, buttons—that artists
%

ruger: Untitled, 1981,
vh, 48 by 60 inches.

«uclear Crucifixion, 1980,
14 by 126 inches. Stux Gallery.

generate primaril
numbness. Altho

nities in which
be presented are ¢
public-informatio
tion could have

clude some of th
certainly could h
tional historical b
logue at the very
date information

It is said that th
is schizophrenic,
reinforce this view!

mean that the
another fragmente
nant culture. “Disg
clude some very

disasters,

that bears the legen
earth so you will
depiction of two fig
in the subway. Y
nuclear terror, unlg
context, only valig
panic and the fear,
activity into inertia
even within the co
tion, can be mobiliz

1. “Disarming Imaged
porary Arts Center, C
1984. It is traveling d|
ego State University;
sity, Pullman; the N
Albany; the Universit’
bara; the Munson-V
Museum, Utica, N.Y
vada, Las Vegas; Cal
nology, Pasadena; the
Billings, Mont.; and t
Arts.

2. The exhibitions d¢
nuclear issue include
Ronald Feldman Gall
July 2, 1982: “The W
Documentation of the
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pp. 14-20); “The War
State University of N¢
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B ;umbness. Although many of the commu-
hefpities in which “Disarming Images” will
delpe presented are organizing accompanying
ol public-information programs, the exhibi-
Iridion could have been opened up to in-
thqclude some of the related issues, and it
nid certainly could have incorporated addi-
ind jonal historical background—in the cata-
logue at the very least—along with up-to-
ikd date information on how visitors might'
/is| become anti-nuclear activists.
ntd It is said that the postmodern condition
ler| is schizophrenic, and nothing seems to
the reinforce this view better than our contra-
ith! dictory ways of dealing with nuclear arms
/| and nuclear power. But this does not
ﬂd! mean that the response must be just
another fragmented reflection of the domi-
nant culture. “Disarming Images™ does in-
clude some very powerful fragments, like

15|
ny|
m-
af-f
sts,
nd!

The bistory of real nuclear
disasters, the resistance
to the nuclear build-up
since the *40s and the
increasingly militaristic
political and cultural
climate of the present were

all downplayed in the show.

the Jenny Holzer/Lady Pink collaboration
that bears the legend, “You are trapped on
earth so you will explode,” a neonlike
depiction of two figures being blown apart
in the subway. Yet such fragments of
nuclear terror, unless placed in a political
context, only validate the madness, the
panic and the fear, collapsing all potential
activity into inertia. Surely, schizophrenia,
even within the confines of an art exhibi-
tion, can be mobilized. a

|. “Disarming Images” opened at the Contem-
porary Arts Center, Cincinnati, Ohio, Sept. 14,
1984. It is traveling during 1985-86 to San Di-
ego State University; Washington State Univer-
sity, Pullman; the New York State Museum,
Albany; the University of California, Santa Bar-
bara; the Munson-Williams-Proctor Institute
Museum, Utica, N.Y.; the University of Ne-
vada, Las Vegas; California Institute of Tech-
nology, Pasadena; the Yellowstone Arts Center,
Billings, Mont.; and the Bronx Museum of the
Arts.

2. The exhibitions devoted exclusively to the
nuclear issue include “The Atomic Salon,”
Ronald Feldman Gallery, New York, June 9-
July 2, 1982; “The War Room: A Photographic
Documentation of the Effects of Nuclear Weap-
ons,” Gallery 345, New York. June 10-30, 1982
(traveling: see Abigail Solomon-Godeau. “The
War Room,” Photo Communique, Spring 1984,
pp. 14-20); “The War Show,” Fine Arts Center,
State University of New York at Stony Brook,

DS armea o= -
pavsons, TV bt

Paul Thek; Untitled, 1984, gouache on gessoed newspaper, 2 panels,
overall dimensions 44 by 27 inches. Barbara Gladstone Gallery.

Mar. 22-Apr. 29, 1983: and “The Shadow of
the Bomb,” Mount Holyoke College Art Mu-
seum and University Gallery, University of
Massachusetts at Ambherst, Apr. 1-June 10,
1984 (catalogue by Sally Yard). Group shows
that have addressed the nuclear issue include
“War Games” and “1984: A Preview.” Ronald
Feldman Gallery, New York, Feb. 27-Apr. 7,
1982, and Jan. 26-Mar. 12, 1983 (catalogue):
“The End of the World: Contemporary Visions
of the Apocalypse,” The New Museum of Con-
temporary Art, New York, Dec. 10, 1983-Jan.
22, 1984 (catalogue by Lynn Gumpert); and

“Dreams and Nightmares: Utopian Visions in
Modern Art,” Hirshhorn Museum. Washington,
D. C.. Dec. 8, 1983-Feb. 12, 1984 (catalogue by
Valerie J. Fletcher). This list is not complete.

3. See Patricia Thomson. “Atomic Reactions,”
Afterimage, Apr. 1984. pp. 5-10.

4. Lucy R. Lippard. “How Cool Is the Freeze?,”
The Village Voice. June 15, 1982. p. 100

Author: William Olander is a curator at The
New Museum of Contemporary Art.
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Tirar el corazén sobre los cuernos: Chema Cobo
Entrevista a Chema Cobo: Pepe Espalit y Guillermo Paneque ..
Releyendo a Bonito Oliva: Algunos pensamientos que algunos apareme-
mente no comparten: Kevin Power
El East Village: Avaricia es el nombre del juego: Robert Nickas
Dialogo de artistas: Pepe Romero y Javier Baldeon. Juan Vicente Aliaga .
Nuevos rostros, antiguas tradiciones: Disefos de Antonio Flores y Antonio
Gordillo. Rafael Agredano
Entrevista a Patricia Gadea: Guillermo Paneque
Dibujos: Patricia Gadea
Asombro y pesadilla en la pintura de Philippe Cognée: Juan Vicente Aliaga
Madrid: Fotografia Moderna. Pablo Pérez Minguez
Dibujos: Carlos Duran
«P» por ejemplo: Lu|s Hernéndez
Flamingo Art

Dossier «FRANCESES» en paginas centrales. Entrevistas realizadas
Pepe, Espaliti.
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OFERTA Y DEMANDA

En los dltimos afos, la carencia
de vivienda en Manhattan ha con-
ducido a la restauracion de los ba-
rrios del sur de la isla tales como
Soho, Chelsea y TriBeCa. El plan,
por supuesto, es hacer toda la isla
habitable (es decir, deseable) para
una clase media blanca. Pero para
la gente que tiene dinero, el proble-
ma de la vivienda no es solo el de
disponer de ella, porque no viviran
en cualquier sitio. Ellos prefieren vi-
vir en apartamentos confortables o
en lofts en barrios atractivos y se-
guros. Quieren tener cerca sus tien-
das preferidas, restaurantes'y ba-
res; los bancos, también, deben
estar al alcance de la mano. Las
calles, preferentemente, deben es-
tar alineadas por arboles y a ser
posible con vistas al rio. jPero qué
sucede si ya no quedan barrios de
este tipo? «Crearemos otros nue-
vos», dicen los promotores de la
propiedad inmobiliaria, «ésta es la
ciudad de la oferta y la demanda-».

El unico problema de este noble
gesto es la falta de propiedades
disponibles en la ciudad, porque
con la excepcion de Harlem y el
Lower East Side no queda ningun
espacio libre en la isla de Manhat-
tan. Harlem no es (aun) un lugar
deseable para su renovacion, pero
ante los ojos de los avariciosos
propietarios, los especuladores y el
mismo Ayuntamiento de la ciudad,

el Lower East Side, con el East
Village como foco central de inte-
rés, esta a punto para la renova-
cion. Su proximidad a Greenwich
Village, Little Italy, Soho China-
town y Wall Street lo hacen irre-
sistible para los especuladores ham-
brientos de beneficios.

LOS NUEVOS INMIGRANTES

La historia reciente del Lower
East Side y el East Village corre

Ventana de la galeria de arte Executive en el
Este de la calle 10, (Foto: Berta Sichel).

EL EAST VILLAGE: AVARICIA
ES EL NOMBRE DEL JUEGO

Robert Nickas

paralela a la mas temprana historia
de la inmigracién en América. Los
emigrantes que llegaron a los Esta-
dos Unidos por el camino de la isla
Ellis y la Estatuta de la Libertad, a
menudo, no se adentraron en la
ciudad mas alla de la calle 14, la
«frontera» mas al norte del Lower
East Side. Los inmigrantes pola-
cos, ucranianos, italianos, asiaticos
y judios, que se establecieron en
esta zona de Manhattan crearon
comunidades en las que sus miem-
bros se podian sentir «en casa», in-
cluso a pesar de los temores de
encontrarse en un pais extranjero
con una lengua que muchos no ha-
blaban. Al traef un poco del viejo
mundo al nuevo mundo, estos in-
migrantes definieron Nueva York
como «la gran cazuela» donde todo
cabe. Estas comunidades dan todo
un sabor a la ciudad hoy en dia.
¢Quién podria imaginarse Nueva
York sin Chinatown o Little ltaly?
En los ultimos anos, el mayor gru-
po étnico que se establecié en el
Lower East Side (conocido como
«Loisaida») ha sido la comunidad
puertorriquena. Como los anterio-
res inmigrantes, ellos han converti-
do parte del barrio en suyo propio,
pero no a expensas de los que lle-
garon antes que ellos. Sin embar-
go, la joven y blanca clase media
profesional que se esta trasladan-
do hoy al East Village tiene muy
poco en comun con cualquier gru-
po establecido en la zona hasta
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Tienda hispana de ultramarinos en la avenida B frente a la galeria de arte Pat Hearh. (Foto: Berta Sichel).

ahora. Como principal diferencia
mencionemos, simplemente, que
su contribucion primordial ha sido
la subida de las rentas y la conse-
cuente pérdida de los servicios y
negocios étnicos del barrio. Propie-
tarios y promotores estan convir-
tiendo el East Village en el proxi-
mo barrio completamente transfor-
mado.

TERRITORIO OCUPADO

El articulo de la revista New
York se referia al Lower East Side
como «Boomtown», un nombre que
podia haber sido aplicado a otras
areas de Manhattan no hace mu-
cho tiempo. De hecho, lo que real-
mente esta ocurriendo en el East
Village es sorprendentemente si-
milar a lo que ocurri6 en Soho a
principios de los afos 70: las gale-
rias de arte se trasladaron a una
zona «descubierta» por gente que
buscaba espacio barato para vivir y
trabajar (la mayoria eran artistas), y
el barrio rapidamente se abrio a
elegantes boutiques, restaurantes y
bares. Pronto hubo limousines y
coches deportivos rivalizando por
aparcamientos en lo que poco
antes habian sido calles tranquilas.

4 . - S El olor del dinero llegaba a las na-
Café Life en s avenida B, frente 8 Tompkins Square Parck (Foto: Berta Sichel). rices de todos. Hoy, la mayoria de
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Galeria de arte B Side Escaparate pintado

las pequefias manufacturas, que
originalmente estaban _localizadas
en Soho, se han marchado e, ironi-
camente, también se han ido algu-
nas de las galerias de arte. Las que
permanecen son minoria frente a
las caras boutiques y restaurantes.

Como las originales galerias de
Soho, las galerias que se han esta-
blecido por todo el East Village
desde 1981 son un signo de lo que
va a ocurrir. en el ultimo computo
habia 30 galerias de arte frente a
las 4 6 5 de hace pocos anos.
Nombres de galerias como Civilian
Warfare (guerra civil) y Sensory
Evolution (evolucion sensitiva) su-
gieren que los nuevos y jovenes
marchantes quieren que los criti-
cos y coleccionistas (particular-
mente los de Europa). perciban el
East Village como «la punta de
lanza» del mundo del arte. La gale-
ria llamada Cash (dinero en metali-
co) anuncia escandalosamente que
se puede hacer dinero en el East
Village. La galeria Civilian Warfare
sirve también para recordar que el
East Village fue una vez zona don-
de un Mercedes no era una imagen
comun a ver. Una nueva galeria lla-
mada Virtual Garrison (destaca-
mento virtual) esta rodeada por pe-
sadas rejas de hierro como si estu-
viera en territorio ocupado.

Galeria de arte Sensory Evolution con su director Stephen Style
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El grupo P.A.D.D. (Documenta-
ci6n/Distribucion de arte politico)
. financi6 recientemente una exposi-
ci6n al aire libre titulada «No se
vende: un proyecto en contra del
desplazamiento». Segun este gru-
po, el principal proposito de la ex-
posicion era involucrar a los artis-
tas que se consideran parte del
proceso de renovacion o transfor-
macién del barrio. Dicho proceso
se desarrolla de la siguiente mane-
ra: los artistas se trasladan a un
area de la ciudad semiabandona-
da, rehabilitan casas y consecuen-
temente aumentan el valor de las
i . Irbnicamente, muchos

de estos mismos artistas son, mas
tarde, desplazados junto a otros
residentes de bajo poder adquisiti-
vo. Uno de los logros de la exposi-

70

gosit |A~thﬁ7'

Breakdancers en St. Mark s Place, calle principal del East Village. (Foto: Berta Sichel)

cién fue la relacion entre las activi-
dades artisticas extendidas por el
Lower East Side y los residentes
del barrio enfrentados al desplaza-
maiento.

EL OLOR DEL DINERO

Aungue los jovenes marchantes
que se han establecido reciente-
mente en el East Village aseguran
que estan solo interesados en ven-
der arte, ellos no pueden negar que
su presencia ha influido en el ace-
lerado paso del cambio del barrio.
En los ultimos meses, el incremen-
to de las galerias ha corrido parale-
lo al establecimiento de nuevos (y
caros) restaurantes y boutiques. El
East Village ha adquirido, en los
ultimos meses, tres bares de comi-
da japonesa sushi, un restaurante

francés, panaderias de lujo, bares
gay y boutiques de toda indole.

Poco a poco, los negocios fami-
liares se han tenido que trasladar o
han desaparecido; negocios que
algunos residentes habian conoci-
do durante toda su vida. Incluso, el
bar nocturno Red, abierto hace
unos afios y de moda entre los jo-
venes, perdié su contrato después
de reinar en la zona como el local
que cerraba mas tarde. Nadie, pa-
rece ser, es inmune a un propieta-
rio dispuesto a conseguir benefi-
cios de una manera rapida y facil.

Los Unicos comerciantes que los”
residentes del East Village estan
encantados de verlos expulsados
de sus negocios son los traficantes
de drogas que han operado libre-
mente durante afos en el barrio.
Después de una serie sin fin de
ruegos y protestas que cayeron en
oidos sordos, el Ayuntamiento co-
menz6 a tomar el tema en serio
solo después de que los promoto-
res hubieran puesto sus miras en el
East Village. La operacion «Pres-
sure Point», como se le denomino,
llevé a la zona 240 oficiales de po-
licia para limpiar el negocio de la
droga.

Es obvio acerca de esta situa-
ciéon que la presion de la comuni-
dad nunca ha sido suficiente para
convencéer al Ayuntamiento de que
tratara efectivamente con el pro-
blema. Si los traficantes se expul-
san definitivamente del East Villa-
ge sera por la presion de los pode-
rosos promotores. Ellos pueden
convertir la transformacion de esta
area de Manhattan en una aventura
lucrativa; y también habra dinero
para la ciudad, ya que el Ayunta-
miento posee muchos edificios en
el Lower East Side. Ambos, el
Ayuntamiento y los promotores pri-
vados, son conscientes de que na-
die quiera gastarse 1.000 délares al
mes para vivir en una calle donde
la heroina y la cocaina se venden
abiertamente (y en donde en oca-
siones se han producido tiroteos
entre traficantes para establecer
sus territorios). De hecho, circulaba
el rumor de que la policia de la
operacion «Pressure Point» habia
sido pagada por Harry Helmsley y
Donald Trump, dos de los mas po-
derosos promotores de la ciudad.
Sea o no verdad este rumor (y no
es facil comprobario), no hay duda
alguna de que solo el olor del dine-
ro expulsara a los traficantes de
drogas fuera del East Village. Y
entonces, por supuesto, se iran a
otro sitio a continuar su negocio.
Otro signo de los tiempos que co-
rren se puede leer en un graffiti ca-
llejero: «Compra arte no cocaina».
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by Charlie Lyons

A casual observer

passing small, asphalt
Folsom Playground at
Twenty-First and Folsom
Streets might not realize
it, but he or she is passing
the home of soccer in the
Mission District.

Whenever school is out
.youths can be seen dribbling
and juggling balls and
shooting goal. Later in the
afternoon and evening adults
engage in spirited games.
Whatever the age of the
players, becasue most of
them are of Spanish descent,
the style of play has the
traditional Latin emphasis

style

The Folsom Street
director wants to win and
his teams usually do, but
not at the expense of
sportsmanship and young
psyches. Youth teams are
divided into age groups for
competition. His under
fourteen years of age team
this year was the best in
the city, winning all three
leagues they entered and a
tournament in Walnut Creek.
Their record for the past
season is 38-6-4. One
reason for their success
this year and development
over the past five years is
the fact that they play most
of the year, probably
playing twice as many games
as other city teams in their
age bracket.

Outstanding players on
the team and their schools
include: Alfonso Padilla
and Mauricio Esqueda from
Potrero Hill Middle School,
Juan Valle and Phil Lyons
from Aptos Middle School,
and Salvador Cabaraz from
Visitacion Valley Middle
School.

The Guadalajara under
sixteen team played only in
the Police Activities League

J.P.
Richie Gay,

Under 14s:
Jose Gonzales,
anaugh, George Sproull/
non Gourcey, Phil Lyons,
Padilla, Juan Valle,

In fact, most of the
playground directors know
little or nothing about
soccer. They were basically
weaned on the traditional

Goode,
(front row) Julio Mereno,

Armando Castro.

Jose Lopez,
Roberto Morales,

Adam Zachs,
Neale Kav-
Shan-

Mauricio Esqueda, Alfonso

minute halftime interval.
In case of ties at the end
of regulation time overtime
periods are provided - In
the case of further ties,

on finesse. (PAL) and went all the way American sports, especially some countries, like the
Unlike the major-media -only to lose in the baseball and basketball. U.S., provide for special
sports in the United States, championship game. Probably the longest f'shoot-outs" to settle the

football, baseball, and Running a succcssful ucrvznkg you\:h soucer coach 155“‘9‘: s .

basketbal _soccer does oW oW = TP R T PG S ) $a tha = a
wr. m:;eptioml gtren;:: l;oney. Jose and his Feibusch affil_\ated With the t° the age .1‘fv-1 or \-T“.,
or height. Anyone with a assistant put in #he time v;}(ing Soc‘cet Club and play_ers, modifies the time
reasonable amount of and necessary funds for etnlyMeer R e Perdxodfs,' “l\mdber_Of playexrs,
coordination, agility and uniforms, tournament fees port':lon ?f .the c:.‘ty.- C.lose an ie filmensxons.
speed can play the game. and other expenses are behind him in senxor'lty vlS a Soccer 1is the. most
raised through raffles, man from the Mission, popular team game in the

Jose Coronado is the
Folsom Playground director.
He played soccer at Mission
High School, City College of
San Francisco and the
University of California at
Berkeley. While he still
occassionally plays for
local teams, he is better
known in the soccer world as
the coach of the Guadalajara
youth soccer sgquads.

Jose also produces
 baseball and basketball
teams from his playgorund,
but his heart is into
soccer. In. fdact, his
ant coach on the
jara team describes

soccer". Being an
of the sport,

. it is only a

the proper

"‘;“i@&d Wy 4

contributions from coaches
and parents, and a generous
donation from the Mission
Kiwanis Club.

Presently Jose has
several teams, aside from
Guadalajara, representing
the playground in the San
Francisco Recreation and
Park Department seven-man,

summer league at Saint
Mary's Playground. This
field, 4incidentally, is

where Guadalajara has to
practice since Folsom is soO

small and also without
grass.
The lack of grass

soccer fields in the Mission
District is a handicap. The
situation makes practice
difficult and means that
most youth soccer league
games are played on the
other side of the city at
either Lowell High School or

in Golden Gate Park.
Most schools, except
those in the Mission,

consider soccer a minor
sport. No school--middle or
senior--plays more than an
eight game regular season
schedule. Thus, the heart
of the youth soccer program
in the city is the private,

- club team. Even the public

laygrounds (excepting
Folsom) sponsor very few
teams aside from the four
week seven-man team campaign
‘the summer

e ST e o

Joaquin Trigueros of Club
America. While Jose, still
under thirty, has been at
Folsom for five years and
coaching for eight seasons,
.Joaquin has been active for
fourteen years.

Joaquin's under
nineteen team played games
and tournaments all over
Northern California this
year. Presently he and Jose
are the only Mission
residents active year round
in this neighborhood's youth
soccer scene. However, many
Mission players not assoc-
iated with these two men are
playing on teams outside
this area, particularly for
the Viking Club and for
teams in Daly City or South
San Francisco.

Many of the local youth
players of today will be
palying in future years for
one of the active adult

teams of this locale. Clubs
like Peru, F.A.S., Mexico,
El Salvador, Ayutla,

Barranca, and Tepa attract
many youth graduates.

The game of soccer
reqguires only one referee
and is played on the aduilt
level on a rectangular field

between 100 and 130 yards
long and 50 to 100 vards
wide. There are eleven

players to a side and the
game is divided into two 45
minute halves with a five

world and the national sport
of five continents. It is
controlled worldwide by
Federation Internationale de
Football Association (FIFA).
The Mission district, thanks
to men like Jose Coronado
and Joaquin Trigueros, is
developing more than its
share of skilled players and
providing youths with
wholesome recreational
activity.
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Soccer is the world's most popular participant and
spectator sport.

voetbol,

fussball and calcio...but

"football" and Engli

In other languages it is called

the game 1is

It is the sport out of

sh "rugby".

¥You can be sure that in a different time zone at any

time of the day or night, someone, somewhere,

playing soccer.
For over 50 years soccer has played a very minor

role in our society.
large scale was
game great

impetus

In 1967, major league
introduced to América.
in schools, colleges

is

soccer on a

This gave the

and univers-

ities, and youth soccer came alive in vast areas.

through this
under 19 year olds took first place
his under 14s took 3rd.

16s

Jose

geared up for a

Coronado has coached 4 Guadalajara teams
summer's short schedule of play. His
in the league while
As we went to press, his under
1st place play-off and his under
12s went into play for another 3rd place.
players also compete in a continual

27/2
3ra

Guadalajara

round of tournament play, the most recent was an Aug.
8 event in Dublin. Coronado's under 14s finished

in a 40 team tourny known as the Annual Mustang
Guadalajara held a two win-two tie record

Stampede.

for the two day games.

Santa Rosa United was the #1
and the Reno Panthers
tied the North Valley Volcanoes and Santa Rosa 1
and beat Cupertino Blue Hills
Pumas Jr.
standing.

finished second.
Thunder

season play begins Sep

(See the schedule below.)

P e

team at the Stampede

Guadalajara
to 1

and Alum Rock
7-3 and 6-2 for their their 3rd place
Regular

tember 10.

San Francisco Vianes Soccer Cius

S. P, VIKINGS YOUTH SOCCER LEAGUE
- 2"
UNDER NéZI'V‘I'S"]!OJ quRS MINUTE 1/2's)

44.  Guadalajara Jose Coronaeo 648-8040
45.  Golden Gate Cannons Arthur Smith 552-4069
46. Vipers Orion Culver 282-1312
47. Cougers Trig Brikeland 588-6383
48, Pecifica A Team Jamie Caparchini 991-4791
49.  Toreadors Dick Cross 665-1366
50. PresidioV Jeff Brown 921-4135
§1.  Los Agulias Armando Sanchez 668-0153
lember 10 Saturday, September 17
3 45 vs. 46
2:45 pan. 44 vs. 45 12:00 p.m.
1:00 ;.m. 46 vs, 47 US. 9:00 a.m.. 4; vs. :s
3:00 p.m. 48vs. 49  Polo Field #4 1:00 p.m. 49 vs. b
1:00 p.m. ‘ 50 vs. 51 - Polo Field #4 11:00 a.m. 51 vs. 4
% September 24 Saturday, October 1
00 p.m. 46 vs. 48 Paul Goode 1:30 p.m. 47 vs. 49
& 45vs. 49  Crocker Amazon 10:30 a.m. 50 vs. 46
47 vs. 51 US.F. 12:00 p.m. 51 vs. 45
50vs. 44 US.F, 11:00 a.m. 44 vs. 48
%M&C 8 Saturday, October 15
700 a.m, 48vs. 50 US.F. 1:00 p.m. 48 vs. 51
9:00 a.m. 51vs. 46  Crocker Amazon 9:00 a.m. 49 vs. 46
10:30 a.m. 49 vs. 44  Crocker Amazon 11:00 a.m. 45 vs, 50
10:30 e.m. 45 vs. 47  Polo Field # 9:30 a.m. 47 vs. 44
ober 29
Satitay, October 22 Satusday, October 29
a.m. 34 vs. 46 Polo Field 4 1:30 p.m. 44 vs. 45
10:30 a.m. 45 vs. 43 Polo Field #3 12:30 p.m. 46 vs. 47
10:30 a.m. 47 vs. 50  Polo Field #4 12:00 p.m. 48 vs. 49
2:30 p.m. 49 vs. 51 US.F. 11:30 a.m. 50 vs, 51
. Noyember S Saturday, November 12
;ﬁ pm.  45vs. 46 Paul Goode 11:00 a.m. 46 vs. 48
9:30 a,m, 47 vs. 48 White Field (Pacifica) 1:30 p.m, 45 vs. 49
1:00 p.m. 49 vs. 50 Lowell #2 1:30 p.m. , 47 vs. 51
1:00 p.m.  51vs. 44  White Field (Pacifica)  2:00 p.m. 50 vs. 44
November 19 sﬂﬁn December 3
0 V.49 USF. 130 a.m. vs. 5(‘:
9:30a.m. S0vs. 46 USF. 10:30 a.m. 51 vs. 4
m:',-. 51vs. 45  Polo Field #4 9:30 a.m. 49 vs. 44
10:30 a.m. 44 vs. 48 PoloField k4 11:00 a.m. 45 vs. 47
s
s“‘lﬁ.% December 17
Paul Goode am, 44,vs. 46
Crocker Amazon 11:00 a.m, 45 vs, 48
Cracker Amazon 10:30 asm. 47 vs. 50
Polo Field #3 12:30 p.m. 49 vs. 51
IMPORTANT

u,umumﬁww

J-14 Commissioner
Anatole Zachs
664-8525

Paul Goode
Lowell #2

US.F.
Lowell ¥2

Polo Field #3
Polo Fieid #4
Polo Field #4
White Field
(Pacifica)

Polo Field #3
Lowell #2
US.F.

US.F.

Polo Field #3
Polo Field #4
USF.

Crocker Amazon

US.F.
Crocker Amazon
US.F.
US.F.

Polo Field #3
Polo Field #4
US.F.
US.F,

US.F.
US.F.
Polo Field #4
Polo Fleld #3

10:00 a.m., September 10, 1983, at US.F.

P.A.L.'s NEW HEAD

Wﬁé(tej{l{dlder? M
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angel rodriguez

by Desire

After a month long
summer break, the Police
Athletic League has re-
opened its boxing program
in the National Guard
Armory at 14th and Mission
Streets.

Angel,the Tattooed
Rose, Rodrigues will suc-
ceed former director of
boxing, Bill Mateo. Angel
is a licensed manager/coach
and rated #1 in world pro-
fessional flyweight com-
petition. She is a grad-
uate of the P.A.L., her-
self, and has been boxing
for 5 years. She has 2 1/2
years coaching experience
with the Amer~ ican Boxing
Federation at P.A.L. and
is also the founder of the
East/West Women's Boxing
Association as well as a
local women's team. The
team's purpose is in part
to promote women's boxing
both amateur and pro-
fessional and working for

further recog- nition of
the sport.

According to executive
P.A.L. director, Sgt. Herb

Lee, "women in sports are
one of our top priorities
and use of our facilities
here is only one measure of
our support for them."”

Boxers are trained by
a staff of 5 qualified
coaches whose goal is to
develop personal funda-
mentals of self-defense,
team camaraderie and
sportsmanship, consistency,
self-discipline as well as
a winning boxing team.

P.A..L.'s quota of 25
is presently filled but
interested participants are
urged to call 431-4933 or
write P.A.L. at 337 14th
st. 94103 to get on a
waiting list.

The gym is open M.-F.
from 3:30 to 7 p.ye Rar

boxers 10 to 18 years of
age. Classes are for both
sexes. A women's class

coached by Angel Rodriguez
meets Mon., Weds. and Fri.
from 7:00 to 9:00 p.m.

P.A.L."s next sched-
uled event, or "smoker®™ is
tentatively set for october
8 and will include women's
amateur exhibition fights.

sgt. Lee and P.A.L.
coordinator Sgt. Joe Mollo
are developing plans for
expoandecommunity pro-
grams such as self-defense
techniques for seniors in
upcoming months. Keep an
eye out for them.
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by Peter Plate & Ken Tray

Sheriff Calls
Bryant St.
“A Pit”

Wwe did not know what
to anticipate from Sheriff
Hennessey, the custodian of
san Francisco's city/county
jails and the official
conductoxr of all San Fran-
cisco evictions. The law-—
ful duties of Michael
fAenessey are ironically
juxtaposed to his political
ties within the progressive
wing of the pemocratic

. Party and his reputation as
. afficionado of punk rock &
roll.
As we had been insp-
4 4initially by the
likelihood of eviction at
the Goodman puilding, we
&g by asking gheriff
about his role in
mviction process.
evic=
“ he

ire

S.E JA

Permit No. 13296
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photos by Dana Smith

iff with good programs. forced removal of low=

1'd like to think I do this income people from existing
better than others." housing stock. This pro- the most imperative sub-
The sheriff made cess is enacted within the jects of the day, (E4d note:
staff of context of urban redevel- and the central issue in

reference to his
six VISTA workers who try
to resolve problems rel-
ative to imminent evic~-
tions. Hennessey went on
to say that, wyhen informed
of problems, usually invol-
ving the elderly and dis-

Hennessey's upcoming cam-—
paign.): the conditions at
the city prison and county
jail facilities.
novercrowding is the
greatest problem of the
county Jjail system," accor-
ding to Hennessey who went

Sheriff
no

In this,
Hennessey is given
chance to affect social
policy. He has stated that
he can humanize the front
line, however, the very act
of eviction. In the case

opment .

abled, our VISTA workers of special evictions, what

will contact these people. Hennessey calls -"high o8 kO -S&Y that the city

In many cases we found community awareness" evic- jxi%L. i & b & e § This

alternative housing." tions, he conducts them contiriued on poge 8
(Ed note: While the personally. The Goodman

Building artists' struggle

intent behind the VISTA
and subseguent removal was

undoubtedly

Inside:

program is
well-intended, by the an encapsulation of the
sheriff's own admission, sheriff's design to per-
less than half of those sonalize an eviction. His Guerrem St. CODdOS
evicted annually are con= willingness to talk to and The men, money, & Mess -
tacted and only a portion reach an agreement with the 2
of these helped through tenants clarifies an wun-— P
alternatives.) stated dilemma: Does the

temporary

pDespite the altruism
in programs such as this,
the sheriff's dept., every
Wwednesday, recreates its
insti:utionalized role of
carrying out evictions-

Evictions in San
Francisco are generally the

gRisE it i

sheriff's approach sublim- INCITE Centerfold
ate the social tensior of
evictions thus leaving
public awareness of the
growing displacement of
affordable housing and
lower-income residents?

We moved on to one of

NOMAC's Future p. 16
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by D Urbane F Gorilla

CONDOS OPEN: No units low income!

Lest this triumph of
man's battle with personal
happiness (the condo) be
confounded with his dis=-
service to fellow man (the
slum) please note: The
condo can be distinguished,
in most cases, by right
+ angled stucco and stainless
steel arrogance intended to
guarantee the maintenance,
if not the maximization, of
hostility and mistrust
between the occupants of
the respective structures.
It would be seen that this

How to Tell Condos

It is with a heavy
heart that this gorilla
notes the metastasis of yet
another ineptly designed
_Berlin-Bunker-Renaissance
_wversion of that societal
cancer known as the con-
dominium. The condo is an
architectural concept that
allows the upper income.
levels to revel in all the socially disruptive antag-
claustrophobic, mirthlessy onism is something condo-
-seaminess previously the developers believe to be

- provenance of the inhab- one of the cornerstones of
itants of the garden var- American civilization as
iety slum. The condo they have in cement and
represents the very latest steel laid the basis for
evolutionary plateau in the its enshrinement across the
rapid development of human visual and political land-
cupidity and at the same scape of this city in a
time is the consummation of

and Arthur Zanello) mosi-
tgage Co., both located at
Guerrero & Market, is the
gentleman peddling the
bunkers at Fort Suck-
erville. Zanello and
partner Martin Gaewhiler
own the condo-nightmare

under the name Linnat Corp. ,

Mr. Zanello has a fondness
for owning things via
corporate entities rather
than in his own name. But
this has nothing to do with
the history of previous

Zanello properties or
interests in such as the
Dalt or Argyle Hotels.

The Dalt Hotel at 34
Turk Street became noto-
rious throughout the Ten-
derloin for the brutality
and intimidation that then
tenants were subjected to
by management. These res—
idents and their attorneys

from that residence in his
admitted goal of converting
it to tourist use. Dowd
blamed his need to do so on
the rent controls enacted
by the city that very year
stating, "If it wasn't for
rent control, I'd still be
Joe Nice Guy."

The next month the
city enacted an ordinance
banning further conversion
of residential hotel units
to tourist use so to an
extent 2Zanello's partner,
Dowd inspired the leg-

campaign driven in total by alledged that the build- islation by his sheer
man's ability, through greed. ing's owners Yellowfin nastiness so could be
technological achievement, Now Showing--Dolores Properties (Dowd, Levy, considered a "nice Guy"
to express his deep-seated Plaza. The Beast is Awake. Zanello) were attempting still.
hostility toward his envir- through force to empty the Back at the balt,
onment and self. When the Now Showing-=Dolores building and convert it to history was being written
construction of 1living Plaza. The Beast is condominiums. in murkier waters. Inti-
quarters has as its chief Hungry. At the same time at midation of tenants at this
characteristic a degree of the Argyle Hotel 146 180 unit hotel was the
discomfiture to the inhab- The Men Behind the Mess: McAllister St., The D of eventual cause of the law-
itants that increases in DLZ was featured in a suit brought against the D,

direct proportion to the _, The D, the L and the Z ., Warren Hinckle piece en- the L, and the Z, a case

price of the habitation, 5 titled "The Man Running for decided in favor of tenants

housing from hell has Arthur Zanello of Com- Bad Guy" which described in 1982 with hefty cash

arrived. "All Hail Dolores bined Realty and DLZ (Ger- his attempts to evict judgements being awarded
= Plaza'™ . ald K. Dows, David Levy eldexrly, long term tenants them.

continued on page’ s

”

if you work or live in the neighborhood,

THENMA

is important to you.

topics for discussion at our next meeting will be:

The Gartland Pit:

does lack of maintenance for
the past 8 years constitute an
obscenity and grounds for com-
munity control of the site?

Dolores Plaza:
have developers met obliga-
tions for low income units

(15%) promised in 1980

Mission Stop:
do you want the former Doggie
Diner to sell beer and wine?

SEPTEMBER
MEETING

Buen Pastor Church
39 Guerrero (near 16th S§

X"

taking names for va-
cant executive board positions
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LETTERS

“what the Energist work of
Stofear. . .isthe possibility
across as boring.” Ms. Co-
! merits attention in psychic
the unparalleled acts of ani-

2pathy that must have accom-
er research. We should only
efforts are not cheapened by
{tionof the yellow press (Nation-
irer headline: “Picture Speaks
Sritic”).
s. Cohen must be warned that
world is a cruel and heartless
‘{ven though she pauses deftly to
wus that hers is “this first essay
‘nergism” she must solidify her
immediately or the spring sea-
Bveal a major Energist show at
iey with Ms. Cohen lucky to be
1inthe catalogue. My advice to
bublish, as soon as possible,
m: The Early Years,” “Ener-
‘Roots Including Stellas of the
s” and “Energism Revisited:
ond Generation.”
—Michael Findlay
New York, N.Y.

f e

i
nny H. Cohen replies:

! ENERGISM, Mr. Findlay, is attitude—
fowhere do you address the issue of
ttitude.

ENERGISM, Mr. Findlay, is emerg-
ing—more and more works exemplify
the “outer-directed, active and aggres-
sive attitude™ of Energism.

ENERGISM, Mr. Findlay, is all around
you—are you feeling uncomfortable?

Kudos for Kertess

To the Editor:
As a loyal subscriber to Artforum, |
vant to thank you for your lead article in
ovember by Klaus Kertess entitled

“Figuring it Out." Kertess deserves
three cheers for showing us that art can
be written about clearly and under-
standably. | also appreciate the con-
cern for honesty that comes through in
Kertess' work
—Phil Schrager
Omaha, Nebraska

Launching P.A.D.

To the Editor:

P.A.D. (Political Art Documentation
Distribution) is a motlev crew nf ~-t:~
all ages and estht
and into New York
relationship betweer.
cultural groups and liberal/left political
organizations. Our core is an archive of
documentation on international political
art, housed in New York City at P.S. 64
on Avenue B and 9th Street, under the
auspices of Seven Loaves, an arts um-
brella group. We are writing to solicit
material from all artists who see their
work as socially concerned—as com-
mentary, protest, imaginative outreach
community interaction or metaphorical
provocation. We follow a general Left
perspective and interpret “social con-
cern” in the broadest sense

The “distribution” part of P.A.D. is
more specifically issue-oriented. Our
public events are designed to bring
together artists and activists. Open
meetings are held the second Sunday
of each month. We've just begun to
publish a newsletter which will provide a
forum for ideas and show selections of
what's coming into the archive. We will
also print original magazine works by
our members. In the next couple of
months we are sponsoring several
events on taxes and militarism in con-
junction with a citywide project of origi-
nal art works in local public places.
We're leading up to a big national exhi-
bition and conference in the fall—tenta-
tively titled “Whose Realism? Whose
Reality?"

P.AD. wants to stimulate the dia-
logue between artists and the people
they think they're working for. We do not
see the individual artist's gifts and

needs being replaced by a dogmatic
notion of social work. We do want to
combat the insidious idea that you have
to leave the world to make art, or leave
art to be in the world. Esthetic integrity
and social responsibility are not the
same thing, but they overlap

We welcome input from all over, es-
pecially ideas about how we can best
interact with artists outside the city. The
first step Is to send us your work so that
the archive will be as inclusive as possi-
LA . bv people all

ey JUT T et

doesn't have to be your
welcome slides. photos, posters, texts
clippings. publications and other multi-
ples but can't accept responsibility for
original (one-of-a-kind) material. Please
send everything to PAD. c/o Seven
Loaves, 605 East 9th Street, New York
City, New York 10009
—Jerry Kearns, Lucy R. Lippard
Barbara Moore, Herb Pegr et al
for the P.A.D. core group

Ms. Credit

To the Editor
| would like to draw the attention of
your readers to the study “Dali the Myth-
omaniac” included in a special issue of
XXe Siécle (Paris, 1980) devoted to
Salvador Dali. This article. which ap-
peared under my name, is not by me but
by Elena Calas. It was originally pub-
lished in Coloquiofartes 21, (Lisbon,
Portugal) February 1975. A copy was
sent the following year to XXe Siecle, for
publication in French. Adding insult to
injury, the article appeared without the
author's knowledge in a volume (based
onthe XXe Siécleissue)entitiedHomage
to Dali, (New York: Chartwell Books
Inc., 1980). Excerpts of Elena Calas’
article were included by me (with due
credit given to Coloquio) in “Three Ob-
lique Situations,” Artforum. May 1980
—Nicolas Calas
New York, N Y

WN WOrK._ | V&
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(Continued from page one) in the
last year bringing the total on my list to
32— although Nine has now closed, I
never found the Runners Club, and I stop-
ped adding new names a month ago.

Suddenly, it looks like everybody
wants a piece of the neighborhood. Am-
sterdam had a “Best of the East Village”
show last fall. Some of thee] “hot” Tgriist.s
are popping up in Barcelona, Tokyo,
Queens. . .. “In Berlin,” Deborah Sharpe
of Sharpe Gallery tells me, “they all
wanted to know about the East Village.”
Back home, Gracie Mansion has doubled
in size and Civilian Warfare’s looking for
a building to occupy. The buyers are
here—Europeans, collectors who use the
Whitney Biennial as a shopping list, and
upwardly mobiles who are part of an ex-
pmdil.a‘t market for art. The highly publi-
cized “ ” of the scene feels some-
thing like gold rush fever.

“The hot bottom to the art market” is
how Jay Gorney characterizes the East
%ﬁ place where collectors come to

§ drop their change.” Gorney, who will

- curate the “Evolution” show at East 7th

1 have seen the future of Avenue B: Pat Hearn at her gallery

Bartlett for $500-$4000. In the East Vil-
lage, you can get an original painting for
$600-$800, and most galleries have work
in the $150-$200 range.” Local artists who
now have a rep—Futura 2000 and David
Wojnarowicz, for example—can sell for
$6000 to $8000 tops but, as the legend
goes, you’d pay more for it uptown. The
highest figure I'd heard in the neighbor-
hood was $10,000 for a Richard Hamble-
ton, but just the other day I heard $20,000
for a Kenny Scharf.

Money and status are the elephants
wandering through the art world we’re all
supposed to pretend we don’t see. An
unspoken etiquette attends to the clumsy
things. One day, I witnessed a beastly
blunder at the old Mary Boone gallery,
when a rather plain, unfashionably
dressed woman approached Boone and
bellowed, “How much is that painting?”
Boone handled it well, murmuring some-
thing like “it’s sold.” She sells selectively,
of course, to the Right People.

1 can’t imagine this scene taking place
at an East Village gallery. As Deborah
Sharpe put it, “Our spaces are not in-

Gallery in April, was associate di-
of Hamilton Gallery on 57th Street
ven years. He points out that the

e market is very active as well, wi

idating.” And prices are usually
posted on a typewritten sheet at the desk.
C.ASH. Gallery addressed the issue
head-on with a show called “25 cents to
$25,000.” At Sensory Evolution, dealer
Steven Style asks artists to give him work
he can sell for $50 or under, $250 or under,
$500 or under. Many of the dealers

«and

S

sold-out Rodney Alan Greenblat show at
Gracie Mansion, favorably reviewed in
Art in America, had work starting at $5
(ranging up to $3500). The Sue Coe show
at P.P.O.W., favorably reviewed in
ARTFORUM, included prints for sale at
$20. I could even afford that, and I begin
to think how wonderful it is that these are
MY galleries in MY neighborhood serving
MY needs.

Then, later, on a Saturday night, 1

SART

squeeze into an opening at some ex-
bodega where typically half the crowd has
to stand out on the sidewalk and a
“waiter” in tails twirls by with drinks on
a tray, and I see the same people in tall
hair and lizardskin pants who had been at
an opening in Soho just hours ago.
Clubland cool seems to have filtered into
the galleries, especially with these week-
end openings, everyone dripping attitude
and on the make. Maybe the hideous pic-
tures on the wall had put me in a cynical
mood, but I couldn’t help thinking that
the problem in coming full circle from a
gallery where they won't tell you prices is
that sometimes they offer you nothing but
prices.

In Soho or uptown, an artist might
think of paintings as pure product, but

The Hot Bottom

Art and Artifice m the East Village

By C.Carr with photographs by James Hamilton

certainly wouldn’t brag about it. In the
East Village we have, for example, Mark
Kostabi, who says his middle name is “et”
(as in “Mark-et”), and who told the East
Village Eye, “paintings are doorways into
collectors’ homes.” In Soho or uptown,
artists labor toward that one show a year,
bring in the work, and there’s a hushed
moment. In the East Village, certain
painters, like Kostabi, are getting massive
exposure, appearing in dozens of shows
simultaneously, working with three or
four dealers, and showing at the art
bars—Kamikaze, No Se No, The Cat
Club, Beulah Land. ...

When I talked to Jay Gorney about the
market, he said he thought a lot of the
work shown in the East Village was “man-
nered.” One artist I talked to used the
same word but took it further and pointed
out that you usually see mannered work
after something good has come along and
everyone’s trying to copy it. “In the East
Village, it's happening backwards. It's
starting at the decline stage—derivative,
commercially oriented, and decorative.
Everyone’s waiting for it to get good.”

“It’s depressing to see what people are
making,” says Peter Nagy of Nature
Morte, “but neo-expressionist figuration
is good for the market.” Nagy shows con-
ceptual work at his gallery; he expressed
distaste for the East Village “look.” What
people seem to mean by that is cartoony
figuration, painted quickly, probably
a‘mte;% register quickly, often helped to,

t end by simple shocking imagery. .
2 S SRy
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might use words like “crude” or “garish”
to describe them. Work like this is shown
at just a few of the 30-odd galleries but it’s
what people associate with the neighbor-
hood.

Last year I would have said East Vil-
lage art was street art taken indoors, like
the best “East Village show” I ever saw:
the abandoned Pier off Spring Street
where David Wojnarowicz, Mike Bidlo,
and others painted images on the damp
crumbly walls and worthless fixtures. I
also appreciated the Pier as a lesson in
how trendiness can ruin an artist’s inten-
tion. When I visited last fall, a fashion
photographer was using the space for
background, much of the art had been
stolen or destroyed, and the artists had
lon%:::oe stopped working there.

Ricard’s article on Fun Gallery in
the November *82 ARTFORUM, the first
insightful writing about the East Village
scene, was really an article about “making
it”—about stardom, illusion, the future
(the bomb), and the art world socializing
one is usually too discreet to talk about.
But a young artist hustling slides around
to galleries is going to talk about it.
“Slides are not cool—you should go to
parties and try to be friends with the right
_people,” one dealer told an artist who told

me. As Rene puts it, “. .. one’s behavior,
ot;:’i merest gu;\fne. took much u;uscle,
the wrong shade of lipstick, a casual word
mﬂumx;’s and can ruin the campaign of a

I ran into Rene at an opening for Lee
J and Kathleen at Bar-
bara Gladstone and asked if I could inter-
him about the new East Village gal-
m%%mntklk ‘ggut ig. 1
 believe in the Village! Wait, I'll
te qmaiﬁ took me into the gal-
L an to write on a card: “I
in the East Village. The idea

Civilian Warfare’s Dean Savard: looking for a building to occupy

a statement. I had the card in my hand

and told him I thought this was a state-
ment. He took the card back and wrote,
“Rene Ricard refused to make a state-
ment because” and said to put that at the
beginning of his quotation. He said he
wouldn’t even go to the new galleries,
except that he had that very afternoon
because a millionaire came down and took
him around in his limo. He told me that
Julian had bought a painting at an East
Village gallery but when he hung it over
his Twombly, the Twombly BLEW IT
OUT OF THE ROOM so Julian took it
back. He said it was inside stuff and I
could quote him.

The events Rene reported on just a
couple years ago are now legends—how it
all began in Fun (gallery), with artist
Kenny Scharf naming the place and
dealer Patti Astor thinking maybe they’d
rename it every month. The first galleries
were like the plot of a Judy Garland/
Mickey Rooney musical. “Hey, let’s start
a gallery ...” As Gracie Mansion relates
it, “I was created by the media.” When
she started showing work in the bathroom
of her apartment, she wasn’t committed
to dealing art; but a reporter from the
Voice showed up and asked, “What’s your
second show?” Civilian Warfare was Dean
Savard’s studio, open only at nights and
on weekends because he and his partner
Alan Barrows had to work regular jobs;
the gallery didn’t sell even a poster for 14
months. These three galleries are now ac-
knowledged by many as the most suc-
cessful in the neighborhood, though odd-
ly, they each appeal to very different
kinds of collectors. Civilian sells mostly to
Europeans, Gracie sells to “the same peo-
ple who buy from Mary Boone and Char-
lie Cowles,” and Patti Astor told me a
month ago after the Fab Five Freddy
show that she had sold work of his to
Fra Cl te and two banks.

Nevl_r ideas of what a collector, a dealer,
an artist, a gallery can be—they’re all
being tried out here. Take the simple mat-

v st Sontinued on next page

ARE OKAY n;euvou

WANTISA
JOB DOING WORD PROCESSING.

5

aid available for eligible students.
226 W. 26 St., NYC 10001 (212) 929-6999

CENTER FORTHE
MEDIA ARTS

All word processing jobs are not created equal, and at CMA, we train
you for the best ones in exciting fields like television, broadcasting and
advertising. Three hundred twenty-five hours of study—featuring hands-
on training with modern IBM and Wang equipment, combined with media
skills like scriptwriting, program scheduling and advertising production.
Enroll today in the only course of this kind by calling 929-6999. Financial

861 ' WLV ION0A

We build solutions.

At City Life, we design and build solutions to
storage problems, sleeping problems, odd-size
walls and oversize stereos, overly tall spouses
and undersize apartments. We'll build to your
di ions and design ifications for every
room including the kitchen. Choose from oak,
maple and walnut woods or a full selection of
laminates.

Select platform beds Platform Beds

($169 and up) with a
full range of options:
captains beds,
storage beds or our
new solid REDWOOD
BED ($199). Build a
bookcase, wall unit,
VCR, stereo or
computer stand.

And while you're atit,
come see our distinctive

ideas about lighting and Wall Units

accessorizing your new
furniture.

Solid Redwood Beds Storage Beds
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Continued from preceeding page

ter of presentation. When I went to Sen-
sory Evolution, I walked through a ves-
tibule that had been draped in black
plastic; a strobe light blinked at my feet.
I struggled to find a way into the gallery
through the plastic and eventually asked
what was going on with the door. Steven
Style informed me that I had just passed
through a “sensation chamber” because
this was, after all, a show called “1984.” A

Gracie of Gracie Mansion (far left): “I was created by the media.”

month earlier, I'd been to Gracie Man-
sion. She and her partner Sur Rodney Sur
had just opened their “Salon,” a group
show. They had moved in some chairs,
redone the floors, painted the walls hospi-
tal green, moved in a rug and a refrig-
erator. She said they liked to change the
feel of the place for each new show, right
down to the color of the walls.

Maybe only a dealer who'd started out
as an artist—as these two did—would go

to the trouble. All the first galleries here
were opened by artists showing their
friends or other unknowns whose work
they admired. But nearly all the new gal-
leries are run by people who've always
wanted to be dealers. They’re in the East
Village because it’s the only neighborhood
in town where they could be part of a
gallery scene and still afford the rent. The
landlords are happy to have them, in some
cases providing a new dealer with one of

those hard-to-find East Village apart-
ments. Steven Style mentioned that his
landlord was going to let him paint a
neighborhood gallery guide on a wall near
Avenue A.

“We're raising the property values,”
says Nina Siegenfeld of New Math, taking
me up to the apartment she and Mario
Fernandez share a door or so down from
their gallery, because “people always want
to see how we live here on the Lower East
Side.” She'd taken some people from an
Indianapolis museum up there just the
other day and they'd found it so interest-
ing. She and Mario had a lot of work up on
the walls, a mattress on the floor, a bro-
ken-down couch in the living room. “In-
stead of living better, we're using our
money to buy ads.”

Turns out Nina moved here m_onths
ago from the Upper East Side. Mario had
moved from a “really bad neighborhood”
at 4th Street and Avenue D (my old
block!). Their gallery had been a Puerto
Rican social club closed by the cops after
a shootout. The landlord was very fair and
had even taken a painting instead of rent
for the first two months. Nina feels “a
responsibility to the neighborhood” and
has organized a show at the candy store on
the corner; all the people in the building
will do art on matchbooks and the winner
will get $10. 1 have an impulse to think
they can’t know any better—they’re too
young. A year ago, Nina was an SVA
student; now she teaches there, a course
on how to present work to galleries.

Lately I've seen flyers up all over the
neighborhood soliciting work for some
antigentrification, antigallery show ap-
parently sponsored by P.A.D.D. (Political
Art Documentation and Distribution).
But I haven’t been able to determine the
where, when, and how since someone’s
deliberately torn this info from every one
of the flyers. I think this means some-
thing, dear P.A.D.D. members. I think it
means you're too late. L
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The Hot Bottom

Art and Artifice in the East Village

By C.Carr :
5'rl‘he first time I saw Pat Hearn Gallery I was walking home down
Avenue B around midnight. Perhaps
astonishing almost absurdly out-of-p T
6th Street and Avenue B seem so like an apparition.
the future of Avenue B and it looks
mall.” One of the artist friends with
off there during renovation and t
the time he walked home. ;
baby boom in this nabe continues to be the story of
: ‘ the season. Twenty-six galleries have opened (Continued on page 38)

TIMES

that was what made the gleaming
lace Light Thing on the corner of

like a maximum-security sl_lopping
me said he had dropped his slides
hey were practically back in his

By Eve Ottenberg

The Big Blacklist

Let's start with the obvious. Landlords
clearly have long kept tabs on fractious
tenants. A bounced rent check, com-
plaints from a neighbor about how the
dog serenades the moon, even a little ten-
ant organizing might not suffice to get a
person on a list of “undesirables.” But
anything much more unruly might well
cause one %?cuhzhe i.nl rentinu;d another

~ apartment. 80 ogic to go.
‘Well, things have changed lately, and not
for the better.

Like banks, landlords now have their
own, spanking new national system of
credit rating. Unlike the financial setup,
the real estate one is entirely unregulat-

: Last month, however, it came one
{ to government control, at
in this state. A bill to curb tenant

lord. Worse still is lack of a legally guar-
anteed right to know. Tenants are placed
on a computerized list, given a negative
report, and then, lo and behold, they can-
not rent a place to live. Since they never
know why, they cannot confront the ac-
cuser or correct the error.

Goldstein’s spokesman, Gene de San-
tis, has a file on seven companies that
offer their services nationwide. They
have headquarters from Minnesota to
Colorado to California. “Two years ago
when we started investigating this,” de
Santis recalls, “we had someone from our
office call these agencies and pose as a
landlord. And they made it very clear
they’d help us avoid undesirable tenants,
and tenant organizing was one of the cri-
teria that would make you undesirable.”

Unfortunately the new bill seeks only
to curb the blacklisting, which is a pity in
my view. Why not nip this evil practice in
the bud with fines, penalties, and public
stigmatization? “The use of consumer re-
ports by landlords to scan a prospective
tenant’s credit standing, eviction history,
and so forth,” said Goldstein when the
bill first went to the senate, “is a relative-
ly new procedure which has spurred a
rapidly growing industry.” Today’s
blacklist is tomorrow’s business as usual.

And just because you rent in New York
doesn’t mean you aren’t on a computer

| list in Colorado.

Red/Nazi Plot

A little poster has been making the
rounds of the Lower East Side in recent
months, courtesy of the American Prop-
erty Rights Association. This is the group
that, some years back, had volunteers at

Like “I have seen

P

DICKAND
JANE IN THE
BUTCHER
SHOP
Michael
Feingold
(P89

m

a municipal rent stabilization hearing
wearing labels pinned to their lapels that
read: “END RED NAZI RENT CON-
TROL.” Latest literary efforts from
APRA go like this: “We, the law abiding
landlords of rent controlled and rent sta-
bilized apartment houses, led by the un-
knowing politicians in Albany and in City
Hall, are doing the impossible by provid-
ing housing for the ungrateful tenants for
so long . ..” etc. etc. Uproar over the ex-
pulsion of the Orchidia restaurant must
have prompted these latest whining
ecrits. And speaking of the Orchidia. ..

Restaurant Ousted,
Landlord Unrepentant

That should have been the headline on
the Orchidia’s obituary in some newspa-
per, somewhere in New York. Instead,
silence. Not one pica. After 27 years of
pizza and pirogi on Second Avenue and
Ninth Street, Maria Pidhorodecky, wid-
ow, 58-year-old survivor of World War II,
and veteran of a Ukrainian DP camp has
been unceremoniously put out on the
street and out of business by her landlord
Sidney Weisner. What'’s she supposed to
do, get a job as a waitress? Some weeks
back Pidhorodecky made a statement,
printed up and distributed by the Lower
East Side Business and Professional As-
sociation: “It’s not fair. So long to work
and build a business and one man can
take it all away. It’s not only me. It’s all
over. If it’s the law, then the law should
be changed.” You bet it should.

Early on the morning of April 17, un-
known urban guerrillas painted the en-
tire sidewalk in front the defunct Orchi-
dia blue and in white stenciled the
slogans “Bring Back the Orchidia. Stop
Gentrificiation. Boycott This Store.” By
noon, the white lettering had been paint-
ed over. On April 20, big signs saying
“Boycott This Store” in an unidentified

Meanwhile a lot of people are working
for commercial rent controls in the state
and city. Some of them showed up at the
restaurant for a good-bye Orchidia party
earlier this month. At any given time that
evening the tiny restaurant was packed
with roughly 50 people. Sundry cable TV
crews appeared. One bunch of well-wish-
ers unfurled a banner that read “Long
Live the Orchidia.” Exclaimed local busi-
nesswoman Lucille Krasne: the eviction
could “make your blood boil.”

Also on hand were a number of report-
ers from out of town papers like The
Boston Globe and staffers from the of-
fices of various pols. Longtime tenant or-
ganizer Francis Goldin of Cooper Square
Community Development Committee
chatted with Abe Lebewohl, owner of the
nearby Second Avenue Deli. Out on the
sidewalk the four-piece On the Lam
Street Band played in the warm breeze
far into the evening. Locals came and
danced.

“I brought French bread from Ninth
Avenue,” remarked tenant activist/fe-
minist sleuth Harriet Cohen, which
seemed to me a nice emblem of commu-
nity support—Hell’s Kitchen donating
bread to Loisaida now that the Orchidia’s
gone.

GOLES’ Goals

“We are the most effective antigentrifi-
cation group,” says the Good Old Lower
East Side’s Susan Leelike about my re-
cent mention of GOLES as a gentrifica-
tion group anent ticket men who dwell on
the Bowery. No question GOLES has
many worthy achievements to its cred-
it—from representing low-income ten-
ants and senior citizens to ing pre-

sticky substance appeared on the
windows.
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Challenge Mania

The Neww NEA

The streets of Long Island City will
glow with green hair and fuschia eye-
shadow on October 17, as P.S. 1, the com-
bination workspace and showplace for
emerging artists, opens its doors for the
fall season. It promises to be the usual 18-
ring circus, and in the center ring, an inde-
pendent curator named Richard Flood will
present Beast, a show that plumbs the
mysteries of anthropomorphic art.

Such terrain seems typical of P.S. 1, the
home of art before its time. But this year,
there’s likely to be a crucial change in the
gallery’s m.o. Unless its board decides oth-
erwise, the management will be charging
admission for the first time. It’s only $1
and just a suggested donation, but that
little box at the front door may mark a
turning point in the history of alternate
spaces.

As an outgrowth of Soho in its early,
radical phase, these nonprofit institutions
were intended to foster interdisciplinary
art in a setting that was neither gallery nor
museum. There were to be no permanent
collections, and no art for sale. Though a
number of alternate spaces (most notably,
the Kitchen) developed strong curatorial
staffs, an essential feature of this new
strategy was to draw directly from the art
community by investing authority in
“guest” curators from outside the sponsor-
ing institutions. “A support staff with
curatorial skills” in how Alanna Heiss, ex-

ecutive director of the Institute for Art and
Urban Resources, which operates P.S. 1,
describes her organization. “Instead of
having a single point of view established by
the institution, we can juggle and change
and have many provocative points of view.
We can beoome a forum, not only for new
art but for new art ideas.”
The combination of independent
curators and aesthetically neutral spaces
caught on during the "70s, partly because it
seemed to complement the Carter admin-
istration’s strategy for urban renewal (the
NEA was quick to sense the value of con-
verting idle real estate to art spaces),
partly because artists working in the new
conceptual modes felt particularly op-
pressed by the curatorial bias toward col-
lectible objects. “Five s at two L.A.
museums controlled the destinies of all the
artists who lived here,” says Bob Smith of
the Los Angeles Institute for Contemporary
Art (which, like P.S. 1, uses independent
curators for nearly all its shows). In cities
like Cleveland, Buffalo, and New Orleans,
where a small group of curators could form
a cartel that dominated exposure and
sales, alternate spaces flourished.

Times have changed. When the staff of
P.S. 1 called the National Endowment for
the Arts a few weeks ago to ask why its
grant had been cut in half, a panelist re-
plied that the NEA was concerned about
~ the lack of revenue produced by P.S. 1.

Thousands

of artlookers pass through its

administrator and a highly effective direc-
tor of the Theater Development Fund,
Southern brings a strong performance bias
to his job at the NEA. He appears to have
applied that bias to the problem posed by
alternate spaces—which showcase not just
visual art but music, dance, video, and that
enigmatic genre known as performance
art.

NEA guidelines specify that grants for
presenting organizations be based in part
upon the collection of admission revenues;
and according to Southern, “any revenue
that brings in independent groups rather
than directly presenting work that it's pro-
duced” can be considered a presenting or-
ganization. That means alternate spaces
which use “guest” curators rather than
relying on a staff to produce the shows they
exhibit will henceforth be regarded as
presenting facilities, and may be en-
couraged to charge admission. “We've
never required an institution to charge
admission,” Southern reiterates. “We've
never required an institution to charge
admission,” Southern reiterates. “We've
suggested it.” But in an arena like alter-
nate spaces, where state and federal fund-
ing comprise up to a third of the total
budget, a suggestion from the NEA is an

offer than can’t readily be refused. South-
ern estimates that “hundreds of organiza-
tions across the nation may be involved.”
Some already charge admission, but many
don’t.

“The whole character of our exhibition
programs would change if we were meas-
ured for grants in terms of how much
revenue we produced,” says Bob Smith.
“It’s implicit that we’'d start thinking of
exhibitions that are popular, and most ex-
perimentation isn’t popular. If it’s really
new, it’'s in an area where most people
don’t think it’s art yet.”

To the director of a major New York
alternate space, who wanted to remain off
the record for fear of alienating the NEA
(“They are so touchy these days™), the new
admissions policy is proof positive of the
agency’s drift away from aesthetic innova-
tion. “We’ve had a continual battle with
the NEA over performance art,” the direc-
tor says. “My general impression is that
they’re treating it as a sort of kicked-
around stepchild. In an age of cultural
conservativism, it’s easy to spit on artists
who collaborate from different fields. They
simply can’t register the clout to fight
back.”

Producers and presenters of ex-
perimental art are right to be paranoid,
given the burgeoning conservative attack
on modernism—especially in its contem-
porary incarnation. Such politics notwith-
standing, Hugh Southern insists the
NEA “continues to be interested in in-
terdisciplinary art”; and in fact, its latest
round of challenge grants, announced last
month, includes $100,000 for the Kitchen,
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D. JAMES DEE

‘What’s a Russian art education worth these days? For Komar and
Melamid, two Soviet émigré-artists living in New York, the years spent
tolling in the vineyards of heroic representation have finally borne fruit.
Their current show, at Ron Feldman’s new downtown space, does for
socialist realism what Philip Roth did for yiddishkeit.

But there’s more here than meets the cold war eye. The corrupt

classicism they parouy ia Russian art is a truly international emblem of
dity. Their vulgar send-up of imposed traditionalism also
P ion for r.

cultural
tothe A i

ituting the past in order to

the present.

Komar and Melamid couldn’t have come to Soho at a more judicious
time, Their ideologically mixed metaphor, and the higher humanism it

reaches toward, is an
postmodernism. Vi
here:

reflection of the romantic striving in
y and intentionally, they fit.

ng Home After a Demonstration

BEAT

The Politics of Culture
BY RICHARD GOLDSTEIN

one of the nation’s best known showcases
for formal experimentation. The problem,
Southern asserts, is not with genres but
with venues. “We have some guestions
about how much we should be giving to
pr ting organizations as opposed to the
producers and creators of art.”

An old debate within the NEA, over the
relative merit of subsidizing artists and
companies as opposed to creating and
maintaining institutions for the presenta-
tion of art, appears to have resurfaced
under chairman Frank Hodsoll. “I need to
convince the chairman that presenting or- _
ganizations are a crucial element,” says
Renee Levine, newly hired direetor of the
NEA’s Inter-arts program, where much of
the federal money for alternate spaces
originates. The $4.3 million budget for that
program is down by about 25 per cent—
“one of the big cuts” in the endowment’s
recent retrenchment, according to Levine.
“We’re going to have more and more peo-
ple who aren’t thrilled,” she says, “but I
can’t help it with a declining fund.”

Levine predicts that cuts in her budget
will be even more drastic next year, as the
NEA revs up for what she calls “a shifting
of available resources.” Among the plans
that are likely to come before the National

Arts Council in the next few months are a
pilot project that would make additional
money available to state arts councils for
the purpose of promoting local companies,
| and an “advancement program” for insti-
| tutions that aren’t large or stable enough
| to qualify for the endowment’s challenge

| grants. The new program would encourage

recipients to match the more modest funds
they get with outside revenue. That would
place an even greater burden on corporate
and foundation funders and, in a recession,
it could throw alternate spaces on the
mercies of a public that is used to paying
only a pittance—if anything—for the
services they provide.

Though the new strategy of shared re-
sponsibility for arts funding isn’t directly
political, it stems from two assumptions
that pervade the Reagan administration.
At the NEA, the “new federalism” will
mean turning over to state arts councils
even more than the 20 per cent of its
budget required by law. And the policy of
partnership with the private sector will be
reflected in a new emphasis on challenge
grants, which require recipients to match
federal dollars three to one. That pro-
gram’s past performance has been spec-
tacular, but it was never intended to gov-
ern the subsidizing of experimental art:

Unless its new strategy is selectively
and sensitively applied, the NEA could
end up imposing the standards of the mar-
ketplace on areas of artistic endeavor that
are decidedly extracommercial. It could
freeze the level of innovation at the level of
comprehension by corporate funders, for
they will have the power to make or hreak
a challenge grant. And it might impose
management techniques that are effective
in theatrical and musical venues but dis-
astrous for alternate spaces. Southern is
said to be convinced that the en-
trepreneurial energies displayed by
Harvey Lichtenstein at the Brookiyn
Academy of Music and David White at
Dance Theater Workshop ought to be an
object lesson to arts institutions large and
small. But both these venues are consis-
tent in the range and scale of their prod-
uctions, BAM is not the Kitchen, and
DTW is a far cry-—or leap—from P.S. 1.
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| Clemente
to Marden
to Kiefer

By Peter Schjeldahl
Art lovers in New York and baseball
fans everywhere get weird in October. For
the former, it is the season of undulled
appetite, when an unleashed flood of new
. objects and images temporarily scintillates
- with interest and promise. For the latter,

, it
is the ferociously climax to
long,

ves.
A tendency is noted around dinner
tables to discuss the aesthetics of baseball
at very great length, as the sane and the
innocent tiptoe from the room.
Another tendency suggests itself as a

heretofore neglected possibility: view the
world of October art through g
B st of beaehell A method for

such madness happens to be ready-made
in a brilliant little book of several years
back by poet Charles North, Lineups (re-
printed in his Leap Year, Kulchur Foun-
dation, 1978). North proved by example
that any quantitative category of quali-
tatively diverse units—movies, colors, dis-
eases, etc.—can be subjected to the subtle

frenzy of free association, it turned out.

yet ineluctable analysis of talent and
1 that di i a b

ayer’s optimum position in the field and
~ place in the batting order. For instance:
4 San Francisco ss
Munich ef
Paris If
Rome ¢
Madrid 3b
London rf
Athens 1b
Istanbul 2b
New York p

Isn't that great? My only trouble with this
 lineup is North’s National League purism,
~ which deprives him of the delicious wild

card of the d ted hitter. (H;

: With ion from art j
- ist and hardball fancier Gerald Marzorati,

I recently set about compiling a roster of

~ present art stars according to the Northian

~ Paradigm. Carried away, I have
}mmhd it with analytic descriptions

~ in that important American folk-poetic
form, the scouting report. Marzorati and I

in rules—that i

1

g s i g

Please note that a batting order is not
an order of preference. Actually, if you
can’t interpret one, don’t guess; ask a
friend who can. With that, the lineup:

Francesco Clemente, shortstop:
smooth, great range and hands, great off-
balance arm . . . switch hitter, weak bat but
outstanding on-base knack, good eye, will
bunt for hit . .. threat to steal.

Cindy Sherman, third base: middling
range but super quickness, Gold Glove,
hasn’t missed a ball hit her way in two
seasons . . . disciplined hitter, pulls inside
pitch for distance . . . selfless player, cinch
to sac bunt or hit behind runner.

David Salle, center field: uncanny

,| range and glove, fluid speed, [Roberto]

Clemente type, makes it look easy . . . line-
drive hitter all fields, league-leader
doubles and triples, rally-maker ...
temperamentdl, injury prone.

Anselm Kiefer, first base: two-ton
Teuton, just adequate at position, can be
bunted on . . . fearsome slugger, aggressive,
bad-ball hitter, can take anything down-
town ... slow but intimidating on bases,
catcher advised not to block plate.

Julian Schnabel, right field: Reggie
Jackson clone. . . erratic glove, grandstand
catches may follow initial misjudgment,
arm strong but wild ... picture swing,
strikeouts and homers in bunches, scary in
clutch . .. Mr. October.

Ken Price, designated hitter: pure
hitter, great bat control, strokes the ball,
consistent .300 . . . no threat on bases.

"' |

WAYNE KRENCHICKI

OLES

Brice Marden, second base: keystone
pro, range limited but good jump, unreal
pivot ... tough out, sometime power ...
knows the game, team captain.

Susan Rothenberg, left field: me-
dium glove, unstylish but determined,
body-blocks short hop . . . strict pull hitter,
streak power ... consistent effort, home-
town favorite.

Joel Shapiro, catcher: solid, smart,
calls a good game, good arm but release has
lost snap . .. contact hitter, rarely strikes
out, longball infrequent . .. slow but wily
on bases.

And on the mound:

Frank Stella, starting pitcher: ageless
vet, owns the ball .. . heat diminished but
sneaky with awesome pitch assortment,
super control, mixes speeds, throws
changeup for strike ... competitor, will
brushback.

Ed Ruscha, short relief: submarine
delivery . . . indifferent heat but slider and
screwball sparkle, keeps everything low.

Jonathan Borofsky, long relief: ev-
ery kind of slow, junk exclusively ...
jughandle curve, great knuckler, confusing
windup . .. control doubtful.

Keith Haring, pinch runner: rabbit
speed, incautious but known to outrun
pickoff, first to third on anything.

So there’s the team a formidable one
(with a payroll to match). Will I stop here?
Would you?

General Managers: Willem de Koon-
ing, Jasper Johns.

Manager: Leo Castelli.

Coaching Staff: Louise Bourgeois,
Ellsworth Kelly, Malcolm Morley,
Richard Serra, Cy Twombly, Andy
Warhol. h

Scouts: Betsy Baker, Mary Boone,
Paula Cooper, Holly Solomon.

Batboy: Scott Burton.

Trainer: Chris Burden.

Grounds Crew: Walter de Maria,
Michael Heizer.

Statistician: Lawrence Alloway.

Umpiring Crew: Rosalind Krauss,
Douglas Crimp, Craig Owens, Ben-
jamin H. D. Buchloh. (Krauss Crimp
Owens Buchloh—they even sound like
umpires.) Rulebook deconstructionists,
they tend to award first base on foul bglls
and to throw everybody out of the game.

National Anthem: Laurie Anderson.

Bird Mascot: Rene Ricard.

Howard Cosell: Hilton Kramer.

And so on. (Additions and alterfatives
invited.)

Some might object to the above on the
grounds that art is not a game. But then
neither is baseball.

It occurs to me that two years ago most
of my lineup would have been different.
mement, certain seem
with the'irama of urgent issues, tasfes,
and yearnings, but of course it’s not all
their doing. These individuals slip info and
then out of focus as cultural attention
shifts between near and far, surface and
depth, center and periphery. Enefgy and
quality do count, but always in context. A
home run is just a lost ball if fio one who
cares is watching#Knowledge of art pre-
pares you for what you feel on seeing a
genuinely new work: that you have been
waiting and waiting for only this thing.
The meaning of ritual events is, being al-
ways the same, to hone the edge of the
unique present, the instant that will never
repeat and never be forgotten.

Think of the way baseball balances its
star system with long, long rhythms of life
and time. Each season begins in careless
spring and ends in darkening autumn, and
baseball’s present is absolutely continuous
with the ever-renewed memory of stars

and seasons gone before any of us were
born. Each baseball star's career mounts

through classical stages, from rough youth
to honored old age (usually before 40)—a
standard trajectory indelibly imbued with
the individual’s legend. In the beginning is
the end, and vice versa. It’s something fans
savor in October.

Art is crueler. At least in modern times,
the rhythms are short and broken. The
unflagging, continually compelling career
is a rarity. There is no rulebook. Art’s very
premises can seem to change overnight.
(They dpn’t, really, but the shape of art’s
continuity is so vast and dim that it is
apprehended only in the best moments of
the best minds.) “Stardom” is chancy in
the long as well as the short run: it can be
conferred or snatched away posthumously.
The culture’s uses for art alter constantly.
Treasures become white elephants, and
the other way around, in a twinkling. Great
art returns, but in ways and for reasons
that would amaze its makers.

Isn’t there a softening poignance in all
this contingency? Such vicious tem-
porality—the still-operating syndrome of
15-minute fame-—may represent some
harsh, necessary wisdom of democracy, as
I'm sure Tocqueville (that smart aleck)
once said somewhere. We'll permit all sorts
of people to dominate, if only for the fun of
knocking them down. This is so much part
of us that complaining about it is probably
a waste of breath. On to Halloween. W

tation of experimental art. .
That would be ironic indeed, given th

conservative disposition that’s been sur-
facing in alternate spaces lately. Funders
may harbor an image of dripping latex and
doves released at dawn, but P.S. 1 has to
contend with a wvery traditional cutting
edge. “What’s odd that’s going on now,”
Heiss observes, “is that there’s a tremen-

dous return by younger uﬂmb;e.o making

dragging out our pedestals, and the people
who are asking if you have them are the
young artists.”

So much for the “painted word,” the
“eclipse of distance,” the “decline of qual-
ity,” and all the other catch-phrases that
make up the political context within which
the NEA judges the intentions of contem-
porary art. “It’s kind of funny,” says Heiss,

Random Notes

Idea for a book: Accident or Humocide?
(Case histories of people who have laughed
themselves to death—including the jokes

that did it??2??)

L ]

New idea: Ronald McDonald is named
in paternity suits. The question? Is he the
father of three-year-old Bozo Ferris and
two-year-old Chuckles Lyndhurst? Hmm!

static

“that all of us

should be. caught with our
m“:u‘»'- > ci | ]
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sance to David, likewise official. The com-
bination is bizarre, and would probably be
outlawed in Russia, but it is actually hard
to tell. Combining outtakes from Tiepolo,
Fuseli, and Delacroix with inserts from
various state chestnuts (mostly in the
grisly form of Stalin, but also including
Lenin lying in state and the Kremlin as a
fairy castle), K. and M. unify everything
with the brown-gravy shadows and dra-
matic highlights of the Caravaggisti.
Ultimately I think these are fairly hor-
rible paintings—except possibly the
haunting I Saw Stalin Once When I Was
a Child—but they’re hardly meant to be
taken strictly as paintings. And there are

so many different ways to think about
these dazzling one-liners that they acquire
a certain substance anyway. They are ac-
tually a kind of historicist Conceptualism
which adds to its ironies (in fact could not
be nearly so ironic without) the extremely
proficient use of academic technique.
The paintings have a freakish time-
warp quality unequaled since Carlo Maria
Mariani’s renditions of Ingres were seen at
Sperone Westwater Fischer last spring.
But Komar and Melamid work in series
and with a uniform color system—the
brown is always relieved by bright red,
usually in the form of a red curtain or
drape—which makes their self-conscious-

ness and contemporaneity explicit. They
are closer in ambition, if not in achieve-
ment, to Gilbert and George. This exhibi-
tion also includes the unusual purely Con-
ceptual efforts, but it is the painting which
will make you think twice. (Ronald
Feldman, 31 Mercer Street, 226-3232,
through October 30)

[ ]

In closing, the Robert Ryman paintings
at Blum Helman offer a self-consciousness
in/of painting diametrically opposed to
but every bit as steeped in criticality as
Komar’s and Melamid’s. Part of this gal-
lery’s second big-name, three-artist show,
Ryman’s four paintings rather overwhelm

perfectly decent works by Twombly and
Richard Tuttle the way Johns’s new paint-
ings outdid Kelly and Serra last spring—
and they occupy the same closed-off corner
of the gallery. The paintings vary tremen-
dously in the aspects Ryman has estab-
lished as essential to painting: paint, paint
application, size of support, notime of sup-
port, and support of support (i.e., its at-
tachment to the wall). The cumulative ef-
fect of all these mundanities is extremely
but far from totally mystical. It’s very rare
to see four paintings state one artist’s in-
tentions and achievement so fully. (Blum
Helman, 22 West 57th Street, 245-2888,
through October 9) | ]

From the Makers of
“Gee, Your Hair
Smells Terrific”

“Hey, Your Eyes Are Bulging Beauties”

“Say, Your Snout Is Outstanding”
“Gosh, Your Mouth Tastes of Marzipan”

“Holy Cow, Your Hands Are Young-Looking”
“Wow, Your Ears Look Like Dr. Spock’s”
“Yeow, I Can Hardly See Your Acne Medication”
“Damn, This Product Costs a Small Fortune”

. —Hugo Flesch
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NEW ARTISTS

at Madison Square Garden
October 8—11, 1982

The second annual
international juried
expo and sale of 4
their work by &
175 emerging

fine artists

Admission *3.75

Fri 12:30 PM-10 PM

Sat & Sun 11 AM-10 PM
Monday, i« dy 11 AM-8 PM

e madison square garden center
e lxmimqrmm e

“
)
»

LECTURES.
EMicL1o AmBasz  Dan GRAWAM
PETER EISERMAN

Dace McConaty  Joun Heabux

(212) 598-3481

A R I o DANTEL LiBeDinsk

Nancy GRAVES
MaR10 GANDELSONAS
o RicHaRD Merer
o JANES WINES
« ROBERT STEIN
o Joser KLE1HUES
o ARATA [sozak1
« CARL Ausock
o DENNIS OPPENHEIM
o Mary Miss
’ © ANTOINE GRUMBACH
© CHARLEMAGNE PALESTINE
* LAURENCE WIENER
® Yors StorLov
. SEMINARS AND COLLOQUIA * KENNETH FRAMPTON
WITH A MAJOR INTERNATIORAL FACULTY * punocs Dean
JACKIE WiNDSOR
Nancy Hovt J
ANGIOLA CHURCHILL

THE LANGUAGE OF ARCHITECTURE
OPEN TO THE PUBLIC ek or kot
SaTurDAY DAv-LoNG SEMINARS FOR [REDIT

Oct. 9, 16, 23, 30, anp Nov. 6, 13
Course credit for this and other seminars:

Department of Art and Art Education
School of Education, Health, Nursing, and Arts Professions
New York University

NAN/YSYII

ORGE GLUSBERG

ART

ALISHEAN) YSOA MIN LHV NI SHONLS

3482

PAINT

Five days a week in my
spacious workshop studio
of evenings or weekends
for $17.00 per week
929-2133 or 675-1445
D. MARDER
114 W. 14St. N.Y.C. 10011

62 Fhird

SILK SCREEN SUPPLIES -
INKS-SCREENS-SQUEEGEES
FABRICS-FILMS-ACCESSORIES

FINE ART MATERIALS

NEW YORK CENTRAL ART SUPPLY CO. 473-7705

CENTRAL

SUPPLY

Avenue, New York, N Y, 16003

Open Mon.<Sat. 8:30-6:30 - plenty of parking
SHOP 8Y MAIL OR PHONE WITH YOUR CREDNT CARD

2861 21 Y380L00 IDIOA a

PHOTO SCREENS
CAOWN ART PROBUCTS
75 EAST 13 81

SILK SCREENS
673-0150

Next seminar November 6th




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

Collection:

Series.Folder:

The Museum of Modern Art Archives, NY PAD /D

L1731

5,
T R o R SRR B T s

-

o W mhﬂ N R N S —— ~
0?}?61(3

 EheX

ARTS LEISURE Apri

o Antiques 28 Bridge3 =

: Architecture 31 Camera3 .

s e . Chemsdy - 813 e

- Dancel, 18 Gardens 34 Vi

~"Film 17 Leisure Front 34

Music 21 Numismatics 37 -
Recordings 23 Stamps 36
TV Listings Sect. 2A ; &
Television 1, 27

Ao v e b
(o

N
&is ~ % &)
P N e vt e e

N -

o Reagan’s Arts .\

Theater 1,5, 6 Copyright ©1983 The New York Times
D it e

R

AR’

p

it

i Chairman
. Brings Subtle
~ Changes to the

. Endowment

2 R v By ROBERT PEAR

money sources. i

With each new chairman of the Endowment comes a
different style of management, a different view of the
proper relationship between government and the arts.
After more than 18 months as chairman, S.M.
Hodsoll, a former aide in the Reagan White House, has
made clear his priorities. He has, like all his predeces-
_lo;;tbecomeanadvoutetorthem.

E

Has¢
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Some

observers see tothe White House Chief of
Staff, James A. Baker 3d,

a more
dramatic “The criticism was that I

% looked like a political appa-
conservative ichiieoming cverhers.
shiftinthe  BeSa roweio s

offing.

Heritage
Foundation termed the “politicization” of the Arts En-
dowment under President Carter. They regarded the last
chairman of the agency, Livingston L. Biddle Jr., as a
“‘populist” who had shifted money away from “elitist” in-
stitutions to grass-roots arts organizations for political
reasons rather than on grounds of merit. Mr. Biddle
denied such criticisms. :

It is not easy to measure the changes at the Endowment
under Mr. Hodsoll because the heart of the agency’s work,
the evaluation of applications for Federal grants, is done
behind closed doors, and only the winners are announced.
Grants are awarded on the basis of recommendations by
the National Council on the Arts, which is composed of 26
Presidential appointees, and peer-review panels com-
Continued on Page 26 :
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translates as four more weeks to put

Whereas dance companies once de-
pended upon touring for income, even
profit, increased travel expenses and
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'Rcagan‘fs Arts Chairman Bring

\bership of the T
:changes slowly, there is no sudden
'ghift in patronage after the election of
\anew President. -5

+  But there have been ¢ 3 -
. ®Mr. Hodsoll quickly put per-
\sonal stamp on the agency. He has

‘agency more tightly than his prede-
«cessars and displays an intense con-
;cern with detail, ‘“Wehave gone from
‘being loose as & gocee to being tight as
‘a tick,” said Norman B. Champ Jr.,, a
member of the National Council on the
.Arts, who is also a trustee of the St.
Louis Art Museum.

oConservatives and neoconserva-
tives have been appointed to key posi-
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zations, he says, can use the “‘impri-
matur’’ of the Endowment to seek
money from individual patrons, cor-
porations and foundations. Mr. Hod-
soll has created a new high-level, full-
time position on his staff for a person
who tries to arrange private sector
support of the arts. ‘

One of the Reagan appointees, Mr.
Lipman sees a danger in too much
Government support for the arts. He
says he is not sure whether the En-
dowment should even exist “in the
best of all worlds,” but, as a ““realist,”
he accepts its existence. At the last
meeting of the council, Mr. Lipman
sharply criticized a $90,000 grant for
the revival of old-time radio comedy,

‘The New York Times/George Tames

saying it was popular entertaintment
rather than highart. \ s
Ruth Berenson, the Endowment’s
associate deputy chairman for pro-
grams, describes herself as a “Rea-
gan conservative’ and said she was a
“political appointee recommended by
the White House.”” She wrote art criti-

. “almost all’”’ grant applications be-

fore they go to the chairman for ap-
proval. :
The conservative appointees have

. Endowment also gives sums ranging
from $3,000 to $25,000 as fellowships
for individual poets, painters, chore-
ographers, composers and play-

ts

New York, as the major national
center for the arts, gets more than any
other state: 28 percent of all the
grants and 23 percent of all the money.
But some of the dollars also turn up in
unexpected places. The Endowment
provided §22,500 to a museum in Sitka,
Alaska, to catalogue ‘“‘one of the finest
collections of Alaskan Indian and Es-
kimo art in the country.” It provided
$22,835 to the North Dakota Council on
the Arts to support a photo-documen-
tary exhibition of wrought-iron fu-
neral crosses. And Florida got $22,600
to train apprentices in traditional arts
such as Seminole patchwork design,
basketry and old-time fiddling. .

At a time of fiscal austerity, Mr.

. e At

“There has been no e
House to run this ag:
S. M. Hodsoll, Arts !

Hodsoll says, the Endowment must
maintain its financial commitment to
individuel artists and smaller organi-
zations, especially those in the avant-
garde, at the “cutting edge” of the
arts, who are * the edges of
the current esthetic criteria.”” But by
temperament, he is cautious, and ac-
cording to long-time employees of the
agency, he tends to shy away from
‘projects that might provoke contro-
versy.

Since taking office in November
1981, Mr. Hodsoll has questioned 31%,
or 5.5 percent, of the 5,727 grant appli-
cations recommended for funding by
peer-review panels. In most cases, the

staff was able to answer his questions.

But 34 of the 316 applications were re-
turned to the panels for further discus-
sion, according to statistics compiled
by the chairman'’s office.

In other cases, Mr. Hodsoll took his
concerns directly to the National
Council on the Arts. In 15 cases, he re-
jected grant applications with the
council concurring. In five cases, the
council urged him to afB¥ove the ap-
plications, but he decided to reject
them. He approved eight grants that
he had taken to the council with ques-
tions or recommendations for disap-
proval. Thus, data collected by the
chairman’s office show that he ulti-
mately rejected 20 of the 5,727 applica-
tions endorsed by the advisory panels.

His predecessor, Mr. Biddle, said he

either
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ijg social structures™; $5,000 to the
Waumbek Center in Jefferson, N. H.,
workshops in the performing and
arts; $1,000 to the Bear Repub-
lic Theater in Santa Cruz, Calif.

at also gives sums ranging
D to $25,000 as fellowships
poets, painters, chore-
composers and play-

, &8s the major national
he arts, gets more than any
: 29 percent of all the

12 percent of all the money.
if the dollars also turn up in
places. The Endowment
12,500 to a museum in Sitka,
atalogue “one of the finest
of Alaskan Indian and Es-
the country.” It provided
North Dakota Council on
support & photo-documen-
tion of wrought-iron fu-
es. And Florida got $22,600
rentices in traditional arts

California Center for the Arts, to
artists find jobs with corpora-
ons in the Los Angeles area.

The Political Art Documentation
group, which describes itself as a
“eft-to-socialist” organization, de-
nounced the chairman’s veto as an act
of “political censorship,” which he
denied. Mr. Hodsoll said he had re-
jected panel recommendations for

mam reasons: Either the project
d not conform to the published
gilldeunu for a particular field, orthg
minole patchwork design, e on an applicant, including the
d o!d-tlme fiddling. . record of panel dauberaﬂom failed to
of fiscal austerity, Mr.  document artistic quality of “national

\

- has been no éff;)rt by the White
= to run this agency,’ says Francis
odsoll, Arts Endowment head.

the Endowment must orregional significance.” .
financial commitment to At the last meeting of the National
rtists and smaller organi- Council on the Arts, Mr. Hodsoll
iecially those in the avant-  raised questions about ‘‘environmen-
he “cutting edge” of the tal art” projects that seemed to
re “‘pushing the edges of stretch the definition of art. To be
esthetic criteria.” But by ' sure, this is a time in which the defini-
nt, he is cautious, and ac-  tions of art are in constant flux, mak-

ng-time employees of the  ing judgments particularly difficult.
tudlmlbyawaym ‘The merit of some of the projects sub-

provoke contro-  mitted tg the Endowment is an issue

on which reasonable people, politics
aside, might well disagree.
The particular projects which Mr.
Hodsoll questioned were described
this way in confidential documents
- ded to council members:

~will involve mounting six to 18 micro-
: just below the steel grid road
surta e of the Brooklyn Bridge to cap-
ture the ‘singing’ tones produced by
. thevibre metal structure.”

tation Show,” a publlc

f Changes to the Endowment

said they were pleasantly surprlsed ¢
when Mr. Learsy, a conservative busi-
nessman, defended the environmental
art projects. Mr. Learsy, a collector of
contemporary art, said it was a fal-
lacy to believe that avant-garde art
was the exclusive province of people
on the political left. *“Being conserva-;
tive does not mean that you have to
paint pretty pictures’’ in traditional
nyles he said. The true conservative,
he said, zealously protects the artist’s
right to express himself in any style,
free of government interference.
Nevertheless, Mr. Hodsoll's action
in holding up grants has caused anxi-
ety in and outside the Endowment. Ir-
vine R. MacManus, assistant director
of the agency’s museum program,
AOved Ty & pal, 1 et tik thok
by a panel, I don’t t
m should be second-guessed by

_thestaff of the Endowment.”

Mr. Hodsoll has gained

respect
_from those who champion the arts in

Congress. Representative Sidney R.
Yates, Democrat of Illinois, said the
chairman was doing as good a job as
he could within the budget constraints
imposed by the Reagan Administra-
tion. But Mr. Hodsoll still does not
enjoy the full confidence of people in
the art world. A recent article in Af-
terimage, a journal published by the
Visual Studies Workshop in Roches-
ter, N. Y., which runs a graduate pro-
gram in cooperation with the Roches-
ter Institute of Technology, said that
his vetoes of even a few panel recom-
mendations ‘‘create vast seas of para-
noia” and ‘“‘repress artists’ political
dialogue since it seems that the grants
being: vetoed are politically not to
Hodsoll’s liking."”

L]

But what does it mean to be ‘“‘con-
servative” in the arts? For some con-
servatives, it means that the Govern-
ment’s role in the arts, as in other
fields, should be reduced to a mini-
mum. Some conservatives would en-
trust the production and distribution
of art to the marketplace laws of sup-
ply and demand.

However, intellectual conservatives
tend also to support an elitist view of
art. They want to promote “high'’ or
“‘serious” art, and they lament the de-
terioration of standards. This attitude
appears to contradict the one that
says, “Let the marketplace decide.”
For popular taste prevailing in the

marketplace may well reject the for-
mal standards favored by a conserva-’
tive. "

What is the solution? Conservatives
tend to see two types of audience: a’
large audience for popular art and a
smaller audience for serious art. They
see a possible role for Government as-
a patroa of last resort, where private
patronage seems unable or unwilling
to support art of permanent value.

Thus, in its 1880 report, the Herimge
Foundation said that the National En-
dowment for the Arts “must finally
acknowledge that the enduring audi-
ence for art is largely self-selecting, a
relatively small public marked by the
willingness to make sacrifices of other
pleasures for the sake of artistic ex-
perience.” That section of the report
was written largely by Mr. Lipman.

Mr. Lipman wants the agency to
concentrate on ‘‘high art.” He defines
such art as “‘an esthetic activity that
aims, above all, at permanence; that
attempts to tie together past, present
and future; that sees itsel! as being
beyond the moment.””

But Mr. Hodsoll says: “I don’t know
how to define high art. Some basket-
weaving is excellent. That Eskimo
stuff is extraordinary. What is our cui-
ture? It’s a tremendous kaleidoscope.
To call something high art doesn’t add
much to the discussion.”

One of Mr. Hodsoll’s new efforts il-
lustrates the difficulty of attaching
political labels to cultural policy. In a
test program, he is providing $2 mil-
lion to city and county arts agencies to
see whether the Federal money stimu-
lates local governments to provide
additional support for the arts. The
program advances the goals of Presi-
dent Reagan’s ‘‘new federalism,”
which seeks to return decision-mak-
ing authority to the local level, But it
could just as easily have been started
in the name of populism under Presi-
dent Carter.

The Reagan Administration alien-
ated many artists and arts adminis-
trators wk;en it asserted, in 1881, that
“‘tunding for artistic and literary pur-
suits is a relatively low-priority
budget item.” Mr. Hodsoll has said
that his biggest job after taking office
was to “‘rebuild a sense of confidence”
in the Endowment. How successtul he
will be, and how his policies will affect
the arts in America, remain to be-
seen. ]

\
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The diversity, the vibrance, and the ork
“problem” of Jewish life in Warsaw
\ before World War Il is examined in this Tuesday and
documentary marking the 40th Saturday on the
Anniversary of the Ghetto Uprising. Op-Ed page
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Rudolf Bonvie Michael Lebron
Werner Biittner Robert Longo

Klaus vom Bruch  Klaus Mettig

Nicole Croiset Marcel Odenbach
Felix Droese Annette Pfau von den Driesch
John Fekner PADD

Mike Glier Tim Rollins
GRAPUS Ernesto Tatafiore
Waggi Herz Thomas Wachweger
Jenny Holzer Nil Yalter
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Der Bonner Kunstverein erdffnet am Freitag, dem 9. Dezember 1983,

um 20 Uhr die Ausstellung
ANSATZPUNKTE KRITISCHER KUNST HEUTE

Es sprechen:

Dr.Margarethe Jochimsen
1.Vorsitzende

Hans-Ulrich Klose
Mitglied des Deutschen Bundestages

Sie sind mit Ihren Freunden dazu herzlich eingeladen.

In Zusammenarbeit mit der Neuen Gesellschaft filir bildende Kunst, Berlin

Mit Unterstiitzung des Kultusministeriums des Landes Nordrhein-Westfalen

Zur Ausstellung erscheint ein Katalog mit einem umfangreichen
Bildteil und Texten von Margarethe Jochimsen, Annelie Pohlen,

Stephan Schmidt-Wulffen, Barabara Straka und Peter Hielscher.

Ausstellungsdauer: 10.12.1983 - 29.1.1984
Offnungszeiten: Di,Mi,Fr von 10-17 Uhr, Do von 10-19 Uhr,
Sa,So von 11-13 Uhr, Mo geschlossen

BONNER KUNSTVEREIN, Adenauerallee 7, 5300 Bonn 1, Tel.:0228-224800

Entwurf umseitig: Werner Goétzinger, Bonn
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The Window

June 12-July 29, 1982

The New Museum

Political Art
Documentation/

Distribution

Public Works Commitee
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Statements

Political Art Documentation/Distribution (PAD/D) is a progressive
artists’ resource and networking organization coming out of and
into New York City. Our goal is to provide artists with an orga-
nized relationship to society, to demonstrate the political effec-
tiveness of image making, and to encourage the development of
new social and activist art forms. We want to become a channel
through which artists can take responsibility for their own and
others’ lives.

PAD/D’s theory is developing out of experience instead of from
an idealized notion of a “political art” that remains as separated
from action as the art we're educated to make. While we want to
move beyond the isolation and alienation of the art world, it is
important to us to remain artists, to maintain contact with our
roots as image makers, to recognize the social importance of
making art. We'd like to encourage the fearless use of objects
and support disenfranchised people in making their own uncolo-
nized art. We reject the way the art market denies art's social
function and defuses it by setting up false dichotomies between
abstraction and figuration, “political and formalist,” high and low
culture. Perhaps the most insidious idea we have to combat is
that an artist has to give up art to be involved in the world, or give
up the world in order to be an artist (the alternative being that im-
potent neutral ground currently offered artists by the dominant
culture). We are convinced that it is possible to overcome the
conflict between “my own work” and outreach, between collec-
tive work and “getting back to my studio.” Individual talent, or the
self, is not lost but clarified and enlarged through social practice.

PAD/D wants to restore the central role of art in our culture. Art
is about matter, material, reality, whether it's abstract or repre-
sentational or conceptual. It’s about real life, about how we see,
touch, experience, feel. Art and politics have in common the ca-
pacity to move people. But we have to be very clear about who
we are moving and why, whose reality our art work reflects.

We have to criticize and accept criticism. We have to stop the
classic product of art-world competition of putting down every-
body who's not making the same kind of political art we are.
PAD/D cannot serve as a means of advancement within the art
world structure of museums and galleries. Rather, we have to de-
velop new forms of distribution economy as well as art, to open
up the old forms, and, most importantly, to support each other in
our efforts to understand the process of doing so.

In a nation where oppression is primarily carried out on an
ideological level through control of communication, we recognize
the central importance of making powerful cross-cultural images,

of creative opposition to the dominant culture. One of PAD/D's
most crucial tasks is to build an understanding of the impor-
tance of the artist in the construction of a new “people-not-prof-
its” society. By initiating and sponsoring public-art actions
through our Public Works Committee, PAD/D hopes to expand
contact between artists and nonartists and make progressive art
a more forceful and accessible presence in the culture at large.

Political Art Documentation/Distribution

In our project for The New Museum’s window —Don’t Buy This/
No Compre Esto—we came together against the military build-
up and the distorted framework this provides for our lives. Up to
twenty Trident submarines are slated to be built as federal subsi-
dies are yanked from a decaying transit system. “First-strike”
cruise missiles will be based in Europe as job training centers
close and the CETA program is ripped apart. The MX missile and
a B-1 bomber fleet are “launched” while health care and housing
become both inadequate and too expensive. (Do we have a right
to life?)

We wanted to articulate these relationships and move people
toward consideration of concrete social transformation, toward
conversion from a death-based to a life-based economy through
theirfour participation.

When you pour energy, money and resources into weapons
and not into life-sustaining programs, how can you ultimately
expect anything but death?

Public Works Committee
Collaborators on “The Window”

The Window, a showcase display on 14th Street east of Fifth
Avenue, is supported by a grant from the National Endowment
for the Arts in Washington, D.C., a Federal agency, and is
made possible in part by public funds from the New York State
Council on the Arts.

Design: Laurie Rippon

Composition: Talbot Typographics, Inc.
Printing: Metrographics, Inc.

Photo: David Lubarsky

The New Museum 65 Fifth Avenue, New York, N.Y. 10003 (212) 741-8962
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Political Art Documentation/Distribution
Public Works Committee

Selected Public Works
PAD/D’s public works encompass a variety of exhibitions, conferences,
public demonstrations, slide presentations and discussions, and other
events. In the selected listing of these projects which follows, letters
appearing after each entry correspond to the following categories which
describe the nature of PAD/D's involvement in these projects:

[a] organized wholly by PAD/D

[b] organized by PAD/D and another group or coalition of groups

[c] organized by other groups who invited PAD/D to participate

[d] organized by other groups and PAD/D took part
Public works organized by PAD/D andlor other groups are presented in
galleries as well as in the streets and other public sites. For these pro-
jects PAD/D creates art in a variety of media, including painting, sculp-
ture, environments, graffiti, posters, performance, theater, film, and visual
displays for public demonstrations. PAD/D is often invited to organize ex-
hibitions and to give slide shows and discuss activist art.

1981

Mar. 8 In Celebration of International Women's Day, Craft Student's
League Gallery, YW.C.A., New York (exh.) [b]

How Far Can We Go: Networking from a Eginist Base, Frank-
lin Furnace, New York (conference) [c]

Apr.1-18 Death and Taxes, art projects on sites throughout New York [a]

May 3 Image War on the Pentagon, Washington, D.C. (part of march
against U.S. intervention in El Salvador) [d] @)

The Social Possibilities of Art, Ethical Culture Society, New
York (slide show/talk) [c] a)

International Day of Action on Reproductive Rights, New York
(march/rally) [c]

June 19  No More Witch Hunts, Astor Place, New York (rally) [c]

June 26- Demonstrate! Agitate! Participate! Communicate! Liberate!,
July Gallery 345, New York (exh) [a]

1982
Jan. 26- Working Women/Working Artists/Working Together, Gallery 1199,
Mar. 6 Martin Luther King, Jr. Labor Center, New York (one of r@

exhibitions organized by PAD/D members Jerry Kearns and
Lucy R. Lippard acting as liaisons between PAD/D and cultur-
al program of National Union of Hospital and Health Care
Employees)

Feb. 26-28 The February 26 Movement, Martin Luther King, Jr. Labor Cen-
ter, New York (conference) [a]

Apr. 2-30 Mixing Art and Politics, Randolph Street Gallery, Chicago
(exh.) [c]

May-July Urban Activist Art: New York, Los Angeles, Social and Public
Art Resource Center, Venice (Calif.) (exh.) [c]

June 12 June 12 Disarmament Rally, New York [d]

June-July Windows for Peace, 339 Lafayette, New York (exh.) [a]

Second Sundays

“The Second Sunday public forums. . .evolved from a need to show and
discuss individual works, to get feedback, to find other socially involved
artists to talk and work with, to convey information on specific political
issues from organizations to artists, and to compare public response and
effectiveness.”

Mar. 22

May 31

June 16

art
(Meetings were held on the second Sunday of every month. The chrono-
logical list below begins in November 1980 and ends in June 1982; there
were no meetings in July and August 1981

Subject or Title and Speaker(s)

History of Alternate Spaces Tim Rollins

Art of Resistance Lucy Lippard, Herb Perr, Irving Petlin, and others

“Corporate Imagery: The Hieroglyphs of Capitalism (Logos, Trademarks
and their Socio-Political Implications) Iving Wexler ;

“All You Need Is Love?” (fundraiser party) ¢ L/ de fuow bq Aunc Prpone—

War Tax Resistance Ed Hedeman (The War Resister's League)

“Death and Taxes" (group discussion)

History of Abortion Rights Karen Durbin (No More Nice Girls), Lyn
Hughes, Harriet Lazarowitz (Committee for Abortion Rights and
Against Sterilization Abuse), Anne Pitrone

Civil Liberties and Domestic Surveillance (in preparation for “No More
Witch Hunts”) Anne Marie Buitrago (Fund for Open Information and
Accountability), Margia Kramer, Michael Ratner (Center for Constitu-
tional Rights)

Works in Progress Vanalyne Green, Jerry Kearns, Anne Pitrone

“China, China” [film] Etti DeLaczay, Herb Perr, Irving Wexler

“Art & Ecological Issues” Robert Huot, Lucy Lippard, Herb Perr

“Unauthorized Art in Public Spaces Michael Anderson, Joan Gianna-
chini, Jeanette Ingberman, Stan Kaplan, Anne Pitrone, John Zirinsky
(Legal Aid Society)

“Billboards of the Future” Stuart Ewen

“Socially Concerned Art in the Art World: A Critique” Vanalyne Green,
Herb Perr, Irving Wexler

People’s Art of Nicaragua Eva Cockcroft

“Carnival Knowledge® Nancy Barton, Linda Davenport, Lyn Hughes,
Tom Masaryk, Anne Pitrone, Howard Rodman, Gilda Zwerman (all of
the group Carnival Knowledge)

Hispanic Culture and Struggle Daniel Flores, Catalina Para, Juan
Sanchez

“The Fate of the Art: Evaluation of June 12 Rally Visuals” Lyn Hughes,
Lucy Lippard

Selected Bibliography

Articles and Reviews # Lawachirg PA oD

Adams, Don and Goldbard, Arlene. S‘Putting Our Heads Together: A Na-
tional Brainstorm,” Cultural Democracy [Baltimore], Issue Number 20,
March 1982, pp. 2-3.

——. “South of the Border,” Fuse [Toronto], May/June 1982, p. 15.

Cockcroft, Eva. “Political Artists Groups Mushroom in February,” Art-
workers News, March 1982, pp. 2-3.

Kearns, Jerry and Lippard, Lucy R. “Waking Up in NY.” Fuse, March/
April 1981, pp. 99-101.

Lippard, Lucy R. “June 12: Post-Vivem,” Village Voice, July 13, 1982, p. 79.

Metz, Holly. “PAD Notes Some Political Gains with Artists," Artworkers
News, November 1981, p. 28.

Publications by PAD/D

1st Issue, February 1981, 4 pp.; and no. 2, May/June 1981, 8 pp.

Upfront, no. 3, December 1980/January 1981, 12 pp.; and no. 4, February/
March 1982, 12 pp.
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Public Works Committee

Selected Public Works
PAD/D's public works encompass a varie,
public demonstrations, slide presentatio
events. In the selected listing of these
appearing after each entry correspond to
describe the nature of PAD/D’s involveme
[a] organized wholly by PAD/D
[b] organized by PAD/D and another gr
[c] organized by other groups who invi
[d] organized by other groups and PADI
Public works organized by PAD/D and/or
galleries as well as in the streets and ot
jects PAD/D creates art in a variety of
ture, environments, graffiti, posters, perfor,
displays for public demonstrations. PAD/
hibitions and to give slide shows and dis

1981

Mar. 8 In Celebration of International

League Gallery, YW.C.A,, Ne

Mar. 22  How Far Can We Go: Networkii

lin Furnace, New York (confer

Apr. 1-18  Death and Taxes, art projects o

May 3 Image War on the Pentagon,

against U.S. intervention in El

May 31 The Social Possibilities of Art

York (slide showhalk) [c] [(a

June 16 International Day of Action on
(marchirally) [c]

June 19 No More Witch Hunts, Astor

June 26- Demonstrate! Agitate! Particij

July Gallery 345, New York (exh) [:

1982
Jan. 26-  Working Women/Working Artist:
Mar. 6 Martin Luther King, Jr. Labor

exhibitions organized by PA!
Lucy R. Lippard acting as liai
al program of National Uni
Employees)

Feb. 26-28 The February 26 Movement,
ter, New York (conference) [a]

Apr. 2-30 Mixing Art and Politics, Ra
(exh.) [c]

May-July Urban Activist Art: New York,
Art Resource Center, Venice (¢

June 12 June 12 Disarmament Rally, Ne

June-July Windows for Peace, 339 Lafaye

Second Sundays

“The Second Sunday public forums. . .evc
discuss individual works, to get feedback,
artists to talk and work with, to convey in
issues from organizations to artists, and tc |
effectiveness.”
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Statements

Political Art Documentation/Distribution (PADID) is a progressive
artists’ resource and networking organization coming out of and
into New York City. Our goal is to provide artists with an orga-
nized relationship to society, to demonstrate the political effec-
tiveness of image making, and to encourage the development of
new social and activist art forms. We want to become a channel
through which artists can take responsibility for their own and
others' lives.

PADID's theory is developing out of experience instead of from
an idealized notion of a “political art” that remains as separated
from action as the art we're educated to make. While we want to
move beyond the isolation and alienation of the art world, it is
important to us to remain artists, to maintain contact with our
roots as image makers, to recognize the social importance of
making art. We'd like to encourage the fearless use of objects
and support disenfranchised people in making their own uncolo-
nized art. We reject the way the art market denies art's social
function and defuses it by setting up false dichotomies between
abstraction and figuration, “political and formalist,” high and low
culture. Perhaps the most insidious idea we have to combat is
that an artist has to give up art to be involved in the world, or give
up the world in order to be an artist (the alternative being that im-
potent neutral ground currently offered artists by the dominant
culture). We are convinced that it is possible to overcome the
conflict between “my own work” and outreach, between collec-
tive work and “getting back to my studio.” Individual talent, or the
self, is not lost but clarified and enlarged through social practice.

PAD/D wants to restore the central role of art in our culture. Art
is about matter, material, reality, whether it's abstract or repre-
sentational or conceptual. It's about real life, about how we see,
touch, experience, feel. Art and politics have in common the ca-
pacity to move people. But we have to be very clear about who
we are moving and why, whose reality our art work reflects.

We have to criticize and accept criticism. We have to stop the
classic product of art-world competition of putting down every-
body who's not making the same kind of political art we are.

PADID cannot serve as a means of advancement within the art
world structure of museums and galleries. Rather, we have to de-
velop new forms of distribution economy as well as art, to open
up the old forms, and, most importantly, to support each other in
our efforts to understand the process of doing so.

In a nation where oppression is primarily carried out on an
ideological level through control of communication, we recognize

the central importance of making powerful cross-cultural images,

of creative opposition to the dominant culture. One of PAD/D's
most crucial tasks is to build an understanding of the impor-
tance of the artist in the construction of a new “peopl&not-prof—
its” society. By initiating and sponsoring public-art actions
through our Public Works Committee, PAD/D hopes to expand
contact between artists and nonartists and make progressive art
a more forceful and accessible presence in the culture at large.

Political Art Documentation/Distribution

In our project for The New Museum’s window —Don’t Buy This/
No Compre Esto—we came together against the military build-
up and the distorted framework this provides for our lives. Up to
twenty Trident submarines are slated to be built as federal subsi-
dies are yanked from a decaying transit system. “First-strike”
cruise missiles will be based in Europe as job training centers
close and the CETA program is ripped apart. The MX missile and
a B-1 bomber fleet are “launched” while health care and housing
become both inadequate and too expensive. (Do we have a right
to life?)

We wanted to articulate these relationships and move people
toward consideration of concrete social transformation, toward
conversion from a death-based to a life-based economy through
theirfour participation.

When you pour energy, money and resources into weapons
and not into life-sustaining programs, how can you ultimately
expect anything but death?

Public Works Committee
Collaborators on “The Window”

The Window, a showcase display on 14th Street east of Fifth
Avenue, is supported by a grant from the National Endowment
for the Arts in Washington, D.C., a Federal agency, and is
made possible in part by public funds from the New York State
Council on the Arts.

Design: Laurie Rippon

Composition: Talbot Typographics, Inc.
Printing: Metrographics, Inc.

Photo: David Lubarsky

The New Museum 85 Fifth Avenue, New York, N. 10003 (212) 741-8962
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Political Art Documentation/Distribution

Public Works Committee

Selected Public Works

PAD/D’s public works encompass a variety of exhibitions, conferences,
public di ions, slide p ions and discussions, and other

events. In the selected listing of these projects which follows, letters
appearing after each entry correspond to the following categories which
describe the nature of PAD/D's involvement in these projects:

[a] organized wholly by PAD/D

[b] organized by PAD/D and another group or coalition of groups

[c] organized by other groups who invited PAD/D to participate

[d] organized by other groups and PADID took part
Public works organized by PAD/D and/or other groups are presented in
galleries as well as in the streets and other public sites. For these pro-
jects PADID creates art in a variety of media, including painting, sculp-
ture, environments, graffiti, posters, performance, theater, film, and visual

displays for public i PADID is often invited to organize ex-
hibitions and to give slide shows and discuss activist art.

1981

Mar. 8 In Celebration of | ional W 's Day, Craft Student's

League Gallery, YW.C.A,, New York (exh.) [b]

Mar. 22  How Far Can We Go: Networking from a Egqinist Base, Frank-
lin Furnace, New York (conference) [c]

Apr.1-18  Death and Taxes, art proj on sites throughout New York [a]

May 3 Image War on the Pentagon, Washington, D.C. (part of march

gainst U.S. intervention in El )il @

May 31  The Social Possibilities of Art, Ethical Culture Society, New
York (slide showftalk) [c] {a)

June 16  International Day of Action on Reproductive Rights, New York

(marchirally) [c]
June 19 No More Witch Hunts, Astor Place, New York (rally) [c]
June 26- D ! Agitate! Participate! C i ! Liberate!,
July Gallery 345, New York (exh) [a]

1982
Jan. 26- Working W /Working Artists/Working Together, Gallery 1199,
Mar. 6 Martin Luther King, Jr. Labor Center, New York (one of
exhibitions organized by PAD/D members Jerry Kearns and
Lucy R. Lippard acting as liaisons between PAD/D and cultur-
al program of National Union of Hospital and Health Care
Employees)

Feb. 26-28 The February 26 Movement, Martin Luther King, Jr. Labor Cen-

ter, New York (conference) [a]

Apr. 2-30 Mixing Art and Politics, Randolph Street Gallery, Chicago
(exh.) [c]

May-July Urban Activist Art: New York, Los Angeles, Social and Public
Art Resource Center, Venice (Calif.) (exh.) [c]

June 12 June 12 Disarmament Rally, New York [d]

June-July Windows for Peace, 339 Lafayette, New York (exh.) [a]

Second Sundays

“The Second Sunday public forums. . .evolved from a need to show and
discuss individual works, to get feedback, to find other socially involved
artists to talk and work with, to convey information on specific political
issues from organizations to artists, and to compare public response and
effectiveness.”

&
(Meetings were held on the second Sunday of every month. The chrono-
logical list below begins in November 1980 and ends in June 1962; there
were no meetings in July and August 1981.)

Subject or Title and Speaker(s)

History of Alternate Spaces Tim Rollins £
Art of Resistance Lucy Lippard, Herb Perr, Irving Petlin, and others -
“Corporate Imagery: The Hieroglyphs of Capitalism (Logos, Tr k

and their Socio-Political Implications) Irving Wexler E
“All You Need Is Love?” (fundraiser party) +$ L/de fuow bq Annc Privone—
War Tax Resistance Ed Hedeman (The War Resister's League)

“Death and Taxes” (group discussion)

History of Abortion Rights Karen Durbin (No More Nice Girls), Lyn
Hughes, Harriet Lazarowitz (Committee for Abortion Rights and
Against Sterilization Abuse), Anne Pitrone

Civil Liberties and Domestic Surveillance (in preparation for “No More
Witch Hunts”) Anne Marie Buitrago (Fund for Open Information and
Accountability), Margia Kramer, Michael Ratner (Center for Constitu-
tional Rights)

Works in Progress Vanalyne Green, Jerry Kearns, Anne Pitrone

“China, China” [film] Etti DeLaczay, Herb Perr, Irving Wexler

“Art & Ecological Issues” Robert Huot, Lucy Lippard, Herb Perr

“Unauthorized Art in Public Spaces Michael Anderson, Joan Gianna-
chini, Jeanette Ingberman, Stan Kaplan, Anne Pitrone, John Zirinsky
(Legal Aid Society)

“Billboards of the Future” Stuart Ewen

“Socially Concerned Art in the Art World: A Critique” Vanalyne Green,
Herb Perr, Irving Wexler

People’s Art of Nicaragua Eva Cockeroft

“Carnival Knowledge” Nancy Barton, Linda Davenport, Lyn Hughes,
Tom Masaryk, Anne Pitrone, Howard Rodman, Gilda Zwerman (all of
the group Carnival Knowledge)

Hispanic Culture and Struggle Daniel Flores, Catalina Para, Juan
Sanchez

“The Fate of the Art: Evaluation of June 12 Rally Visuals” Lyn Hughes,
Lucy Lippard -

(o

Selected Bibliography

Articles and Reviews # Lasnchirg pAPD

Adams, Don and Goldbard, Arlene. J‘Putting Our Heads Together: A Na-
tional Brainstorm,” Cultural Democracy [Baltimore], Issue Number 20,
March 1982, pp. 2-3.

——. “South of the Border,” Fuse [Toronto], May/June 1982, p. 15.

Cockceroft, Eva. “Political Artists Groups Mushroom in February,” Art-
workers News, March 1982, pp. 2-3.

Kearns, Jerry and Lippard, Lucy R. “Waking Up in NY." Fuse, March/
April 1981, pp. 99-101.

Lippard, Lucy R. “June 12: Post-Vivem," Village Voice, July 13, 1982, p. 79.

Metz, Holly. “PAD Notes Some Political Gains with Artists,” Artworkers
News, November 1981, p. 28.

Publications by PAD/D AN
1st Issue, February 1981, 4 pp.; and no. 2, May/June 1981, 8 pp.
Upfront, no. 3, December 1980/January 1981, 12 pp.; and no. 4, February/

March 1982, 12 pp.

PADI/D i ;
3ay (a fayc R (v




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

Collection:

Series.Folder:

The Museum of Modern Art Archives, NY

NEW YORK: Documents

_N.Y.P.A.D.D.
by Jerri Allyn

Art and politics do mix in New York City. The following
is a manifesto and account of the activities of P.A.D.D.
(Political Art Documentation/Distribution). The material,
compiled from previously published information, was
gathered by performance artist Jerri Allyn with editorial
assistance from critic Lucy Lippard.

PADD (Political Art Documentation/Distribution) is a progres-
sive artists’ resource and networking organization coming out of
and into New York City. Our goal is to provide artists with an
organized relationship to society, to demonstrate the political
effectiveness of image-making and to encourage the development
of new social and activist art forms.

PADD'’s theory is developing out of real experience instead of
from the idealized and romanticized notion of a ‘political art’ that
remains as separate from the action as the art we're educated to
make. While we want to move beyond the isolation and alienation
of the art world, it is important to us to remain artists, to maintain
contact with our roots as image makers, to recognize the social
importance of making art. We'd like to encourage the fearless use
of objects, and encourage and support disenfranchised people in
making their own uncolonized art. We reject the way the art market
has denied art’s social function and defuses it by setting up false
dichotomies between abstraction and figuration, ‘‘political and
formalist,”” high and low culture. Perhaps the most insidious idea
we have to combat is that you have to give up art to be involved
in the world, or give up the world in order to be an artist (the
alternative being that impotent neutral ground currently offered
artists by the dominant culture.)

" PADD wants to restore the central role of art in our culture. We
want to become a channel through which artists can take
responsibility for their own and other lives. We are convinced that
it is possible to overcome the conflict between “‘my own work”’
and outreach, between collective work and “‘getting back to my
studio.”” Individual talent, or the self, is not lost but clarified and
enlarged through social practice. So far, the most visible models
for understanding the i‘Bersor\all political fusion have been provided
by feminists, but we all know a number of people invisible to the
mainstream, who are doing equally important work to dispel the
tive separation between the personal and the political.
neg;DD recognizes the complex dialectic underlying creativity in
social contexts. We do not see the individual artist’s gifts and needs
ing replaced by a dogmatic notion of ““social work.” Instead,
we see one of PADD's central tasks as a conscious and patient
investigation of the historical twists and turns o