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Tor more than two millenia it has been supposad that if all the components of artis-
‘tic creation gould be iselated, studied, practiced and reasseémbied, human beings would
be in a better pesition to appreciate, teach and make art than they have ever beem in,
It is a compelling notion. Tf it has been uwseful at all, it has been only relatively so
in those past times when a traditional culture prevailed, when common stylea and tech-
niques made it possible to zgres on the nature of the artistic goal at hand. In recent
Western history, however, this has become scarcely less than batting oge's bead against

the wall for the apparently perverse pleasure of cccasionally stopping to catch one's
preath. Let us hope that this is one of those pauses.

The last serious attempt at Eormulation ef srtistic rules came sbout as & result of
the Wapoleonic regime's need for quick norms of both an institutional and an aésthetic
kind. The Academy, under the direction of Jacques Louis David, advenced Neo-Classicism
as an antidote to the Royalist rococo, genre and pre-romantic styles inherited £rom
pefore the revolution, 4nd a few years later, Ingres, talented as he was, fought
blindly to maintain it as THE standard agaimst the supposed subversions of Delacroix and
others of similar persuasjon. He became a villain in spite of himself, (althought there
are some today whe would make him inte a martyr), Since them, such attempts to analyze
and regulate art invariably have led to acadenicism.

st inpovation have been dedicated to the

Moreover, the continuing waves of moderni
e the nature of art camnet be fixed -

belief that creativity cannot be taken apart becaus
a common-sense judgment that can be easily separated from the mystique of holiness that
also accompanies this period, We might reflect upon this: most of us are pleased te
declare our sympathy with the contemporary art ut by wishing to systematically inves-
tigate creativity for the~sake GF estabTishing controls for teaching purposes, we may be
unconseiously searching for another, merely updated, azcademic rulebook. Ve teachers are
natural academicians, for teaching is much easier with such a backing. This teacher,
however, is going te propose a much harder way: the way of ignorance and uncertainty.
It {6 a way without rules .and without lesson plans. Its cnly platform is seratch, and
its only discipline is trial and error. But to justify this approach to the very preéss-
ing educational problem in this countxy, it is necessary to see why the conventional E
path to the problem is inadequate, why, in fact, we may be left with no other choice.

Three main questions have been posed by this seminar, concerning the artist’s
decision-making process as he works, his creative growth, and his relation to the cul-
tural past. (A fourth, asking whether there are not other guestions will be congidered
later.} I think it is ilmporiant to try tc answer thegse becavse it will help to under~
stand why they are hopeless queries with no future, and it will lead into what may be
more fruitful ones,

The first wonders that are the factors which cause an artist to decide to take, or

not to take, the steps he does in his work. We can only speculate here, but:some of

75

::i?egzi :e the follawing: A) h%E particular itch, bugginess, obsession, neurosis or
historicalazﬁﬂozzutzgszrt: giv;)lﬁi B} his knowledge of existing alte:n;tives of action
ary; & .continuing sense of discovery in wha
c t he &
:gEaiizéghisD§oE:inuingisense of confirmation of suppositions andyintimation: h:e:;sogad
H g sensitivity to day-by-day cpinion, voiced b
public and family; E) his notion (sub g i i 03 o iy ages, critics,
p i 1y; pecie aeternitcatus) of his place
in history; and F) his feeling of bein Plosey Or nonplace,
i : s g someone speclal: a aeer
victim of ;ociety, philesopher, moralist, priest, etc. ¢ PTOBREE, elected

from gz: :zg;g:xngozzti iiéwizss:g:;ss:: :::;ous ;h?t t:e preccenpations of artists vary
r - archaic ¥gion;

w;tb pubic h?ir, another with anenymith, and anather w:::lzﬁzptzt::f EElaE:Z;Qlani:her
living, It is possibly true that each of these is a symbelic Form of/more el
::t::r;if:ut it ;s probably as true that once uncovered, their substrata woﬂigs;::ie ta
be as dif 3;:;: roTleach_other as their outward appearance. In apy case, whatever bugs
o usually determin? what he will search out for the yest of his life

sLs are over and over astonished by this fact. When they are on 1 "
t::ik’ the day comes when they discover that it is the cid one in a n:wszs?s:glyInew
ioaktég:, :::tz;er bugs an artist will also tell him, usually consciously wh;: n:t to
should d;. The :;iﬁ:e:vizgéer:::thz; ;zmgﬁai: :s igportaﬂt oouta o Wh;t he thinks he
cesearches into pornographiec ar d wi Fusod b do vb“ld o ey
ventures such as prac%icgd byaﬁéa ;E:h:lgth::lgzgf;:ESPZi fdeliberate propagandisic

It is doubtful 1f anyone but. i
ly no teacher can know wh{ch ar:téégfgj:;i::czzis:;g 2;: :ﬂow wte: e
S ch are bad., N
gzzsgzcgiif;?enthrinds of itehes to go arouad to all of his students ;;rc;: ::oﬁfzvéze
ching his own. But it is fairly certain that wi !
) without such
obscura socurces inside and out, mo art will be perceived much less prsszzzgings fron

have :::r;ozzze.been some investigators who bave speculated on the universal itch. The
pave not d it -- un?e;s we-decept life and death as the answer, in which case-eve i
man 1 agaisitliﬁé iﬁzﬁézf ét weriipossible to list all the itches of history and weig;y
of our time, in an effort to di
196075 ettt e : N iscover the best cmes feor the
y were programmed for arc ed
would Start to serateh sn e ol ucational purpcses, all the genuine artists

s -
Ency21gpiziaa:na fense of ?lternatlves goes {B), some artists, like Picasse, thrive on
sacyelo vo vemen? with culture, while some, such as Mondriem, might Eeel thar thi
Sort < d::s:g;:z:t t: llkelordering a mgal from a Longchamps menu of six. hundrad Entree;?
n they select a cheeseburger and th 4 i )
qut o P il en return to their own
impnrt::i tg ::;?b:::::[mﬂy be as ﬁreat, but the Mondrian-type of artist ma;DEZ;?gi:
y narrow the range, Ultimately, d i
e v, decisions of value
attr:czgv:ealrghziizssaggnsst_ainumber of paths of possible action, mone of :;:; ::early
t . u ecisions en artist must h, i .
Tholes ay athivan i s ave an itch, for this alone maks
vity. How wide or comstricted i te
for each aiic 2ot ricted the spectrum of possibilities i
0 roblem to be decided by h :
L N P 1 ed by him only; it cannot b
15 success or failure at it may be judged by us in ret;ospect) ® prescrived (chough

To gi : i

point ofgoz:rE::m:¥::§t;s;haintizlséeizsi:sz': inalytical Cubism was reaching such a

P o ) us balance it struck betwaen

Chgisgér§:;:§::;isnd ab?tract1on, was in danger of being drowmed in den::vi:;tu::?esTig

cotumn to o priorm Ierii ta retu?n ko Cubism's beginnings in Impressionism and Cezanne

noder seylen revzlzp c;ty in his own p§st, give up Cubism for any half dozen other !

Justittont P nt then, give up Cubism for an art of pure texture {this in itself
¥ its origins in.Pelacroix and Monet), give up art entirely or find sumese

.., Bolug:
lon within what he was doing. Deciding upen this last ome, he had three mote

alternatives: implif P

have had ¢ simplify Cublsm_s fragmentary signs for objects, which at that

1Pictur: c;::ee£§ECt ?f reco?stltuting the whole still-life or portreit and :ensi?fnwo:;:
ntional; simplify the emerging vocabularly of pure marks, Whereuﬁon heg
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would have had to sacrifice most of the signs for objects also there; or simplify the
syntactic relationg betwesen marks and shapes of given classes such as rounds, squaras
and wave forms., He chose the latter, here as well, and it was lucky he did because by
this move he was automatically able te furthex transform the recognizable objects
embraced by these forms while making them simultaneously easier to see but harder to
comprehend in a traditional sense.

For the second example we may consider the problems faced by a man predisposed to
working in the Hard Edge style teday. He cannot help being aware of its thematic and
technical relations not enly .to Pop, Op, and OB Art, but indirectly, through its
frequent large scale and immediacy, to Action Painting, Metisse's late cut-outs, the
devélapment of geometrical abstrection In the 'twenties, 23 well as to the whole history
of jdealist sesthetics in the West since Plato. This network of allusions binds him
inescapably to culture and forces upon him subtle but pressing paradoxes of attraction
and repulsion to much outside of his particular work at hand. How he . uses these conmnec-
tions, and in what combination. he puts them, will probably contribute to the judgment by
pesterity of his quality. But new, this year, his aseéessmant of the situation must be
an unanzlyzable blend of factual knowledge and intuition -- acted on in much the same
way as a general plamnning a military campaign. Applying this lesson to teaching art
should lead to thoughts about the value of trainirg in making choices among numbers of
attractive alternatives. But the selection of these alternatives by the teacher is the
critical issue. How does he know which to select? And ever if he is lucky in this
respect, once they are fixed into curricuia, all may be lost.

As to the matter of an artist's ability to constantly discover the old world anew
(C), if he is incapable of this sort of wide-eyedness and curiosity at heart, he is
finished, and hopefully goes on te scmething else., But this state of being, like the
artist's itch, is unteachable; and, moreover, is clearly no different from what is
necessary for 2 business man cr scientist to keep going. If it is suppesed that the
artist needs it to a greater degree, there exists ne standard by which cne would measure,
no more than if there were a standard could anyome apply it. The whole question of
"inspiration" is hopelessly personal, and despite our assumption that it really exists
to serve men in their hour of need, any atfempt to systemize it runs the risk of becom-
ing mere prejudice in the hands of well-meaning tyrants and moralists,

The artist's responses to outside opinion (I) are also quite sensitive; even highly
cultivated. He eagerly reads the signs of approval and disapproval around him, and in
spite of frequently feigned indifference, he instantly recognizes intelligent judgment
compared with that made by idiots; and he is deeply disturbed whem those he respects
reject him and those he disdains applaud. Sometimes he is better off when no one
applauds, for at least then he supports his precaricus self-esteem with the silent but
powaerful tredition of artistic selfu.sacrifice. BSometimes he fares better when everyone
applauds, Unfortunately, it is hard te know how many whiplashes or how many pats on the
back a man needs, and much harder to know who should administer them. I have seen over
again entire styles given up, or marginal interests suddenly bloom intc major preoccu-
pations, due to causes that can be in great part attributsble to cutside opinion of an
artist's work, )

Assuming that a teacher stands for all the facets of this opinion te the student he
teaches, not only must he be & shrewd judge of what are the real issues in the art werld

. at a moment {a big order for anyome}, but he must possess a sense of riming that will

tell him exactly when to hurt, and when to heal, a young artist's feelings. There is
after all, a rationale for both sadistic teaching and leving teachirg, and these are
supported by the tempermental differences people are born with, as much 2s by the
peculiar cultural binses of an era. BSome artists thrive by respending to the wvaried
cpinions of cthers, and to the changing appetites of fashion, while some find this,
especilally teoday, quite debllitating. The gregarious, or restless, artist will subtly
sponge up all viewpoints in the interest of "range,” and the loner will turn his back om
them, using the defense 6f "gingle-mindedness" and saying that “success kills." They
are both right, and their prototypes in the elementary scheols are right also. A
teacher is z saint if he can cope with such prdblems; and he is a sinmer if he doesn't,
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more he tries to do so, the more he will £ail, Intuition dees not respond to
or thecry.

fellows that a place in the histerical sun (E) wiil mean a great deal to an
, elthough in differant ways. ‘The twentieth century is history-consclous and
cannot escape thisz fascination even when they want to. _A few of them, in reac-
‘such excessive preoccupation with destiny, work at remaining ancnymous, at elim-
themselves as unique personalities, But because chis denial of self-importance
conducted within the world of culture if its lesson is mot to be lost, the
become better and better known for trying to become unknown -- like Mareel .
Most, however, will try to fix their position in tha ?rchives very early in
he game: 1f the pioneers of modern art have publicly denied history, they'are know?
privately to have altered the dates on their canvas stretchers iq order_:n insure pri-
ority when the chronicles were written. Today it is common to find artists not only

printing carefully-compiled curricula vitae for frequent distributior; it is also not

the rarest of avents to find rheir contents revised year by vear, if mot in the spirit
of truth, doubtlessly ir the spirit of self ~advancement, :

But the President of the United Staztes and Hemry Ford, Albert Einstein‘and ?a?e
Ruth, also have had thoughts about history's provision for them. Like public epinion,
concern for the judgment of all time may profoundiy influence the course nf.work_ Those
whe seek the public eye also seek the infinite gaze of etermity. Tbe question, usually
unstated, is: 'Will history be on my side?” Socialisc arc theory is not wore aware of
nistorical "roie" than purist aesthetics, which asserts that the in?vitahl? direction of
palnting is towards abstraction; both are deterministic., School children in art class
catch on to this very quickly., Their works are pinned up to the wall, socld ?t PTA
bazsars and art galleries, increasingly discussed by the teach?r reprudvced in n;tional
and professional magazines, and peid tribute to hy the professional artists themselyes.
As their schooling progresses, it is a simple step from thoughts zbout cheir place in
the classroom to their place in rhe pantheon. There is nothing demonstrably wrong with
this: some can take it and some can't, The best efforts of the former are often sparked
by intimations cf immortality while the latter find the challenge murderous and
distracting.

The problem remains how to utilize such facts. If the teacher is a mouse, he will
act one way; Lf he is a lion he wiil act in another. Children of the cpposite tempera-
ment from him may find themselwves at the very mest encouFaged. Lesson plans and ped§-
gogy will not help, for such mocivations as we ara speaking of are the sort of éynamxte
one dares not treat casually. Only men and women of exceptional wisdom and insight may
face them, but how are we going to find ten thousand of these te staff our s?houlf?
Shall our graduate schools turn their energies to the mass production of geniuses?

In itself, the idea of genfus (¥), of the man of quality, is an imponderable, Its
importance in most major cultures, particularly in the West, make§ it presence as a .
force inescapable. All artists harbor feelings of being unusual in & positive (as mue
as negative) sense: thay are keepers of man's spirit, searchers after_cruth. A mixture
of the shaman and the philosopher pervades their inner core, and even Lf it is exapger-
ated as a self-defense against public indifference, it does play as str9ng a part in
their decision-making as thelr semse of destiny. Tt given them petmission to be cur%aus
about unknowns, to do things not genmerally approved, and also promoted the psycholegical
strength te keep going when thelr work is flagging.

The crueial factor here is thet the idea which artists have about their ultimate
role is supported by the idea conveyed by wmost lecturers and writers on art, n?mely that
art contains some kind of special wisdom. Whether it is true or nmot that art is the
excliusive source of this intelligence, the fact is that we look for it there. 1If art
education does not even touch on this matter, it is perhaps because the Ee? in charge
who ars aware of it, know how elusive it is. Paradoxically, the more art is made avail-
able ip the United Statas, the more it becomes unapproachable because we seem mot to be
able to agree om what ik is, Teachers cannot assume that by not mentioning the
"neffable" it will take care of itseif, It doesn't, paradoxically.




78 .

__ The second question raised by this seminar ! ist "

ﬂlfflcult to answer. It is neveryclear what we ,m:::ulgyhﬁ:a:zr::it.;:?" mg;:l::zn,i:siih
mellowing of rash youth' is meant; sometimes we delight in the man of iacreasin .
who keeps up with the young revolutionaries.. In general we mean to say that as gnyears
artist matures, he gers better, But obviously this is subject to all kinds of interpre-
tatiun§, and few of us bother to say what cur standard is before we start talki .

a particular artist's rise or fall. atelng sbous

In any case, whatever we wanc "maturity” to mean, the con

time (a comsensus that will likely change a?\d keep on’changgzg)se:‘l:uie:gtC:iiezzrziczlar
artists tend to peak at different ages: Rimbaud at nineteen years, Yeats gt fift; :
l_iraque at thirty-two.... Many, like Vlaminck, peter out after thr;e or four yearigof
intense productivity; some, like Rothko maintsin an even keel. Others, such as
M;xédrian, gl.:adually improve with age, “as a fine wine ripens” we are l:;.mpr.ed to say in
;h -worid limgo. BI.-lt gtill others go up, down and up again, like Matisse or Beetheven

e 1ldea used hajre ig 4 vague sort of cultural Darwinlsm: one goes, or should go )
onward and upward in quality. But the history of art reveals no suc':h evolutiong ;nur
does the history of individual artists. It is nice tc want art to contezin a bui,].t-i
improvement principle but we ought to be suspicicus of it. When it has been used "
against al]: evidence to the contrary, as if there were a disease or failure-syndrome
be cured, it has produced platitudes at best and hidebound rules at worsk. Y me

Why artists get "better" or "worse" ox “sray the same" i

;::zu:ti;\glgar cha:ge: in profedsioral and publii taste: Gaiisgszzi;hﬂwgolﬂ:: gfl the

1 n s now he 1is low, It 1s also a matter i 3 i

ing both the "salient" values of an era, with the 'o‘ia:ia::thngeztirzzog?:: i:‘:i:£'§ssass-
:iography. The detailed account of Van Gogh's life reveals a set of possible causes for
is art 1nvnl\r:!.ng family, social and professional entanglements, intellectual aspira-
tions, and religious yearnings =-- all of these quite distinct in character from Ehe MO
meager record of the life of Jacques Louls David. 3But these are only "possible" facr .
W’I:lat of those we have no infermation on? It is not inconceivable that if we came :C— o
with a police document proving Van Gogh to have been g youthful murderer, his stead?l
psychoanalyzed paintings would take on a new meaning. And our noti;m of,his "matur;cy"
wou].t:l change. However, most "salient" biographicel information is almost impossibl };.
obtain, and even amongst contemporaries, probings into the privacy of an arrtr:'gst's lif °
is not |l;ikely to be met with cooperation. Yet if any sense is to be made cof how ¢
arcist "grows," in order to determine if indeed he has growm, then such data is ezxsle -
l::;.:ic.)d Adg to this the necessity of knowing the biogTa‘phy of a period, especially th:
Eecgmesm;ui;]_:‘:‘: noses, and the whole business ui. analyzing and controlling "matj.urity"
iy

The third and last question, regarding-the cénnection t
between the al:ti?c and the art tradi%ions,gis simple a.:d ccm?igc::i:t.:s"l'z: :;‘0“{2 :;{;esc’
?'f i\: is this: it is nu_lunger 2 real issue to ask whether the artist shouldm]l:e
tzua:zzzgératlfi usually is today {although I am not referring to refinements of taste
manners, or Lo specialized knowledge of the so-called classics which,

have often enough been confused with culture). T am suggesting that because cf’ hi
college education, and the continucus dissemination of information by the mass e:i:

the average artlst cannot avoid a broad familiarity with the developments of hir: fi:id
and related fields. Obviously, as pointed out in question one, this is what makes thi
artist so history-conscicus and anxious to compare himself wil:!.; the past, The diffi iy
cul!;y, again lies in how the artist makes use of this culture. His persc;nal sense :;
choice is involved, as well as the pressure of opinion around him. Insight inte tﬁe
t:lon::?:;e:?es.os implications of his {or anyone's) work is very clearly going to be bound
wgth - ;id;;eslzezz :isi‘t;:lﬂ:.:m:mg within the total picture of culture, and therefore

Hence we can see how purposive the recurr

ent waves of anti-art have been in th
lait half-century. Their militancy has been invariably proportional to the amolnt if
culture possessed by their proponents, and the stance was taken for the sake of libera-
tions from habit rather than from art as such. In this light, a disavowal of the '
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traditions is actually s form of deep respect (as is the rejection of a father by 2

son) , and may rise to real innovation. But the uses end disuses of the past by artists
are always hard to evaluate until later on, With this problem as with the others in the
foregoing, testing end programming are mext to impogsible. The right path is always
after the fact, and by that time ‘mew paths are being trodden nearby to death, FEduca-
ticmal theory camnot hope to keep in step with what we are actually doing and with what
we care most about if it continues to pursue the chimera of analysis and generalization,
The greatest present value of analysis and generalizetion, the value I am trying to
point cut here in using the methed myself, 1s that it is conclusively self-defeating. 1
propesed in question one, that an artist's decision made during his work involve under-
stending of what not to de, as much as, and perhaps even more than, knowing what go do.
the same applies te art education.

We might begin to see that slicing up art and artists is pointless, especiaily for
us living in 1965, We kaow too litrle to ge about it. In another sense, we konow too
mueh (and this sense prevents us from improving ourselves in the first). I sald the
above that we have digested a great deal of art nistory., The efficlent distribution of
books, wmagazines, axhibitions and films, the growing popularity of art gocieties and art
lectures all over America, the ease of foreign travel, have made much and, petentially,
all of the entire culture of mankind available to us. The revolution in taste that this
has caused, has eliminated in fifty years the last possibility of gesthetic parochial-
ism, and with this, aesthetic certainty.

We can adwmire "Erazy Kat,” a Japanese Zen.master's catigraphy, a Mayan figorine of
a priest dregsed in the skin of his sacrifical victim, a Gaboon mask, a southwest Indian
sand painting, a Brady Civil War photo, a Faberge jeweled Easter egg, & Quaker buggy, an
Egyptian pyramid, old poster type-faces, a piece of driftwood, Ottonian manuscripts,
Victorian machinery, the art of the insane, the scrawle of children, Assyrian reliefs, a
factory smokestack, a glant earthmover, Times Squatre's lights and sc on and on and on --
8s easily as we can admire Rembrandt or the Parthenon, Ho one with any kind of intel-
lectual honesty can say that one of these is better than another, for there is no
criterion that can embrace all of them without reducing their differences to absurdity.
A1l that he can do is profess personal falth in whatever he finally likes most. The
number of motives which generated this range of art, and the great pumber of reasons why
we respond to it as well as the quasi-art included, are (if we could list them} probably
so diverse that merely contemplating the possibility renders our ability to use them as
bases for future acts of art highly doubtful. Ona man's faith, after all, is another
man's arbitrariness.

In the West alome, content ox expressive focus in art has been g0 varied and so
dependent on the social and political eircumstances of the respectiive periecds, that
artists and connoiseurs might rezlistically wonder how to apply all this to the presént.
Except: in the most alluslve or symbolic ways, it seems impossible. FEffortlessly, &
stow-motion fiim of inedibles unrells: THE TDEA FIXES OF THE AGES! Romanesgue art
preoccupied with the punishments of hell! Gothic art with heavenly salvation! French
Rococo with fantasles of inmocent dalliance! MNeo Classicism with middle class duty!
Romanticism with heroism and escape! Realism with reportorial detachment! Impression-
ism with ephemeral Sp:ingr.ime! Dada with abgurdity! Surrealism with the opiate
unconscious! Action Painting with existential crisis! If, as we have painfully learned
from the lesson of Western history, attempts at archaism always end in spiritual impo-
tence and artistic failure, we still cannot explair what to do about our attractions to
the past. How can our taste for Medieval art, Benin bronzes, Italian mannerism, or Art
Nouveau, be translated into contemporary idioms?

We may learn another peint from Pleasso, in this respect, In his so-called Negro
phase he was struck by the {to Western eyes) barbarcus effect of African sculpture, yet
realized that he had not only an expressive goal in mind which these strange werks might
benefit, but he also had a purely Western concern for constructional processes. He
therefore insightfully avoided the symmetry of the Gaboon and Dzhomey figurss he liked,
and substituted his own taste for asymmetry. He must surely have realized how
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‘abselutely essential such symmetry was to the unmoving terror of the African pieces,

But he also knew he was mot an Africen, and could not be one if he wanted; this by delib-
erately "misunderstanding” his inspirations and utilizing only a part of them, he was
able to satisfy both of his goals by turning the African sculptures rough and intense
geometry into his pro-to-Cubistie style, Shortly thereafter he gave up the remaining
superficizl earmarks of masks and ancestor images, .

One may try te get around this in another way by recourse to "collective character-
istics." Inrasmuch as the "itches" of many artists contemperary with each other will
cverlap and combine to make "perieds,” and periods will join to make cultures, the idea
of utilizing "treditions" suggests icself, As syntheses of geow-cultural characters,
.world-views, individual deviations and pure habit, these traditions -- like the Far
Eastern tradition eor the Western Furopean tradition -- supposedly can be absorbed on an
intuitive level by artists without any reference teo styles per se. Yet it is a question
whether such sbstractionizing isn't just wishful thinking: can we really seperate a
tradition from fts embodiment in particular works of art, made by particular artists at
a particular time? That is, can we derive a principle, let us say a baroque principle,
which is entirely different from zll historical works called baroque? 1 doubt this very
much, for one yet has told us how and &ll the evidence points to its unlikeliness. In
fact, it seems that in spite of our "tradition of individualism, we alsc have =z
“traditien" of trxaditionalism.

The traditions of art tend to move us by relatively small groups of events rather
than by such macrocosmic affairs as may describe the difference between East and West.
If we must deal today with traditions rather than THE traditior, they are still tangible
coilections of human producta. But we face again the same problem of selaction as we
did in trying to account for our appetite for many kirds of aesthetic objects. Whose
winner is the best winner? If anyone proposes the Italian Renaissance, I can propose
the French Romanesque; if he bets on French Impressionism, I can put my money on the
T'ang Dyrasty's 1 B'ing or "untrammeled"” style, in which the painter uses his own head
&5 a paint brush or drages a friend covered with ink over his paper; if he says he likes
Action Painting, L can say I like riding horses in a Eappening because there is even
more action in this, You pays your money and you takes your pick. With such knowledge
of the varicusness of our staendards, who can confidently set down the preblems and the
curricule for an education in art?

There is one recent theory which claims to have solved cnce and for all the problem
of finding a unifying ingredient of all the different kinds of art that exist or may
exist in the future. This is the formalist theory. The contention is that art is the
practice of a special procedure called “compositiGn." It'is not simply what art depicts;
it is how something is depicted that counts, Whatever else z painting or sculpture wmay
convey, its first and finzl obligation is to satisfy the most exacting standards of
form. The idea paralleled the emergence of abstract art, which for a while seemed to
prove that form is both means and end, "how' and "what," simultaneously. Form-minded-
ness, in turm, helped to reinterpret the figurative art of the past and present for
modernist requirements, Armed with this Rosetta Stone at last everything could be
explained and a program in art educatien could be put into operation,

Form became the theclogy of the purist, from which he deduced his method of worship,
and the appearance of his sacraments. The purist saw form as an a priori, closed system
of relationships existing between diserete, colored shapes, spots or atmespheric areas,
distinct from their possible identification as can-openers, Ginko trees or mud-puddles.
A well-formed picture is like a finely-tooled machine: everything "works." The artist's
biography, the cares of society, the influences of art history, the fact that the blue
in the painting goes with the blue of a nearby ccuch, are ail irrelevant censideracions.
Form is contained within the work. The artist's sole lob is te bring this about, as
though he were a mere catalyst, an intermediary between the apparently real and the
truly real. Once dene, he cuts the umbilical cord.

Thus defined, the whole is made up of coherent parts, whose division into large
groupings may be of twe kinds: symmetry and asymmetry. From the latter are derived the
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sub-categories of over-ali distribution, circularity, iteration, and juxtaposition.
Amongst these, coherence is achieved by harmonic compesition, which joins strongly con-
trasted elements through transitions; by enharmonic compositiom, which joins strongly
contrasted elements by relating one or more of their gualities (the red of strawberry

jam and of a fire engine, for instance); and by non-harmonic composition, which reverses
the process and begins with basically similar material, and then makes {relatively

small) contrasts or variations of it to sustain interest, The artist's training consists
in practicing these arrangements, and the test of his talent is to reveal through such
practice the music of the spheres,

The trouble with this theory of art, and its derivative, "significant form," has
been tentatively remarked by DeWitt Parker and Morris Weitz: it is that it cannot be
proven to be characteristic of art and art alone. The purist's compositional types can
be found in shrubbery, clouds, beehives, molecules, universes, and any square inch of
sidewaik, They can be found as well in poor art arnd good, and in fact in every human
action, Moreover, no cme has been able to say what particularly distinguishes their
presence in good art from their incidental presence in everything else including the
kitchen sink. Indeed, it may never be possible to differentiate them since the structure
of the brain makes it unlikely that any other forms can be thought of, much less per-
ceived, If, then, these formal categories are nothing but truisms of nature as a whole,
their preeminence as aesthetic criteria is a delusion.

All the niceties of the virtuoso formalist -- that specialist at architectonics,
at manipulations and embroideries of the rhymes and variations of shape themes, that
magician at meking us feel an order has been crystalized into being by an ast of
genius -- can be found in anyone's backyard. Given an agile eye, and a mind tuned to
games of complex interrelation, suddenly the children's toys, the forsythia bushes, the
cedarpost fence, the just-visible aerial of a passing car, the blades of uneut grass, a
bluejay on a branch ... are guaranteed to fall into a scheme that will stand up to any
painting. I personally derive as much pleazsure from a printing press as 1 do from
Poussin's "Rape of the Sabine Women." Compositionally, they are both elegant. Compo-
sitienally, just about anything I take the time to look at, is elegant, Form, and
thersfore art, it may turn out, lies not orly in the mind of the bebolder; it is lying
around 21t over, free for the zsking. And lying around that way, it hardly will sexve
as the basis for comprehending the art of all time, or for mzking an art of our time.

Call It.begins to appear that we know just encugh to see that we have a very urrelizble
notlon of art in general, and of standards of art in particular. The fact is that we
can neither definme art verbally, nor can we point to a body of activity and objects
which we would indicate by gestures of some sort, so that these could be depended on for
ali future acts of art, From what we understand of everything called art up to this
minute, there are so many alternatives, motives and centradictions of value -- even in
out own time -- that any stand taken risks being deliberately parochial or totally
experimental, Therefore, if we camnot say, and only barely sense, what' art is, then we
must admit we are just as foggy zbout what an artist is, what he does, how, why, and
for whom he does whatever it is he does. It seems to mé that am attitude of childlike
curiosity and intellectual vncertalnty would be our proper course rather than a depend-
ence on the analytical investigative procedures we now are engaged in.

The assumption that art, artists, motives, and publics can be atomized presuppeses
that such objects, people, and conditicns are stablé, amd will sit still during and
after onae operates, A5 I have tried to show, they are engaged in a wvery unruly business
of transformation: Greek art for us is not what it was for the ancients and our view of
it changes almost every few years. Things, people and their needs sit still only when
our mind substitutes for them a stable concept. We then analysze the thought instead of
the reality, and the thought is what we want art to be, not what it sometimes is or what
it may be tomorrow, Perhaps this is the naturse of understanding, and perhaps action is

\// impossible otherwise; but cur concept of art and art education has not panned out and

so we ought to look for a different ome,
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Educationists naturally have to have art educable; which requires a great deal of

systemigation; mast artists, including thoge who teach too, have more ambivalent feelings“

toward the matier, They want to preserve the mystery or magic of their pursuits, receg-
nizing that whatever this may mean, it is extremely valuable, They alsc want to reveal
this in full-strength to s respensive audience. Systemization sc far, has invariably
killad magic, and has broadcast false or dull values and senseless activities, in the
opinion of -2ll artists as well as many educators sensitive to what has happened in the
schools, The problem of art education may be an eternal dilemma, in the sense that we
cannot have a packaged, full-strength mystery for theusands of teachers in charge of
willions of children. But must we think in terms of neat packages? If we are going to
fail for the mest part, can we not fail more interestingly, that is with a little color?
We might even succeed a little here and there,...

To find out whether this is so may be our only possibility. Instead of extrapolat-
ing criteria from what artists seem to do in so-celled professional situations, for
application to school situations, it might be a good idea to see what happens when an
artist interested in school children tries to convey his magic in the classroom. It
might be that we are really asking ebout a truly theatrical atmesphere, It might be
that our curiosity should take us to the remnants of side-shows, circuses, parades,
magician shows, to whatever captures kids' attention on television and the movies. Tt
might be that in paying toc much attention to what we want art te be and do for society,
we have made of it an enormous "lesson plan" full of bad acts, TIhis, in answer to the
seminar's fourth question, is a far more fruitful area in which to be curious,

I should like to propose experimentidg in this directiom, with no holds barred and
loaded with dangers. Artists will play the principal roles in the experiment, although
it is hoped that children will soon take over in the degree of their participation. At
the same time, professional observers from related intellectual disciplines, and the
public in certain communities, will take on suberdinate parts. Eventually, we.may learn
more mbout art this way and meze about art educatiom; or we may learn sbsolutely nothing
The chance is worth taking, for lacking eny other radical alternatives, we may have to
settle for more refined and sophisticated versions of what we have had all along. And
that, T would judge, is beyond improvement.

But first, a summary of what makes up the educational scene today is necessary.

It may not be the scene that the brighter educaticnists would like to think it is; hou-
ever, 1 believe it fairly well describes what is going on wherever art and art education
are taught,

Prom the professional artist's viewpoint, especially from rthe viewpaint of those
who are also teachers, ert education in the primary and secondary scheals suffers £rom
one simple defect: no contact with art. Such training as exists in this country,
whether in appreciation or creative work, is woefully ipnorant of real works of art, and
of what is now (as well as what has been} involved in the making of art, Remote from
the art which artists and connoisseurs know, the Maesthetic world” of the lower schools
is a vague compound of notions of secial adsprability and group therapy, with a filing
cabinet of unconnected techniques, both gleaned from early twentieth century thought
and art, But worse than that, in their present form, these ideas and techniques appaar
in methods textbooks which are many times removed from their origins. Instead of bene--
fiting from a heaithy intellectual evolution, art teachers are confremted with little
more than good intentions and senseiess course plans.

Art-educational theory today consists of two main branches of overlapping study.
One is based on individual and social psychology (as implied above) and the other on
formal analysis of artistic activity and certain kinds of art works. The first appears
sympatheticeliy human and the second strikes people as inhumanly scientistic, as 1f it
were a laboratory procedure.

The first sees a man as naturally expressive and gifted, a born artist, whoge out-
lets are stifled by perscnal and social pressures. Young children, however, are still
innocent and fiexible enough to be saved with the help of kindness and the proper
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motivation. But, however warmly dispased, such judgments unfortunately lead te plati-
tudes about the value of the.fulfilled human being, his creative goal in life, a good
family background and a clean classroom. In toc many cases, such wishful thimking is
simply a disguise for sentimental moralizing and a bland, utcplan ethics with nest to no
contact with reality, artistic or otherwise.

The second school of thought divides the artist and his work into little pleces and
tries to develop each piece separately, according to the belief that all of the pieces
will knit together at the erd of a course. Students of this approach conceive of art as
a progressive series of geometric and biomorphic diagrams fiiled with arrows telling the
viewer how stimulus leads to comception, which leads to expression, which leads to
communication, which leads to feedback from the communicant to the artist and so forth;
ond how the essentials of this interchange are shapes, lines, tones, colors and pat-
terned relacions, zll leading to and Erom each other with more little arrows .... This
theory is really a disguise for a preoccupation with analysis as an end in itself., Its
recommended exercises are an embodiment of it, and children as well as teachers-in-
training who are subjected to it, are mot being exposed to any sense for art but are
guinea pigs for an experiment in destruction.

Both of these approaches offend artists because to them art is nelther so senti-
mentally moralistic, nor is it understood and made in such a fragmentary way. It is at
once more spiritually demanding in function and more organically simple in conception.
The sad Fact is that educators seem unaware of this.. The gap between real art and the
nonsense conducted in the schools widens every year as more well-meaning theorists con-
tribute to the very emptiness they are trained by.

Understandably, as mentionmed sbove, the reasom for this separation is that in an
effort to provide for mass education, teacher-plannirg has substituted broad general-
izations of assumed human importance for an activity that is frighteningly individual
andfor highly specizlized. "Everyone Is An Artist,” "You Can Paint," "Express Yourself!,"
"art Appreciation Made," are titles of popular books that reflect this attempt to reduce
and "democratize” something that is not so much exclusive as it is far more mysterious.

1t has been the obvicus hope that if principles could be discoverad in human
behavior and in art sitwations, then teaching methods could be devised that couid be
applied by an colliege graduate from Peoria to Baten Rouge, and would thus serve millions
of youngsters scross the country. Unfortunately, we have seen that it has not werked
out this way; for if it had, we would net ba involved now in trying ©o cofrect a bad
situation.

No ome knows at this time what, Lf anything, will "work." But we can learn from
what hasn't worked and avoid repeating a mistake., BSince the non-artist’s way has not
werked, perhaps the artist's will. It is only a bunch. It may turn out to be inade-
quate; it may have to be modified as one goes along; it will most certalnly arouse
criticism; and there is the possibility that it will be a complete failure. One has to
Face the gamble and admit frankly to going ahead with an experimental attitude, some
inmer conviction and little else, 1In any case, the gamble will be worth takiag because
something can be learned that simply cannot be learned under present condltions.

The gemble i5 this: Let us consider cme of the prevaliling attitudes artists have
about their work smd their £ield in general, and try to learn a lessom from 3t. All
artists know that whay they do 1s very much a matter of fantasy, of dreaming. They
dream of adventures, love affairs, glory, hell (scmetimes seif-imposed), che music of
the spheres, the light of absolution, intellectual triumphs, pure games, secret knowl -
edge of the physical and metaphysical universe, murders, insanities -- and a thousand
other precccupations. Whatever their particular dream is, they are conjuring up 2
picture of a world they experience, or would like to experience {a world which, inciden-
tally, may corzespond to the dreams of others, but need not),

Verbalized this way, we are invoking just another aesthetic theory, the wery re-
spectable Art-zs-Imagination theory; and as such, it is an interesting and as useless as
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any ether ideas. But, in the artist's sense of Being, in his active participation in
the life of imagination, he may, as an example to philosophers and particularly as a
teacher to young children, exude the power of dreams so directly, that the theory ceases
to be a THEORY (and a lesson-plan) and simply exists as a way o be alive. This, artists
feel, is close to belng a prelude to art, for all the philesophy and professionalism of
the art discipline follow frem it.

The value of imagination cannot be taught to teachers-in~training, much less con-
veyed by them, if they aren't imaginative in the first place. Artista who have imagl-
nations know this and it is the one thing they share with the very young, before it is
stifled out of the latter, What sehool children need is a Pied Piper, lots of Pied
Pipers, not social workers and lab techmicians. The Pied Piper had magic and this is
what is important about his story. Tike magicians, artists deal in a sort of magic,
and it is proposed here that some of them can double as Pied Pipers znd lead school
children along roads they are pressured to aveoid and soon forget, (It is the primery
school that T am most concerned with, for genuine work with high school students can be
done, I believe, only after they have been reached at an earlier age. High school stu-
dents, in my experience, are already very cynical creatures.}

The objective is, therefore, to bring to the lower schools as many arcists as
possible, with no preconceived plan an our part of how they will conduct their classes.
They themselves, may have plams, but each artist will be responsible for his or her own
approach. Such classes should be instituted as pilot experinents spotted arpund the
country, and in the beginning, at least, on a relatively modest scale. In order ta
aveid curriculum conflicts with existing educational systems, the classes should be
adjuncts of the program of particulax elementary schools, These schools should be
approached first to find out if they -are interested in cooperating with such an experi-~
ment, and if they sre, thelr responsibility would at first be limited to providing ne
more than space and facllitles, while the Federal Goverament would underwrite the
expenses of salaries and supplies. The individual schools should hardly feel imposed
upon, the pressuras and influence of often recaleitrant school boards and district super-
visors would be reduced to a minimum, and regular teachers at the schoel and in surrourd-
ing area could study the experiment and discuss it with the artisteteacher, as it goes
along.

The staffing of this experiment would be derived from three sources: the large
roster of Américan artists of acknowiedged reputation, the even greater number of art
major graduating from universities and professignal schools, and a hard-to-estimate
number of generally ignored but often gifred, motisand women conducting community art
classes, slum-reform recreatlons, and """ or church activities. -(Obviously, aithough
the public scheols canmot be expected to provide the kind of talent needed, there way
be exceptional teachers here and there, and these will be as helpful in the experiment
as the predominantly ynofficial” pexson we are looking for.)

As for the first source, the well-known artists, the chances are that few will be
willing or able to contribute their time to schoel children, ‘Some, of course, will be
helpful and we should certainly welcome their participation. But the majority of even
these will probably be most aseful in a consultative capacity or in a different, though
retated, plan to teach and advise in education colleges, so that our point of view can
be simultanecusly conveyed on more than one level.

In contrast to those with "big names” the hundreds of young artists graduating from
colleges and art schools every year are an extremely important mine of potential vital-
ivy, They are at this moment of their lives full of zeal, while having little prospect
of exhibitions, sales of work, or fame, As active as the art seene is today, and as
quickly as it is becoming a part of the natiomal consclousness, it cannot abgorb the
growing backlog of young artists, either critically or financlally. At such a moment,
wany of them would welcome the experimental challenge, the rather unusual autonomy, the
sense of a concrete goal, and the financial security, promiged by our project, Relating
to the Peace Corps, it would help to selve the problem, Eaced by every young artist, of
what to de constructively with his life; and it would make positive use, for our purpose,
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of talent and energy which otherwise might wither in a few years from discouragement.
This double advantage is significant, for beth art and good teaching would be fostered.
Young artists emerging from the universities and technical centers of this country do
pot like the idea of going into teaching in the public echoel: they remenber and know

what it is like, Our idea may change their minds.

The third source of Pied Pipers constitutes a sorl of “parish' of the teaching
profession. It is made up of people who are lacking in the Mright" background and so
have nn\égcreditatiqn, who are sometimes colorfully jndividual and so would not easily
fynction in a regimehted or conventional atmosphere, who are still struggling without
recognition in their{ own creative endeavers, -- but who, in the artist's opinion, are
the best art teacher&-anyuhere. Examples of such individuals are known to nearly every-
one in the art world and a 1ist of their pames could be drawn up very easily. These
men and women, who earn little money, work under conditions that are often sub-minimal,
possess a dedication to their job which is just short of being a veligious ¢alling; and
they inspire in the children a spirit of ilnventiveness and magic that is almost unbe-
jievable, They are our greatest jimediate proof of the validity of the proposed experi-
ment. It is to them that we 100k for guidance in setting our plan in motion. They are
the ones whe really know what is at stake.

In sum, what we are proposing is an appreach to art education which has in mind
orily an awareness of the baslc mystery of art and a belief (supported by ample evidence)
that artistic people are best suited for revealing this to youngsters. Not every artist
is so able, of course, but those of us who teach and ave deeply concerned with the place
of -art in the school life of American children, have mo trouble in distinguishing the
ones who are able. We can smell a magician at twenty yards, without looking at bis
credentials! The simplicity of this approach may well be its best recommendation.
Eventually, all art teachers may be working artists.

Furthermore, our pro ject's purposely 1imited scope and relatively modest require-
meats, should be inexpensive, and cause little risk to individuals, school officials or
childven. The possible rewards could far exceed the investment.

Finally, in crder to see amy results and judge their merits, the experiment must
be undertaken with active support for at least ten years. Less time than that might
either produce false hopes over momentaxy achievements, or no clear conclusions at all,
because the stew is still cooking. We should guard agsinst impacience and ten yeaxs
seem a_reasonable limit to hasty evaivations. During this time, however, it would be
gocd to have a team of observers (rather than jurors) made uwp of interested educators,
soeial scientists, artists, and perhaps even scientists and rathematiclans periodically
write illustrated reperts for publication. These could be distributed to all those
participating in the experiment, to the public schools and to the art departments of
collegas of education. Everyone will be kep informed in rhis way, and it might prove
jndirectly beneficlal in its persuagive effect upon ingrained aducational attitudes.

In any event, as was point out earlier, even negative results will be instructive.

The main hope for this propossl is that, if puc into practice, it will act as a
gort: of Spring jousecleaning. Some good things may have te be thrown out along with
the dead weight of oversintellectualized and generally lifeless classtoom methods now
taking up the space. But with a ¢lean floor, mest people fael the urge to furnish the
room again and, at the very least, €resh energy rises to the occasion.
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EXCERPTS FROM THE DISCUSSION WiTiH MR. KAPROW

Mr. Kaprow: 1 should like to add that currently I am attempting to put this proposal-intg
pracice and if any of you have any suggestions, I would like to know about them inform-
ally.

Audience: Mr. Kaprow, we are experimenting now with something similar to this, but
we would like to know how you '‘smell” a magician because that has been our problem,

Mr. Kaprow: It has to do with a good show, That's my answer. Don't spell it. Don’t
WOTrry.

Audience: [ said "smell’” it.

Mr. Kaprow: Oh, I thought you said "spell” it. Well, my answer still goes. It smells
something like fire and brimstone. You get that awful odor. Believe me, it doesn't
smell like ivory soap, and that's 2 smell that 1 know very well.

Audience: Do you intend to propose a similar experiment at the secondary school level on
Tet's say the east side of New York or in Harlem in New York?

Mr, Kaprow: 1 would be afraid to. I don't know enough about this yet. As I said before,
Tthink older kids are pretty tough, and their toughness consists largely in a kind of resis-
tance to any changes in their thinking. So, perhaps after the first peried of experiment-
ing with young kids, it might seem feasible to build up the experiment with older children.
I don't know this, but 1 would hesitate right now, simply because I amn scared.

Audience: Suppose [ don't know what criteria you are using?

Mr. Kaprow: Well, this really is the criterian because you are asking me for verbal dis-
finction bere, and 1 refuse to go any further than I have because I think it is now largely
in the hands of offensive definitions. It's just simply how good a show can be put on. It
boils down to theater. .

Audience; What does that mean?

Mr. Kaprow: It means the kind of thing that attracts peopie's imaginations, it seems to
The, speaking now as an artist rather than a word merchant. Idon't know. 1 have seen
and I have watched my own kids and I have watched a lot of kids and they seem very
nicely to respond to the same oddnesses, sirangenesses and theatric shows that 1 would
say are the earmarks of the kind of thing we are talking about. It's like 2 painting. It's
like music; anything else that we call or have called art. It has that kind of compelling
attractiveness to it, and there "ain’t no other way to define ', AllT am asking for is a
chance to find out whether I am wrong. 1 can't &%plain it.

Audience: What you just said includes the effects of tough and dirty shirts, making love
%5 your girlfriend, all formed into this scope of what you just said..bug show, you can
feel it, you can smell it, it's got magic. Sc how do you know the difference or is it that
“difference'” deoesn't matter?

Mr. Kaprow: It doesn't matter. I really don't know what artis, I really don't know,
except | know what a certain number of examples of art are. I don't know what it ''¢can be
tomorrow!, and I have to admit that my own conception of art allows anything under the
sun, including the "rain of China", to créep in as a possibility..... Pop included. It's all
kind of visionary, and at the same time very hard and sentimental. You know, like a
blast in the face. This is the kind of thing I think we have to worry about "turning on"
kids with that kind of hard stuff. It should have the same kind of potentiality with love or
otherwise, the same kind of electrifying effect as & blood purge without actually bleeding
people. In other words, I am ready for shaking magic sticks and wands and turning the
house up-side-down if that's what's going to do it.

Audience: AllL of us here are interested in 1 assume upgrading and improving the teaching
of zrt in the schools, public and private--but if you are really serious about your not
understanding what art is, then how in the world are you going to conduct an experiment
designed to improve a situation?

Mr. Kaprow: All because 1 have a couple of backyard magicians that I know. 1 propose
that we turn them loose. Let's not worry about defining your criteria and your standards.
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Lhat's the trouble with the whole hlasted business up till now. You are making doilies
tand this and that, and it comes out awiul.

sudience: No one here is interested in turning out doilies.
AU

Mr. Kaprow: Weé reach a point where 21l verbage is verbage. Let's have a good show.
Tet's Torget the definitions; afterward if you want to play around and see what happens,
.. that's okay with me. I'm saying forget the verbage. I don't know how many times I can

say it without your really thinking I'm lying, but I really mean that.

Audience: I get the feeling that you consider yourself the kind of Pied Piper that you are
talking about --

Audience: I was just going to ask you if you could ''role play” for us how you would go

.- -about your magic.

Mr. Kaprow: It takes me a little time to prepare my act.
ML EPTOR

Audience: But when would these children come to you? Would they come when they are’
ready or when you are ready or your act is ready?

Mr. Kaprow: 1f you are speaking about yourself, whick I hope you are, because as 1 said
T don't pretend to have the confidence to go jnto the classroom of little kids. You know
what you hear slowly out of the mist, boom! boom! boom! and it will get louder and
touder and you will see 2 shadow on my head as I come through that deor. Then you will
say is that guy a nut?

Audience: You've got to deal with fourteen-year-old kids in Harlem?

Mr. Kaprow: 1 said I'm not. Incidentally, 1 have worked with fourteen-year -old lids.
They are pretty great. I thinkI can handle that kind, but it's pretty frightening. I don't

- always know whether 1 ¢an contain the situation, so it is purely out of respect to my

inadequacies that 1 hold off. But your kind of kid, yes, absolutely. It sounds terribly
presumptucus, but it is the only way I can really convey how important this kind of magic
is. I think I can turn you ¢n.

Audience: Gould I ask you something ¢lse? Do you advocate a teaching methodology based
on ?Eua_ Kind of magic, 1'm serious, or do you advocate getting rid of all methodology?

Mr. Kaprow: No. AsT said, I don't advocate getting rid of whatever an artist wishes to
wse in the way of methodology. That is his privilege, Butl am saying that we as theer-
ists, as professors, {being one myself; you see I can include myself in this sort of thing}
get rid of our theories and methods, and just let these other fellows play around a bit

and see what happens. Ten years worth of playing. You know, fun and games, Backyard
rituals., Cellar orgies, Whatever you want,

Audience; Are you talking about people whe are really excited about what they are doing,
or are you talking about people who are going to excite others?

Mr. Kaprow: itis almost always the case that if a guy is turned on by himseli, he happens
o be one of these magicians {of course not everybody is). This will be infectious; it is
like disease. You know, you get within twenty feet and typhus! You know what I mean?
Eam trying to bring this down to really hostile grounds now. You know, like really "play
the issue" for what it is worth. I think it will be infectious, yes.

Audience: Now, what will be infectious -- the individual's or his exciternent about what he
18 doing?

Mr. Kaprow: I don't think that one can distinguish or needs to. What I have seen, and
‘perhaps you have, also, is 2 man or woman here or there working in these store frontsor
church basements or whatever have you conducting classes for kids the results of which
and comradry of which is just overwhelming, Compared to this the school stuff I have seen
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is rubbish. Now, that's what I am talking about. I wouldn't touch them because I just
don't know how. I work with your type and my type, and I just cut myself out of this. 1
simply am trying to propose semething of which I am aware, and it may be very risky,
and as 1 said before, a complete flop. Butl am only saying let's take the chance. Why
not? Nothing else is doing any good. )

Audience; In your talk of an experiment of this type, what kind of teachers can be drawn
on? The artist and painters in our colleges and young people coming out might want to
develop this with you. Is there something we can do in preparing these people to make
them better art teachers?

Mr. Kaprow: I don't think so. Except to encourage them in this experiment, You say

to some guy or girl when they are graduated, "Look, there is this here job. I have been
watching you from behind my shades, and I think you may have something to offer. Would
you like a chance at it? They pay you ten grand a year to do this, and at the end of the
year if you don't like it, then tzy somebody else.”  Really make it a prestige job and
encourage such peopie as you think might be able to succeed to go into it. That's where

. you could help, but as far as the training you give them or I give them, forget it.

Audience: But earlier you talked about the artist. I think one of the characteristics of
a highly artistic person is that he puts everything else down. I think one who is truly
comaitted to his art and his way is to say that what everyone else is doing isn't really
what I am doing.

Mr. Kaprow: This is truly not supported by the evidence. It's not; but I am pushing this
Tot right now and making it as ugly as 1 can. But, believe me I am a very, very sane
kind of mind about my ¢wn work, I am obsessed with it, but the evidence happens to be
that a number of my students are fairly well known artists today, and their styles and
their work is quite different fxrom mine. The sympathy I have shown and help I have given
to certain artists who are not my students are z2lse known. I am saying this only te indicate
that as crazy a guy as me even likes other persons' work. Now there are people who are
not nearly as crazy as 1 am, and their generosity is enormous, It really isn't true that
artists are so exclusive that they can't see beyond the tip of their paint brush. It's not
true.

Auvdience: I don't mean to imply that they can't see beyond the end of their paint brush,
but how are they going to function in a censervative institution, and a school is a conserva.
tive institution?

Mr. Kaprow: It comes to this now. I was hopingswe could avoid this, but you have got a
Teal problem there of which I am gquite sensitive. There is 2 little town in Missouri --
let's say St. Joseph. I've been there, so I am thinking of that -- and it just happens to

be out of Kansas City or 5t. Leuis. An artist graduates who would be a beautiful candidate
for a school which is sympathetic to such an idea. First thing you run into is parents.
What's this wild and woolly guy doing to my kid? What are they doing in that classroom?
Lock at the nonsense they are making. The guy®s got *'nits in hig hair". It's a problem.
So my feelings here, they are very tentative ones, are to suggest that we need social
sclentists to help, otherwise known as "p.r. men'. Like advance guard, they set up the
scene, they do reconnzissance, they soft-soap, they persuade, They say, "look here,
this guy's got gold in his hands, he's got fever on the brain but it's worth it; and your kids
will benefit”. Now, you can't say it the way 1 am saying it. That's why I wouldn't dare try
this, but it all boils down to that "cold turkey stuff''. That's why in my proposall have
suggested that we get social scientists to work along with us, and educators, in fact if any
of you are sympathetic to this because in this area you and others rezlly are helpful. No
doubt about it. Community relations are very, very important, and I didn't want to get intc
this problem because it is something I shall be tzlking about in 2 conference that I hope to
be able to organize in the fall. The reason I don't want to talk about it is because [ don't
know how to handle the problem right now. 1 think 1 have just intuition -- a hunch -- that
in principle the idea is worth trying, on a very limited scale, to be sure.

Audience:

a : A limited scale, as far as I can see, would only give findings from one relation-
ship because that is the only relationship in which you would be operating. How could this
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be generalized?

3 't think so. Let's take positive advantage of mass hysteria and group
L::.ulfgasgrowoulggfr;t:e person who operatespon a different kim.’n_ of level t.han he does with
his cohorts. Pied pipers {according to the story} or thel pied PIPEII funr.r.mp ‘tarke; ac;vanltage
of mass hysteria. The crowd roars and boy it’s_infec?mu.s. Isn't very civilized what :m
saying, is it? Okay, let's run that danger. [ think what you are going to ﬁ?d out is t.hat
the people of whom I am thinking about are the most etlncal. in th? world. If you are xfm ”
willing to take that chance, you may be running & met_aphys;ca!. risk. Wh_at are you afrai
of, magic sticks! 1 am willing to be sort of dogmatic here because 1 think it brings issues
to a head. Are we setting up conditions ef acceptance and good cheer, blandness, et;:.h. or
are we willing to take chances with what may possibly have to do with art? At lzast ase
been asked to come bere as an artist, [ dropped my academic garb ocutside the door, an
so I am trying to speak, perhaps, unkindly now for the sake of my.collea.guem but Il?m
trying to speak for them. This may possibly be what we neeii to think about now. What b
does this kind of character represent? Is he the model of virtue and p_ohteness? I can be
as kindly and well mannered as the next rman, and_ most of the tm-_;e I think I am. I_ arfn N
forcing the issue right now by trying to be otherwise because I think that maybe this is tde
way to get to the point that art just has nothing to do with all the_se little politenesses an N
verbages and analyses and clean classrooms. 1t just hasn't got it as far as I am concerned.

Audience: Will you elaborate on what you mean by nothing else is working?

i hing about the art educa-
Mr. Kaprow: Well, what are we here for if not to try to dlo _somet ng
tion prepﬁncament 'm, this country? Obviously, we are explicitly admitting to a pretty bad
situation. We all agree. That's why we are here.

Audience: No 1'm not admitting to your predicament.

. We are not here to celebrate. AX right. I'll be fair. I don'*t want to be
}%:T"Exiﬁ;r% I mean, this act doesn't permit that. You understand what ! am talking
about, you know, man to man and objectively speaking. _Obvmusly here and there, thank
Heaven, something is going on. 1've seen it, too, evenin the school system. By and a
large, we are here because, by and large, it "ain't no good", and we are all trying to do
something about it. Now, I don't have the exclusive answer, but my act called for my say-
ing it, only to push this one little suggestion. Here is a soluticn, possibly, 2 sugge}s}twn:
Obviously some others have perfectly good suggestions, too. But slmfvly 1_ can see the suit
of clothes coming back on me. I'm throwing oif this magm_stu:k and time is drawing to a
close, and I say, look, let's all try our best, We'lldoa little th‘15 way and a little that
way and maybe something will happen. Tomorrow night the magic stick starts waving
again. Thank you very much.




