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I. INTRODUCTION

But museums are of course far more than
just places of study, or education, or
entertainment. The very act of collecting
has a political or ideological or aesthetic
dimension which cannot be overlooked.!

Stephen Weil writes in his collection of essays,

Retbinking the Museum and Other Meditations, ". . . we must

never forget that ideas--and not just things alone--also lie
at the heart of the museum enterprise. Reality is neither
objects alone nor simply ideas about objects."? Weil'’s
insight into the matter of museums prompted me to search out
a particular type of organization in which to work for this
internship. No doubt any number of respected and successful
institutions in New York City could have offered me an
extraordinary internship in arts administration, but I was
drawn to The New Museum of Contemporary Art in SoHo for the
way it sought to explore ideas about the nature of art, the
way it defied standard institutional practice, and the way
it brazenly undermined conventional expectations of the
museum experience. The New Museum confronted the common
assumptions about what art is and the way arts organizations

relate to our culture. Here was a museum that took risks,

'Peter Vergo, "Introduction"™ in The New Museoloqy,
(London: Reaktion Books, 1989), p. 2.

’Stephen Weil, "The Proper Business of the Museum: Ideas
or Things?" in Rethinking The Museum and Other Meditations,
(Washington: Smithsonian Institute Press, 1990), p. 48.
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that did not claim to know all the answers, but was willing
to systematically open itself to criticism as part of its
mission. The New Museum provided me the opportunity to
explore the possibilities not described in the textbooks. I
knew this organization would inevitably pose a new set of
problems, but I was sure it was just as likely to set forth
new solutions as well. As it turned out, my original
semester-long internship became a year-long adventure that
provided me the chance to work closely with the influential
director of a major New York art museum, the responsibility
of overseeing an installation in one of its smaller
galleries, and, ultimately, the opportunity to assume the
position of coordinator of an exhibition that encompassed
the entire museum. Were it not for this museum’s
willingness to take a chance on an unproven quantity, to
trust, to try the untried, I would not have gained so soon
the experience and confidence that this institution so

freely granted.




II. THE INSTITUTION

Mission and History of The New Museum

The New Museum of Contemporary Art was created in 1977
as the only museum in New York devoted exclusively to the
art and ideas of our time.® 1In its fifteen year existence
The New Museum has become a prominent arts organization not
only in New York, but throughout the nation, and has emerged
as an influential and respected institution in the greater
contemporary arts community. The goals of The New Museum as
expressed in its 1990 annual report reveal its unique
mission among other museums in the country:

The museum explores issues outside of the
mainstream, showing art that is experimental,
non-traditional, or that might not otherwise
have a venue. It is also an institution
committed to an ongoing investigation of
what art is and how it relates to both
individuals and society at large. Rather
than dictating taste or a specific point of
view, The New Museum provides an arena where
questions can be raised about artists and
their work, provoking thoughtful engagement
with the art of today.?

According to Marcia Tucker, founder and Director of The

New Museum, the first prospectus envisioned an institution

"occupying an area between the small, non-historically

SAnnual Report: 1990 Celebrating Our Thirteenth Year,

(New York: The New Museum of Contemporary Art, 1990), p. 7.

Tbid.




oriented alternate spaces. . . and the larger, bureau-
cratically top-heavy museums."® The Museum was first housed
in a borrowed room in the Fine Arts Building on Hudson
Street, but soon relocated to the Graduate Center at the New
School for Social Research. It remained there until 1981
when it moved to its present site in the Astor Building at
583 Broadway in SoHo. Today, it operates on a budget of
about two-and-a-half million dollars a year, putting it in
the top quartile of American museums, and boasts an annual
attendance of more than 80,000.° The New Museum is a
nonprofit, tax-exempt, publicly supported organization with
23 members on its board of trustees, and 45 persons on
staff.

Any discussion of The New Museum must acknowledge the
crucial role played by its dynamic founder and leader.
Since its inception, Marcia Tucker has been an enthusiastic
visionary for the museum, as well as the director who is
ultimately responsible for the day-to-day management and
implementation of all programs and projects. Her personal
charisma and intellect have made her a legend outside her
association with The New Museum, though it would be hard to
argue that the museum’s reputation is not closely linked to

her personality and achievements. Prior to her founding The

Annual Report: 1991-92 15th Anniversary, (New York: The
New Museum of Contemporary Art, 1992), p. 6.

8Ibid, p. 5.




New Museum, Ms. Tucker held the position of curator of
painting and sculpture at The Whitney Museum of American Art
for eight years, served as an editorial associate at
ARTnews, and worked in the department of prints and drawings
at the Museum of Modern Art. She has curated many
exhibitions at both The New Museum and The Whitney Museum of
American Art, and has had articles on contemporary art

published in magazines such as Museum News, ARTFORUM, and

Art in America. She has also participated in guest lectures

and panel discussions at The Baltimore Museum of Art; The
Contemporary Arts Museum, Houston; The Solomon R. Guggenheim
Museum; The La Jolla Museum of Art; and The Museum of Fine
Arts, Boston, among many others. Ms. Tucker has been
awarded the Skowhegan Governors Award for Lifetime Service
to the Arts, the Penny McCall Foundation Award, and the
Asian Cultural Council Award. She has been affiliated with
the Andy Warhol Foundation, the Association of Art Museum
Directors, the Rockefeller Foundation, the American
Federation of Museums, and the International Art Critics
Association. Marcia Tucker is a highly respected and
greatly admired figure in the art world whose accomplish-
ments and abilities have no doubt been a great asset to the
success of The New Museum throughout the years. Her
commitment to the museum and her extensive knowledge of
contemporary art have inspired many to participate in

projects and offer support to The New Museum’s programs at a




time when many arts organizations are finding it difficult
to keep supporters interested in their programs. Ms.
Tucker’s openness to new ideas and her courage to try them
continue to be tremendous assets to the institution, and, it
could be argued, keep the museum a prominent fixture among
contemporary art institutions in the nation. 1It’s certainly
possible that many of the original goals and objectives of
the museum could easily have become entrenched in a
limiting, ideological point of view, and doomed the museum
to a short, trendy life in the community of ideas, but The
New Museum has continued to offer a fresh take on many of
the current developments in American culture and has

remained a vibrant force in the art world.

The New Museum has created its own niche within the
world of museums. It’s a museum’s museum, aware of the
influence and "authority" of such institutions, and yet
continuously undermining that authority by redefining the
museum’s function in society, and exploring new exhibition
techniques that return this authority to a diverse
constituency whose concerns lay outside the interests of
most art institutions. It embodies a self-awareness that
does not entertain the pretense that so many other art
museums spend great efforts to cultivate, and it does not

aspire to become an institution with a capital I.



The New Museum’s exhibitions do not present art for
art’s sake, but always consider issues and themes that
relate to contemporary culture and provide a forum for the
work of peoples of diverse backgrounds and purposes.
Programs at the museum are designed to reach crossover
audiences and to challenge notions about what constitutes
the museum experience, and how information is gleaned from
such experiences.

Writer Elaine Heumann Gurian uses The New Museum as an
example in her essay in Exhibition Cultures: The Poetics and

Politics of Museum Display:

Thus, a museum’s relationship to its
audiences might be predicted--regardless
of the discipline involved--by determining
into which of three roughly delineated
political categories it falls: museums
that aspire to be establishment organiza-
tions, self-consciously liberal museuns,
and counterculture museums. The Metro-
politan Museum of Art, the New Museum of
Contemporary Art, and El1 Museo del Barrio
are examples of museums within the New York
art scene that exemplify each of these
categories.’

This self-conscious, political point of view was
revealed in a comment made by The New Museum’s Senior

Curator in 1988, William Olander, who was quoted in Flash

Art News as saying,

'Gurian, Elaine Heumann, "Noodling Around with Exhibition

Opportunities,” in Exhibiting Cultures: The Poetics and
Politics of Museum Display, edited by Ivan Karp and Steven D.
Levine (Washington: Smithsonian Institute Press, 1991), p.

178.




New York is changing. . . We can respond
to new art, yes, but can we do this in a
potentially more meaningful fashion. . .
What the New Museum has done best in the
eighties is to deal with theoretical
issues and those more clearly identified
as political. . . .%

In its most recent brochure for visitors, the museum
cultivates this impression of a political self-awareness in
the museum’s programming by describing its exhibitions as:

often showing work that is
controversial, provocative, unknown
or underrecognized. Exhibitions include
artists of different backgrounds,
experiences, and points of view, reflecting
the cultural and racial diversity of our
society.

The Museum takes risks. It mounts
exhibitions that other museums are unable
or unwilling to show. It actively involves
a broad public by exhibiting work about
popular culture, the environment, science
and technology, feminism, the media, AIDS,
constitutional rights, and aesthetics,
among other topics.

The New Museum is ahead of its time. .
Often working with advisors outside the
field of art, and collaborating with other
museums, The New Museum is committed to
giving voice to disparate views.

The New Museum sets the standard for
museum programs that are thoughtful,
critical, open-minded, and entertaining.
It presents many different points of view,
including those that aren’t its own.’

SAnnual Report: 1992, p. 6.

Welcome to The New Museum of Contemporary Art, (New
York: The New Museum of Contemporary Art, 1992)




Programs and Management Structure of The New Museum

Ideas and Communications

As part of The New Museum’s effort to bring a variety
of ideas to its programs, and to undermine the traditional
museum’s reputation as being led by experts and supported by
elitist socialites, The New Museum formed two advisory
boards to augment the customary board of directors. The
Artist Advisory Board was established in 1984 to provide a
forum for the exchange of ideas with one of the museum’s
most important audiences. Members serve four year terms and
advise the museum staff on issues related to museum
policies, programming, the role of education, and audience
development, though they assume no fiduciary responsibility
for the museum. Current members include John Baldessari,
Guillermo Gomez-Pena, Felix Gonzalez-Torres, Alfredo Jaar,
Jeff Koons, Donald Moffett, Dennis Oppenheim, Adrian Piper,
Carrie Mae Weems, and Fred Wilson, among others.

In 1990, The Community Advisory Board was formed which
consists of twelve arts, business and community leaders.
This group, as well, was created to help guide the museum in
its endeavor to attract and address the concerns of a
diverse constituency, though each member of this group also
brings the concerns of his or her own constituency, and thus

offers yet another perspective on the museum’s educational
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programs, issues for projects, marketing strategies, and
funding sources.

In addition to these more formalized systems for
incorporating fresh ideas and opinions into museum programs,
The New Museum regularly invites individuals to informal
"think tanks" to discuss upcoming exhibitions and possible
projects. These participants can be artists, gallery
owners, curators, scholars, scientists, museum members, or
simply people who have expressed an interest in an idea, or
have some insight into the issue. All staff, interns,
volunteers, and docents also have an open invitation to come

to these discussion groups and freely voice their opinions.

Exhibitions

Most exhibitions at the museum are implemented by
project teams composed of museum staff and specialists from
outside the museum (and often from outside the arts
community) that have taken the concepts initiated in the
think tanks and further developed them. According to the

1991-92 Annual Report, The New Museum regards its

exhibitions as an opportunity to explore the work of living
artists and contemporary issues in art and society, and are
organized to "consistently challenge and expand conventional

practices and question the social function of contemporary
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art, w10

(See Appendix A for a chronological list of all the
museums’s programs.)

The most recent season sought to challenge the
physical, spatial and perceptual boundaries of the museumn.

The exhibitions that were on view during my tenure with the

museum included The Interrupted Life, which involved a frank

examination of death; 1+1+1: Works By Alfredo Jaar, which

explored the social injustice committed against the peoples
of the Third World and the way the industrial nations

perceive their plight; and The Art Mall: A Social Space,

which utilized artists’ installations to convert the
museum’s galleries into a sort of shopping mall in order to
reveal issues related to the commodification of art, and the
tremendous social and cultural influence this contemporary
marketplace has on American society (see Appendix B). The
On View program is a series of ongoing installations or
exhibitions for emerging artists that occupy the smaller
galleries during the run of the larger, major exhibitions.
Jeffry Mitchell’s My Spirit was one of these programs which
was on view during the Alfredo Jaar exhibition. It was
Mitchell’s My Spirit and the larger Art Mall exhibition that
I coordinated during my year at The New Museum, though only
Mitchell’s installation will be discussed here, since the

Art Mall was not part of the internship.

YAnnual Report: 1992, p. 9.
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Perhaps one of the best examples of The New Museum'’s

commitment to bold exhibitions was The Interrupted Life.

This was a group exhibition organized by the Senior Curator
that explored the theme of death in the Western World and
the myriad historical, social and cultural practices
associated with it.M The walls of the entire museum were
paintéd a dark gray that seemed to absorb the dimmed light.
Some artists’ projects consisted of found objects that
included actual family photographic portraits of dead
relatives from the turn of the century, and a ten foot tall
aluminum cylinder used for cryonics, or freezing of the dead
awaiting future "re-animation."

The Interrupted Life also contained a "living altar"

within the galleries where visitors were invited to leave,
or take, something in memory of a dead loved one. The
exhibition was at times difficult to bear because it was so
direct and forthright, and some museum visitors were
repelled by the theme. But those who ventured into the
exhibition found that it provoked a consideration of one’s
mortality in a way never before experienced in an art

" museum, and to some it even seemed to console them in their
loss of a friend or family member, and helped them cope with

their fear and grief.

"Tpid, p. 10.
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Education
The New Museum places a strong emphasis on its

educational programs. Two important components of The New
Museum’s educational programming are its outreach to diverse
audiences and the participatory projects that attempt to
generate discussion about contemporary art among the
museum’s visitors, artists, critics and museum professionals

(see Appendix C). The educational component of The

Interrupted Life exhibition included workshops and lectures
that involved artists, religious professionals,
anthropologists, doctors, and writers who spoke about their
own experiences or insights related to death. A viewer
participation project invited visitors to write their
responses to provocative questions written on the covers of
blank books. The questions explored attitudes and beliefs
about suicide, the afterlife, and dying, among others. This
project generated over 3,500 responses, created a dialogue
among visitors to the exhibition who shared their
impressions, and will later be published for use as an
educational tool.

Another recent educational project involved documenting
visitor’s responses to Erika Rothenberg’s window exhibition

Have You Attacked America Today? This project actively

involved viewers in the creation of educational materials

for the exhibition by documenting their positive reactions,
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as well as their doubts and concerns, related to the overtly
political art on view.

The Education Department at The New Museum plays an
important role in advancing the mission of the organization.
Recognized as a national model in the development of diverse
cultural practice, the Education Department of The New
Museum has achieved prominence in the museum community and
attracted critical praise by expanding the parameters of
traditional art education. Responsive to scholarly as well
as societal issues, the public education programs exemplify
The New Museum’s experimental strategies to broaden access

to art.

Publications and Library

Throughout its existence, The New Museum has generated
a number of publications that have offered challenging and
influential analyses of contemporary art and ideas.

Documentary Sources in Contemporary Art is a series of

volumes of which the first, Art After Modernism: Rethinking

Representation, was edited by Brian Wallis and published in

1984. 1In 1987, the publication of Blasted Allegories: An

Anthology of Writings by Contemporary Artists, brought

together the writings of over forty artists to reveal the
relationship between the visual and the textual. The museum
has also published many exhibition catalogues, including the

award-winning Strange Attractors: Signs of Chaos in 1989.
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The SoHo Center Library at The New Museum furthers the
goals of the organization by offering a unique resource for
the study of contemporary art. The Library was donated to
the museum in 1985 by the library’s founder Larry Aldrich,
and has since developed into a collection of over 12,000
rare monographs; exhibition catalogues; and books on art
criticism, history and theory. The library has grown to
48,000 volumes and is used by over 1,200 visitors annually,
including scholars, artists, writers, and students, many
from abroad. The Library’s collection contains many art
periodicals and materials unavailable anywhere else in New

York.

Collections

The New Museum has also developed a unique approach to
acquiring art. The Semi-Permanent Collection was
established to keep the museum’s holdings up-to-date and
representative of current movements in art. The museum’g
innovative acquisition policy dictates that only work that
is less than ten years old is to be acquired and that these
works are to be retained no longer than twenty years, so
that the collection slowly evolves as it seeks to reveal
significant issues of the recent past while remaining
actively engaged with the art of the present. The
collection presently contains over 100 pieces in all media

by some of the most influential American and European
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contemporary artists and provides support for artists and
the field through museum acquisition and public exhibition.
It also serves to document The New Museum’s exhibition
history, since efforts are made to add pieces to the

collection that have been part of exhibitions at the museum.

Management Structure

In keeping with its mission and its overt political
stance, The New Museum has adopted a day-to-day management
design that is participatory and progressive.

Theoretically, it is managed by means of a flexible,
democratically-based collaborative structure with the goal
of nurturing a creative, supportive, and stimulating work
environment. From the beginning, The New Museum has sought
to find innovative ways to defy conventional hierarchical
structures for managing organizations. Staff, and even
volunteers and interns, are encouraged to contribute freely
during meetings on long and short-range planning, museum
policy, future programming ideas, and evaluations of recent
projects. Teams of staff members from different departments
and positions are treated with equal respect and given an
opportunity to voice their opinions in sessions that seek to
arrive at decisions by consensus. These meetings are
usually lead by the coordinator of the project who brings

specific issues to the discussions. Decisions made by the




17
team are written in memos and distributed to the rest of the
staff.

The New Museum staff is divided among nine separate
departments within the organization, including
administration, curatorial, development, education, library,
operations, public affairs, publications, and registrar.
Staff positibns vary from full or part-time to freelance and
volunteer. Interns assist in operations, adding dozens of
workers to the operation throughout the year. An extensive
docent and volunteer program also facilitates the execution

of the many programs, projects, and special events each

year.




ITY. THE INTERNSHIP

The New Museum has a thriving internship program. This
past year the museum utilized approximately 60 interns--more
than ever before--and placed them in almost every area of
the operation. The program provides most of the interns
with meaningful jobs and responsibilities within the
organization, though the level of involvement ultimately
depends on the experience and interest of the intern.
Prospects are recruited from colleges and universities,
other museums and cultural centers, and a wide range of
different arts communities. They come from all over the
country, as well as the world.

Not surprisingly, The New Museum is especially
committed to recruiting American candidates from diverse
racial and cultural backgrounds for training in the museum
profession. In 1990, and again last year, the museum had
two paid intern positions in the Curatorial and Development
departments for African, Asian, Native, and Hispanic-
Americans. This multicultural internship program was
partially funded by the National Endowment for the Arts.

The New Museum relies heavily on interns to accomplish
much of the programming and administrative functioning of
the organization, and so advertises the program extensively
and receives many applications every week. Since interns

often have their own timeframes for working at the museum,

18
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there is an influx of new interns every few weeks. A part-
time Intern Coordinator screens applicants and places them
within the museum. Many are not accepted, but it is
interesting that many of those who come to The New Museum
are sincerely interested in the organization and serious
about their role within it. This dedication, which is also
evident in the staff, makes for an energized and cooperative
organizational culture within the institution that often

keeps the museum going during tough times.

The Director’s Office

The Director’s office requires at least one intern at
all times to help the Director’s Assistant to manage Ms.
Tucker’s extensive travel and speaking engagements; plan and
coordinate her meetings, appointments and correspondence;
and oversee the progress of her numerous projects. I had
always wanted to work in a Director’s office so that I could
see first-hand the general workings of an arts
organization’s chief administrator. A great part of my
motivation for working in the Director’s office at The New
Museum was due to my interest in Marcia Tucker specifically.
I wanted to observe her management style, her ability to get
things done, and the way she accomplished so many of the

interesting ideas she brought forth.
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During the first few days in the Director’s office, my
responsibilities were rather simple and mundane, and mostly
consisted of assisting the Director’s Assistant, who was
about to go on vacation. By the end of the first week, I
was doing the Assistant’s job by myself (a great way to
learn very quickly about how the organization functions, and
the inner working of the Director’s office). After the
Assistant returned from vacation, I began to work more
closely with Marcia Tucker on a number of projects,
principally editing publications, letters, and other
documents. I immediately noticed how very generous she was
with her time and extremely patient with those of less
experience. The number of calls she received revealed how
highly sought after she was; I also knew how very little
spare time she had on her schedule, yet she always tried to
find a way to accommodate the needs of others, regardless of
how inconveniently their requests fit into her own plans.
It was also very clear how Ms. Tucker came to be regarded as
a visionary and leader: her enthusiasm was inspiring and
contagious, and she was always open to a better idea or to
finding some compromise to make something work. She never
pulled rank or was patronizing (even to those people who
exhausted the patience of the rest of us). She was easy to
work with, and, though many of her projects were complex and
had to be done in short time, she rarely became upset or

irritated. What was perhaps most refreshing about Ms.
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Tucker’s management style was her accessibility and lack of
pretense. The New Museum did not use senior staff meetings
as a political tool for withholding information from the
rest of the staff. There was a free exchange of information
among all staff members, with none of the exclusive and
secretive planning sessions that I have found in other
organizations, where upper-level management appears to
protect its status by keeping underlings in the dark. The
mutual respect this environment nurtured made for a
motivated and productive workforce that is rare indeed.

Though I was formally the intern for the Director’s
office, I also did a few projects for the Managing Director
(such as compile a two-year exhibition installation schedule
to be used by every department of the museum, plotting the
course from the first think tank, to the last day of
deinstallation). I was solely responsible for coordinating
a small, after hours event for an alumni group, which
included refreshments and a short talk by Ms. Tucker. I
also began to coordinate the assignments of other interns
who worked fewer hours per week than I. Occasionally I
worked on urgent or special projects for other departments
of the museum that had a deadline requirement. For the
Membership and Special Events Coordinators, I helped
organize the informal "Young Collectors" lecture events,
studio tours for the "ArtQuest" group (a special membership

benefit for upper level members), and the larger fundraising
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events like "The Annual Auction," for which artists donated
work for sale to benefit the museum. I also helped
coordinate education events like the "Sites of Criticism," a
series of programs that involved artists and critics in
panel discussions of current issues in contemporary art.
Through all these activities, I began to understand the
bigger picture before me. Unique programs (that were
extremely well received by the museum’s audiences) were
truly realizing the organization’s ambitious mission. But I
also began to note a severe challenge to the museum’s well
being: the museum’s management structure had become less
effective in an organization of its size, and the economic
climate had begun to make the museum confront hard choices
about what it was going to be able to do in the near future.
More about how these challenges were manifested will be
delineated in the ANALYSIS section of this report, but for
now it is relevant to note how the financial crisis at the
museum provided me with an opportunity to extend my

internship and assume curatorial responsibilities.
The Curatorial Assignment
In hindsight, The New Museum seems to have been

operating without regard for its current financial well-

being for quite some time. When it came time to confront
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the financial crisis in which it found itself in late 1991,
many programs simply had to be cut, and those that were not
eliminated were forced to operate with drastically reduced
budgets. The most immediate plans for the organization
included rearranging the schedule of events and exhibitions
for the next two years. For example, The Spatial Drive
exhibition, which was originally scheduled to open in the
spring of 1992, was moved to the fall and into a new fiscal
year in order to keep expenses down in the current year.
The situation required more coordination of the museum’s
programs. Many of these projects had already begun to rely
heavily on interns and freelance staff to be realized, since
staff reductions from attrition had already begun to
overload the administrative and curatorial departments.
This difficult situation for the museum, however, ultimately
provided me an opportunity to oversee a curatorial project
because I was already familiar with the museum’s operations
and I was essentially cost-free.

As it turned out, my internship period proved to be a
sort of testing ground for projects of my own at The New
'Museum, so that at the end of my third month, Ms. Tucker
asked me to act as coordinator of an installation by the
artist Jeffry Mitchell which would be on view in The
Workspace Gallery from January 15 through April 19. This

extended practicum offered me the opportunity to do
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curatorial work in the museum and to write an essay for the
exhibition’s brochure.

The Workspace Gallery is a small gallery in the rear of
The New Museum that is dedicated to the works of young or
emerging artists. Jeffry Mitchell works with plaster and
latex to fabricate three-dimensional figures from which he
creates his installations. Since Mitchell lives in Seattle,
Washington, his art had been shown in galleries throughout
the Northwest, including San Francisco; he’d also recently
had a large exhibition in the Seattle Museum of Art. This
was his first opportunity to show his work in a major New
York museum. Needless to say, it was a great opportunity
for us both (see Appendix D).

My duties for this project included working closely
with the curatorial department to coordinate Mitchell’s
installation with the other projects that would be on view
at the time, and to facilitate with Mitchell the shipping,
fabrication of objects, and final installation of the work
in the gallery. I also did research on Mitchell’s previous
shows, helped write the press release, and arranged for the
media to tour the installation in process. The major
challenge of this project, however, was not simply one of
coordinating the many details associated with such a
project, but, rather, one of helping the artist realize his
vision on a very limited budget. The money dedicated to

this project was a set amount budgeted earlier in the year
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before it was decided what type of show was going to be on
view in the space. Even after Mitchell had been chosen to
do an installation, the budgeted amount did not seem
unreasonable compared to other exhibitions that had been
mounted in the space, and no one knew specifically what he
wanted to do in the gallery. This flexibility in
programming which allows interesting and timely projects to
develop, can also result in situations that appear poorly
planned as was the case here.

It was unfortunate that Mitchell lived on the other
side of the country, and that the medium of most of his work
(plaster) was so heavy, because it immediately became
apparent that the entire budget could have been used for
just the shipping of his work across the nation. This
situation required our thinking of ways to overcome this
budget crunch. Obviously, Mitchell was very excited about
having his work shown at The New Museum, and was therefore
very cooperative and tolerant of this minuscule budget. He
finally decided to come to New York two weeks before the
exhibition opened, sublet a studio, and fabricate most of
his plaster pieces in the city. Of course, what this
ultimately meant was that he would be absorbing some of the
costs of the exhibition.

Another major component of the project that occupied
significant amounts of time was writing the essay for the

exhibition brochure. This required my researching the
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artist’s previous shows, having long discussions with
Mitchell about the ideas he strives to convey in his art, as
well as articulating my own responses to the work. This was
certainly the more enjoyable part of the project.

As the project progressed, a lot of my attention was
focused on making sure the installation abided by museum
procedures and policies. The registrar had concerns about
the timing of the shipment of the few pieces Mitchell had
decided to send from Seattle and the insurance of the work
in transit as well as during the exhibition. The
installation coordinator needed to know precisely how the
individual plaster components would be attached to the wall
(would the wall require reinforcement?), and the added costs
for labor in repairing the walls during de-installation
(lots of screw holes would need to be filled in afterward).
The curatorial department wanted to be kept informed about
the wall text within the gallery space, other signage, and.
the progress of the curatorial essay. We all met every two
weeks at exhibition meetings and discussed the progress of
each of the projects included in the spring exhibition.

Even though Mitchell had decided to fabricate most of
the plaster pieces in New York, the $1500 budgeted for this
project was still inadequate for this type of installation.
The project was labor intensive to install, it still

required transportation costs from the studio in Brooklv-
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and the repacking and return shipping costs of the pieces
went well beyond the allotted funds.

Because the money dedicated to this project was so
terribly insufficient, even with Mitchell absorbing some of
the costs, it made my role as liaison between the artist and
the museum very frustrating. The artist had\very specific
ideas about the exhibition that I wanted him to achieve,
and, simultaneously, the museum staff was pressuring me to
stay within a budget that was obviously unreasonable. After
some discussions with the development department and the
artist’s gallery, Rena Bransten Gallery in San Francisco,
Ms. Bransten agreed to contribute $2000 to Mitchell’s
project. This finally allowed Mitchell to realize his
unique vision for the exhibition without a constant concern
for the cost of every detail, and it made me less the
villain to everyone.

My contribution to The New Museum included saving the
organization money (I was not paid for the work), and
relieving an already overloaded staff of a project that
required quite a bit of coordination. The fact that I was
not a regular staff member furthered the mission of the
organization since this project provided an opportunity for
an "alternative" point of view (the essay was authored by
someone other than the reqular curatorial staff).

The project was a powerful learning experience (and

later all that I learned from it would have a direct impact
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on my coordination of the Art Mall exhibition). This small
curatorial assignment provided me the opportunity to meet
artists and other arts administrators in New York City
because I was suddenly a recognized name in the community.
Artists began to invite me to studio visits, and other arts
organizations requested information on the exhibition, and
my opinions on other projects. This installation also gave
me greater insight into the museum’s operations and the
curatorial publications that accompany exhibitions. It also
afforded me the chance to meet members of the press who
covered art events, and provided me a forum to express my
own ideas about the art by giving tours of the installation
to visiting groups and members. The project significantly
advanced my career by enhancing my reputation in the arts
community, and by furnishing my resume with direct

curatorial experience in a major New York art museum.



IV. ANALYSIS

My eleven months at The New Museum provided me with
valuable practical experience that can be used in almost all
other arts organizations, but I also derived a greater sense
of the specific difficulties that an institution confronts
when it suddenly finds itself in the next stage of its life
cycle. The New Museum has apparently begun to experience
some of the growing pains that many nonprofit organizations
encounter when they reach maturity. The current recession
posed additional problems for the museum by seriously
threatening the financial well-being of the institution at
the same time. Both problems, taken together, served to
challenge The New Museum’s functioning in a way that
required immediate attention, and, regrettably, drastic
measures to be taken.

As I’ve mentioned, I was initially attracted to The New
Museum for its innovative management style, and as I worked
there I was soon impressed by the camaraderie and
cooperation of staff members who took great pride in the
participatory structure. After a while, however, I began to
notice the severe limitations of the concept in certain
situations.

Thomas Wolf notes in his book, Managing a Nonprofit

Organization,

Many people are attracted in working in
a nonprofit because they consider such
organizations to operate with a loose
administrative structure with fewer

29
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organizational hierarchies and without

the pyramidal authority chains that are

firmly established and common in the profit

sector. But as nonprofit organizations

grow in complexity and size, they must

also move toward increasingly hierarchical

structures. If they are staffed primarily

by people who believe in collective decision

making, or who feel that all supervision

should be informal and unstructured, then

dissension, frustration, and unhappiness can

quickly set in.%
The decentralized management style that Wolf characterizes
is usually one that young organizations assume by default:
their limited resources require an equality among staff
members and an informal line of communication in order to
get things done. The New Museum, by contrast, explicitly
incorporated this type of system into the management style
from the beginning with the expectation that this structure
could be maintained throughout its existence. Yet the
transition that Wolf describes is to a great extent
inevitable when organizations reach a certain size: more
complexity requires a more rigid chain of command if for no
other reason than financial and legal accountability. The
New Museum, unfortunately, has been very slow to recognize
the need to enact adjustments to its original management
plan, and this has frustrated staff and had some dire

affects on the overall functioning of the organization. A

critical issue has therefore emerged: can the museum

2Thomas Wolf, Managing A Nonprofit Organization, (New
York: Prentice Hall Press, 1990), p. 61.
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maintain its commitment to a democratically-based management
structure and at the same time develop a system that
responds to the staff’s concern for accountability?

To my knowledge, no other museums have attempted the
management structure The New Museum has embraced.
Alterations in the original plan were always inevitable,

though it was assumed changes would be adjustments in the

structure, and certainly not a wholesale conversion to a
traditional type (and few were calling for this). The
museum’s Board of Directors, though ultimately responsible
for the financial well-being of the organization and for
whom accountability should be of great concern, is not
likely to initiate changes in the management structure,
since they defer to the judgment of the Director, in whom
they have complete confidence.

The New Museum’s staff is absolutely its greatest
asset. The museum’s organizational culture is strong due to
the widely shared philosophy and beliefs that guide the ’
behavior of its workers. The museum possesses all the
elements that define a successful organizational culture:
common values among employees, a concern for individuals
over policies or procedures, recognition and respect for the
same mentors, concern for the organization, pride in
identifying with the organization, a well-understood sense

of informal rules and expectations, and a conviction that
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what employees do is important to others.!” It has often
been noted that such a climate facilitates high performance
and motivation among the people working in an organization;
Thomas J. Peters and Robert H. Waterman, Jr., authors of In

Search of Excellence, state, for example, "Every excellent

company we studied is clear on what it stands for, and takes
the process of value shaping seriously."! Despite this
strong sense of solidarity and fellowship among staff
members of The New Museum, a peculiar situation arose in the
late summer of 1991 that frustrated a lot of the museum’s

employees and pitted most against the senior staff members.

The Air Quality Problem

Japanese artist Kazuo Katase created an installation

for the Workspace Gallery for the summer 1991 exhibition

entitled Eclipse of the Earth (see Appendix E). The piece

incorporated three objects: an image of a blue sun in a
light box, a large circular black table, and a photographic

negative of Jacques-Louis David’s painting, The Oath of the

Horatii. The room dedicated to the installation would be

BJohn Schermerhorn, James G. Hunt and Richard Osburn,
Managing Organizational Behavior, (New York: John Wiley &
Sons, 1988), p. 301.

“Thomas J. Peters and Robert H. Waterman, Jr. In Search
of Excellence, (New York: Harper & Row, 1982), p. 50.
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bathed in blue light by a series of fluorescent fixtures
with filters that would suggest an other-worldliness.
Unfortunately, the artist was vague in his proposal
regarding one aspect of the installation: the black table’s
surface was to be covered in a red pigment that would
interact with the blue light in some interesting way. The
concept seems harmless enough, but what the curators did not
anticipate was the chemical composition of the substance,
how this powder would affect the air quality in the space,
and the implications for the health of museum staff and
visitors. It was eventually discovered that the pigment the
artist wanted to use contained zinc sulfide and barium
sulfate, which are extremely dangerous (in fact it was
illegal to import it into the country as he had done), and
would have to be removed by experts with experience handling
hazardous substances and equipped with the special equipment
used to handle toxic chemicals. Removal of the pigment cost
the museum over $1000. Though it was in the museum for only
twelve days, the substance infiltrated the museum’s
ventilation system and contaminated the staff’s offices,
making many sick with symptoms including dizziness, fatigue,
nausea, headaches, respiratory problems, and serious
allergic reactions; it ultimately sent one person to the
hospital. Later at least two would resign in protest and a
lawsuit against the museum would be threatened by one of the

staff.
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The Katase installation incident was not the only
problem to recently affect the air quality at the museum.
The offices are in the basement and subbasement of the
building, and areas of these catacomb-like spaces flood in
torrential downpours which creates a ripe environment for
the growth of rare--and dangerous--molds that can make
people very sick. Since there had already been some talk of
relocating the offices off-site while the mold problem was
resolved, many staff members felt that there should have
been a special sensitivity to potential air quality problems
before the pigment was installed. What was truly
significant about the Katase incident was the way it
revealed an underlying frustration with the way decisions
were made at the museum. By the time I arrived in late
summer, the pigment had been replaced by a harmless
substitute (though the ventilation system was still being
cleaned), and the press had reported the internal discontent
occurring at the museum. I began to realize that, though
the pigment problem had been corrected, many staff members
continued to resent the way decisions were made, and were
still upset by the lack of real accountability at the
museum. Some felt that the team who had made the decision
to allow the pigment (over the objections of the operations
manager) had not been knowledgeable enough about the
chemical, and the fact that no one person could be held

responsible for that decision created a credibility problem
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in the minds of many. Whether they articulated it or not
(and some did), the staff was calling for a more
hierarchical structure that required a few individuals to be
responsible for decisions that affected them all. They
wanted someone to take charge. Consensus was not as viable
an option as it once was, since the organization was now too
large to accommodate that slow and cumbersome process so
reliant on long discussions as it was. The diversity of
staff that had been so carefully cultivated also meant a
greater likelihood of dissension and confusion in an
organization with that sort of system.

Though some of the press seemed to point a finger at
Marcia Tucker for having made the decision alone to accept
the pigment, and ultimately Tucker took responsibility for
the incident, the more likely scenario involves the
curatorial department acting without consultation with
others in the museum. Numerous staff meetings (both formal
and the more casual, around-the-water-fountain type)
concerned issues related to the need for authority in the
museum management, for a more centralized management system
that would allow a greater consistency in museum decisions,
and provide more controls on the actions of groups within
the museum. A "fail safe" team that had been hastily
organized to oversee other health related issues as they
arose seemed to be a lame and ineffectual attempt to rely on

the older system that had already been proven inept at
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handling important and sometimes urgent problems, like the
deéision to accept, and then remove, the Katase pigment.

Yet I noticed even those staff members who wanted one person
accountable for the decisions that affected the whole museum
were ambivalent when it came to actually putting those ideas
into practice; others were resistent to any hint of
hierarchical structures today for the same political reasons
that had justified the alternative system in the first
place.

Of course, the natural choice for the person to put in
charge would be the director (as if she weren’t already, at
least by most standards), but Marcia Tucker was a reluctant
boss. Not only had the participatory system been one that
she agreed with philosophically, but it was one that suited
her personal style as well. She was not the type to bark
orders, give directives. or even supervise. She relied on
the intelligence and judgment of those around her; she
allowed others to offer opinions, and supported different
points of view (though she sometimes guided as well). This
in no way is meant to imply that she was a weak leader, but,
rather, that she was a leader by example, not by reprimand
or criticism. She had no desire to be the centralized
authority figure that some of the staff called for.

Besides, it was not just one authority figure that was
needed, but a distinct chain of command that was sought,

since Ms. Tucker was often not at the museum for days at a



37

time. Eventually, memos were passed around the office by
the Managing Director that offered a chain of command, as if
it were a form of appeasement for the demand of some for a
recognized managerial structure within the organization (see
Appendix F). This gesture, however, did not offer a real
solution to the problem because this imposed structure did
not provide the accountability that accompanies real
involvement. This chain of command was a list of senior
members who may not know about projects that did not
directly affect them, so that they became authorities of

last resort or by default.

The Financial Crisis

The other problem that began to emerge in early 1992
was a financial crisis that had largely been unrecognized up
to that point because the Director of Finance position had/
gone unfilled for so long. In February 1992 staff meetings
were called that sought to find ways to reduce a museum
"deficit of over $400,000. This news came as a shock to
many, and the situation required a rethinking of the short
and long-term plans in every department. For some time the
museum staff had been spending money as usual, unaware that
the organization’s income had been reduced because important

development positions had not been filled. This situation
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was due to the museum’s aggressive affirmative action policy
that required a significant portion of all new hires to be
non-white, and resulted in a sort of quota system that was
ultimately detrimental to the well-being of the
organization, since it essentially turned away qualified
candidates for positions the museum needed to fill
immediately (see Appendix F). Not only had the recession
decreased grant funding, memberships, and donations, but key
staff positions like the Director of Development and
Membership Coordinator had gone unfilled during the crucial
time of the year when fundraising campaigns were supposed to
be underway. In my opinion, their absence, as well as that
of the Director of Finance, whose position went unfilled,
had caused the museum to miss opportunities to raise income
and to effectively manage limited resources during trying
times. Contributions had decreased 35% since the previous
year and membership had declined 18% (see Appendix H). This
shortage of important persons had also overworked the staff
in those departments, which had further compounded the low
morale brought on by the air quality issues. Once the
financial problems were discovered, immediate actions were
in order. The museum had to slash programming and make
radical changes in the exhibition schedule, including
postponing a larger show until the next fiscal year (leaving
a hole in the schedule that would be filled by a very

inexpensive Art Mall exhibition that I would coordinate).
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Though the key staff positions had to be filled, other
positions were eliminated or cut back to part-time. Some of
these cuts will inevitably have long-term effects on the
museum. The Intern Coordinator position, for example, was
abolished and this could seriously reduce the number (and
perhaps quality) of interns in the next few months. It was
also determined less money would be spent on publications
for all programs in the foreseeable future, and the Soho
Library had to be closed indefinitely (subscriptions to
periodicals had already begun to lapse, and the mold had
significantly affected that part of the building so that
visitors could not safely use the space).

Ironically, the financial crisis effectively delayed
the museum’s having to deal with the management issues
because the staff cuts and reduced programming returned the
operation to the level of complexity which existed before
the problems became evident. The financial crisis, however,
was attacked head-on by the new Director of Development
hired in late 1991 (who had been a Development Officer at
the Guggenheim Museum). His approach to raising funds was
more aggressive than had been the museum’s style in the
past, and I wondered how his new funding strategies might
impact the museum’s reputation as a institution of non-
traditional and provocative programming. Again, Elaine

Heumann Gurian:
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Historically, all museums tend to
drift toward the right as they become
successful; thus, the counterculture
museums become less radical, the liberal
museums become more mainstream, and the

centrist museums tend to protect their
elite status.’

This insight struck me when I noticed how the museum’s new
team of professional fundraisers seemed frustrated when they
learned the museum was not as readily accepted by large
corporations for funding as are other museums of similar
size. It was as if the fundraisers were so caught up in the
act of raising money that they had paid scant attention to
what the types of programs the museum had historically
produced, yet the corporations knew quite well, and some of
these conservative organizations had some serious doubts
about funding an art museum that had exhibitions entitled

Have You Attacked America Today? This situation posed yet

another challenge to the museum’s mission: should it become
more mainstream to accommodate potential funders’
sensibilities and compromise its programming objectives, or

stay the course and remain an "outsider" to traditional

funding and continue to operate uncomfortably close to

financial ruin?

BGurian, p. 178.
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Conclusion

The New Museum is an institution with unique
programming that intelligently challenges many of the
current notions about art. The problems delineated here are
not its only ones, but perhaps only the most urgent, and
they certainly are not insurmountable.

I would recommend that the Director of each department
be made responsible for programming originating in that
department, that he/she take a greater leadership role in
the group planning sessions so that the decisions made are
realistic and attainable. I would also suggest that staff
members with ultimate responsibility for implementing a
program or special expertise be at the think tanks that
determine the nature of future programming. I am not
suggesting minimizing the participatory model, but simply
trying include some accountability into the decision-making
process.

I would also recommend that the museum abandon the
quota system for new hires, and in its place institute
greater outreach programs into underrepresented communities
or target groups with special advertising to announce open
positions at the museum, but ultimately hire the best
qualified candidate in a reasonable amount of time. I
firmly believe that scraping this strict quota system will

not undermine the museum’s commitment to the goals of
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affirmative action, but is a rational adjustment that will
serve the institution’s best interests in the long run.

Despite the staff problems I have described in this
report, the museum continues to enjoy a dedicated and
energetic workforce who care deeply about the well-being of
the institution. Though it was inevitable that the
innovative management system at The New Museum would
encounter difficulties, I believe the solutions it devises
to confront these problems will only make it a more relevant
model for other organizations in the future.

My internship provided the museum with much needed
assistance in the coordination of numerous projects, an
"outsider’s" (non-staff) point of view in its programming
which is important to the mission of the organization, and
active participation in the formation of new programming
ideas at the think tanks. My background as an arts
administrator was also of particular benefit to the
organization, since most of the staff and interns there were
primarily artists whose concerns and insights derive from
that specific vantage point.

As I said when I set out on this journey, I was drawn
to The New Museum for its ability to effectively explore
issues related to art and museumship, and though my time
with the organization has allowed me to take a close look at
the operation, and analyze it to find its deficiencies and

unique problems, this process has not diminished my profound



respect for the ideas it represents and the powerful and

exciting programs it produces.
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‘BAD’ PAINTING

Panel discussion with Joseph
Hilton, Marda Tucker, Shari
Urquart, and Jefl Way. moderated
by Irving Sandler in conjunction
with Artists Talk on Art at the Soho
Artists Center

February 17

ALFRED JENSEN: PAINTINGS
AND DIAGRAMS FROM THE
YEARS 1957-1977

Public lecture and discussion in
conjunction with the exhibition
April 10

OuTsIDE NEW YORK

Lectures 1n conjunction with
Outside New York, an analysis of
contemporary creative activity in
the United States and England

Pub

MARGARET MILLER
October 18

PHILIP LINHARES
October 25

ANNE FOCKE
Ocwober 26

ROBERT MURDOCH
November 1

DAVE KiNG
November 8

W2 979 e

PERSPECTIVES: A NEW YORK
CoMMUNITY DIALOGUE
Series of five symposia about the
aesthetic, sodal, and economic
aspects of the New York art
commumity from the 1950s to
the present

ARTIST AND THE COMMUNITY
Jennifer Bartlett, Ron Gorchov,

Gaylen C. Hansen, joseph Kosuth,

Clawre Moore, Salvatore Scarpitta
May 2

ART WRITING AND CRITICISM
Nicolas Calas, Douglas Dawvis,
Lucy Lippard, Joseph Masheck,
Carter Ratcliff, Barbara Rose,
Irving Sandler

Mayg

MUSEUMS AND EXHIBITIONS
oF CONTEMPORARY ART
John I.H. Baur, Linda Cathcart.
Linda Shearer, Marcia Tucker,
Paimer Wald

May 16

GALLERIES, ARTISTS AND

THE PUBLIC Leo Castelli. Amold
Glimcher, Betty Parsons, Holly
Solomon. Jock Truman

May 23

COLLECTORS AND THE PRIVATE
PATRONAGE SYSTEM Richard
Brown Baker. William Copley.
Sondra Gilman. Barbara Schwartz,
Dorothy Vogel, Herbert Vogel
May jo

ART AND POLITICS Series of
three symposia in response to the
need for dialogue about controver-
sial political. social, and economic
18sues

ARTs UPDATE Series of four
lustrated moming lectures
focused on recent developments in

contemporary art
Maraia Tucker
February 10, 17. 24. March 3

ARTS UPDATE Slide presentation,
Lynn Gumpert. Ned Rifkan,
Maraa Tucker

April 13

sicipapnd 982

ART AND PourTics [1
ecture Series

SUPPORT SYSTEMS FOR THE
ARTIST

Brooke Alexander, Leon Golub
February 4

WHAT 1S THE IMPACT OF
HOMOSEXUAL SENSIBILITY ON
CoNTEMPORARY CULTURE?
Arthur Bell. Jim Fouratt, Bertha
Harris, Kate Millet. Vito Russo,
Jeff Weinstein, Edmund White
November 25

STATE OF THE ARTS

Two panel discussions about the
interrelationshup of the visual
arts with music, film, dance,
and theater

THE CHANGING PROSCENIUM:
THE INTERRELATIONSHIP OF
THEATER AND VISUAL ARTS
Joanne Akalitis, Elizabeth
LeCompte

March 21

1c Programs

CORPORATE SUPPORT

(A POSITIVE OR NEGATIVE
INFLUENCE ON THE ARTS)
Jack Boulton, Gideon Chagy.
Christo, Barbara Gladstone,
Hans Haacke, Mary Lamuer,
Robin Winters

Novernber 3

PopuLism AND ELTISM:
CENSORSHIP Mel Edwards, Colin
Fitzgibbon, Richard Goldstein,
Dieter Kearse, Jim Rheinish,
Carmme Rickey

November 10

PopuLIsM AND ELITISM:
AESTHETIC CONTROL AND
PUBLIC INVOLVEMENT

Stefan Eins, Robert Godfrey, John
Halpem, Jenny Holzer, Lucy
Lippard. Marca Tucker

Novemnber 17

THE MINORITIES DIALOG
Series of meetings about the
special concerns of emerging
artists of color

Linda Goode Bryant, Just Above
Midtown/Downtown, |ohn Neely,
Howardena Pindell

March 13-September 12

ARrTs UPDATE

An ongoing series of slide
presentations about a wide variety
of new work previously unseen by
the New York public

Lynn Gumpent, Marcia Tucker
December 3

THE “INs™ AND “OuUTS™ OF
CONTEMPORARY ART:

THE PoLITICS OF EXCLUSION
Benny Andrews. Eunice Lipton
February 1

INTEGRITY IN AESTHETICS
Linda Goode Bryant,
Ana Mendieta
February 18

RECENT ISSUES AND
PERSPECTIVES: FIGURATION
Two lectures held in May about
recent figurative painting

Linda Cathcart, Sandro Chia, Eric
Fischl. Jedd Garet. Donald Kuspit,
Thomas Lawson, Lowery Sims
Mary Boone, Robert Colescott, Neil
Jenny, Judith Linhares, [rving
Sandler, Peter Schjeldahl

RECENT ISSUES AND
PERSPECTIVES:

HOMOSEXUAL SENSIBILITIES
In conjunction with Extended
Sensibilities, two panel disc

about homosexual sensibility in
the visual arts and 1ts influence on
contemporary culture

Is THERE A HOMOSEXUAL
AESTHETIC IN CONTEMPORARY
ART? Daniel Cameron,
Harmony Hammond, Roger Litz,
John Perreault, Ariene Raven,
Ingrid Sischy

November 15

SOUND AND VISION:

Tobpay's MusiC

Laurie Anderson. Fab Five Freddy.
Philip Glass, Joseph jarman,
Glenn O'Brien, Gregory Sandow,
Alan Vega

May 17

BRITAIN SALUTES NEW YORK

A NEw GENERATION: POPULAR
CULTURE IN BRITAIN TODAY
Panel discussion about
contemnporary art and artists’
concerns in England

Sally Baker. Moira Kelly, Stuart
Marshall, Stephan Rogers, James
Truman

May 24

ARTISTS AND CRITICS:
SPEAKERS' CHOICE
Series of lectures in the Fall about
topics ranging from music to
politics and the media

Dore Ashton. Rafael Ferrer, Hans
Haacke, Carter Ratcliff

S| 984 e -

THE END OF THE WORLD AS
WE KNOW IT Panel discussion in
conjunction with The End of the
Worid: Contemporary Visions of the
Apocalypse, about the possibilities
and implications of total global
catastrophe

Rudolf Baranik, Helen Caldicott,
Robert Jay Lifton, Mark O'Donnel,
Linda Shearer

January 19

46

ART AND IDEOLOGY,
1960-1984 Pane! discussion in
conjunction with Art and deology.
about the impact of current politi-
cal ideas and acowities on the arts,
in collaboration with The Studio
Museum in Harlem

Benjamin Buchloh. Jayne Cortez,
Lucy Lippard. Nancy Spero.

Dr. James Tumer

March 10

HUNGER FOR
PICTURES/CONTEMPORARY
GERMAN PAINTING
Lecture by

Dr. Wolfgang Max Faust
May 16

A PANEL DISCUSSION
IN CONJUNCTION WITH
DIFFERENCE: ON
REPRESENTATION AND
SEXUALITY

With guest curator Kate Linker
December 1

Cimaas] 985w

SPEAKERS’ CHOICE: ARTISTS,
CRITICS AND DEALERS

JESSE MURRY
February 28

GRACIE MANSION
March 7

LinDA MONTANO
March iy

Lisa LIEBMANN
Mardh 2;

PHYLISS KIND
March 28

JOHN Yau
April 4

T

ATTENTION! Series of four panel
discussions in conjunction with
Choices: Making Art of Everyday Life
Marina Abramovicz and Ulay, Alex
Grey, Kim Jones, Linda Montano,
Michael Osterhout, the Ghost of
James Lee Byars, moderated by
Thomas McEvilley

February 3

ACTUAL SIZE, a lecture /perfor-
mance by Michael Osterhout
February 7

NIGHTSEA CROSSING, a medita-
tion piece by Marina Abramovicz
and Ulay

February 21-23

A DISCUSSION WITH [AN
WILSON
February 27



HaANs HAACKE: MEMORY AND
INSTRUMENTAL REASON Lecture
by Benjamin Buchloh at the Great
Hall at Cooper Union in conjunc-
tion with Hans Haacke: Memory
and Insirumental Reason

January

ART AFTER ANDY WARHOL,
ALIENATION OR AUTHENTICITY
May 8

CROSSOVERS:

NEw TENDENCIES

Lecture by Wolfgang Max Faust
October 30

THE GReAT GODDESS DEBATE:
SPIRITUALITY VERSUS

SOCIAL PRACTICE IN RECENT
FEMINIST ART Panel discussion
in conjunction with Ana Mendicta:
A Retrospective, about current
directions in ferninist art

Lyn Blumenthal, Rosalyn
Deutsche, Kate Linker, Arlene
Raven, Nancy Spero, Judith Wilson
December 8
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THE IDEOLOGY OF THE
MARGCIN: GENDER, RACE AND
CULTURE

INTRODUCTION:

THe Pourmics oF
MARGINALIZATION

Luis Cammtzer. Abdul R.
JanMohamed. Renee Tajima,
Marda Tucker. Cornel West
Apnil 27

CULTURE AND THE CANON:
THE INSTITUTION'S
RESPONSIBILITY

Fay Chiang, Kinshasha Conwill,
Douglas Crimp. Richard Powell,
Tim Rollins

May 4

How WEe SEE OURSELVES,
How OTHERs SeE Us:
Michael Calien. Martha Gever,
Sharon Greytak, Adrian Piper,
Juan Sanchez

May 11

FEMINISM AND THIRD WORLD
CULTURE Howardena Pindell,
Mitra Tabrizian, Barbara Smith,
and others

May 18

REPRESENTATION AND
Popuirar CULTURE

Hanif Kureishi, Greg Tate,
judith Wilhamson, and others
May 25

GOD SAVE THE SPECTACLE
Symposium in conjunction with
Impresario: Malcom McLaren and
The British New Wave, about the
history and legacy of punk music
and culture

Richard Hell, Greil Marcus.
Malcom McLaren, Stephen
Sprouse, Paul Taylor

Sepiember 24

OPEN FORUM

Meeting to plan a future exhibition
at The New Museum

Willham Olander, Sharon F.
Patton, Nilda Peraza, Laura Trippi
September 27

A TaLE OF TwoO SITES:

THE BEST oF TIMES/

THE WORST OF TIMES
Lecture about cultural activity in
Britain under Margaret Thatcher
Jon Bird

June
READINGS FROM BLASTED
ALLEGORIES

A New Museum publication
Bran Wallis

June 6

Ao Rogens m Performance. March 21. {989 Alva Rogers in collaboraton wrth Lisa jones.
with Brandon Ross and Charies Burnham. Black to the Future.
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Brack To THE FUTURE
Project in conjunction with
Robert Colescott: A Retrospective

THE UNEDITED ROBERT
COLESCOTT

Lowery Sims

March 14

ALVA ROGERS

In collaboration with Lisa Jones,
Brandon Ross, Charles Bumham
March 21

AFRICAN AMERICAN
AESTHETICS:

LiNks TO THE PAST,
DIRECTIONS FOR THE FUTURE
Nelson George. Kellie Jones,

Lisa fones, Judith Wilson,
George C. Wolfe

March 28

WOMEN AND AIDS: KNOW THE
FACTS In conjunction with Ungl
That Last Breath: Women With Aids
Amber Hollibaugh, Ann Meredith,
Suki Ports, Denise Ribble, Ruth
Rodriguez, Marie St Cyr

March 7

A CONVERSATION ON FEMINISM
AND CONTEMPORARY ART

With Margaret Harrison, jo-Anma
Isaak, Nancy Spero

June 1y

ARE YOU ANGRY YET?

Panel discussion on government
funding and censorship of the arts
September 25

Dean Amhaus, Carol Becker,
Russell Ferguson. Jim Fouratt,
Joseph Papp. Ted Potter, Faith
Runggold, Marda Tucker

VIDEO ARTIST DIALOGUE
Panel discussion in conjunction
with Satellite Cultures, about issues
of colonialism

Sally Couacaud. Tracey MofTat,
Geoffrey Weary

January 22

A SERIES OF GALLERY TALKS IN
CONJUNCTION WITH INTERIM
BY MARY KELLY

THE AESTHETICS OF MARY
KELLY: MATERIALITY AND
MEANING Gary Sangster
February 17

WHAT BECOMES A LEGEND
MosT? HISTORY AND IDENTITY
IN MARY KELLY'S INTERIM
Susan Cahan

February 24. March 24

THE WRITING “CURE™:
RECONSTITUTING THE
SPEAKING SUBJECT
Renée Green

March 3, April 7

DOCUMENTATION AND
FicTiON: MARY KELLY'S
WOMAN

Vivian Bobka

March 10and 31

LocATING THE BoDY: MARY
KELLY AND JANA STERBAK
Alice Yang

March 17

SUBJECTS OF HisTORY
Symposium in conjunction with
INTERIM by Mary Kelly

Parveen Adams, Emily Apter, Hal
Foster, Isaac julien. Mary Kelly,
Laura Mulvey, Gniselda Pollock
March 10

THE QUESTION OF MANET’S
OLYMPLA: POSED AND SKIRTED,
a panel discussion with

The V-Girls in conjunction with
INTERIM by Mary Kelly

March 10

THE DEcaDE SHOW
Panel Discussions

THE CANON: 1SSUES OF
INCLUSION, EXCLUSION AND
DISSOLUTION

Marimar Benitez, David Deitcher,
John Kuo Wei Tchen, Judith
Wilson, Keith Morrison

June s

HIGH ART, STREET CULTURE:
CULTURAL PRACTICES IN THE
1980’s

Clyde Casey, Sandra Fabara (Lady
Pink), Flora Kaplan. Yolanda
Lopez, Robert Farris Thompson,
Marcia Tucker

June 12
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PERSPECTIVES ON
MULTICULTURALISM

Bill Aguado. Robert Lee,
Howardena Pindell. joan Sandler.
G.Peter Jemison. Nilda Peraza

June 19
OpPEN FORUM
Kinshasha Holman Conwill

June 26

HoOMEMADE TV

Viewer participation project m con-
juncdgon with From Recewver o
Remote Control: The TV Set

Branda Miller, Yosha Goldstein
Sepiember 14

ARTISTS' TALK

A series of s discussions in con-
junction with Rhetorical Image
about how contemporary artists
integrate personal belie(s and aes-
thetic concerns with historical and
political events

IN AND OuT
Muntadas

Decernber 15

THE RHETORIC OF DIFFERENCE
Judith Barry, Jean Fisher

Decernber 22

PusLC IMAGE

Julie Ault

January 12

THE ARCHITECTURE OF
AMNESIA
Denrus Adams

January 19

A Talx

Feélix Gonzalez-Torres
January 26
PROJECTIONS AND PROJECTS
Krzysztof Wodiczko

February 2

ABSTRACTION AND MEANING:
HisTORICAL REFLECTION AND
CONTEMPORARY CONTEXTS
Panel discussion in conjunction
with Cadences: Icon and Abstraction
in Context, held at

The Metropolitan Museum of Art
Terry Adkins, Dana Duff,
Eleanor Heartney, Gary Sangster,
Lowery Sums

March 10



E AR i N A
THE NEW MUSEUM AT 45 STH
AYENUE

MEMOoRY

May 10 - 21

Organized by Marcia Tucker and
The New Muscum for C Space, NY

“BAD” PAINTING
January 14 - February 28

Organized by Marcia Tucker

BENEFIT PERFORMANCE AT
LONE STAR CAFE, TERRY
ALLEN

February 12

T P I R 5 e T SRS

New WoORK/NEW YORK

June 25 - July 13

Organized by The New Museum
for Gallery of July and August,
Woodstock, NY

e Wty B eyt QT BT it I TR 5 Lk LR 5 S

ALFRED JENSEN, PAINTINGS
AND DIAGRAMS FROM THE
YEARS 1957-77

March 10 - April 11

Organized by Linda L Cathcart
and Marcia Tucker for the

Albnght-Knox Art Gallery. Buffalo,

NY, and The New Museum, NY
Traveled to: Museum of
Contemporary Art, Chicago; La
Jolla Museurn of Contemporary
Art, La Jolla, CA: Department of
Fine Arts Gallery, University of
Colorado Museum, Boulder: San
Francisco Museum of Modern Art

Exhibitions

= el el 980

REE MORTON RETROSPECTIVE
1971-1977

February 16 - April 17

Organized by Allan Schwartzman
and Kathleen Thomas

Traveled to: Contemporary Arts
Museurn, Houston; University of
Colorado Museum, Boulder;
Albright-Knox Art Gallery, Buffalo,
NY: Renaissance Socety at the
University of Chicago

OuTsIDE NEW YORK:

THE STATE ofF OHIO

April 26 - June 26

Organized by Allan Schwartzman
Performance: “A DifTerent Kind of
Spook House” PanosVille
Beatniks from Akron, Ohio

April 30

HALLWALLS, 5 YEARS

July

Sponsored by The New Museurmn at
Parsons School of Design

Traveled to: Uptown Gallery. State

University College at Buffalo, NY:
A Space, Toronto, Ontanio

<o £ LY MR e R O T T iz 3 AT PRI e L e O S R T e

FOUR ARTISTS: DRAWINGS
August 20 - September 20

Orgamized by The New Museum,
coordinated by Michiko Miyamoto,
for The Institute of Contemporary
Art. Tokyo

NEw WORK/NEW YORK

May 13 - July 8

Organized by Susan Logan, Allan
Schwartzman, and Marcia Tucker
Demonstration by Susan Dallas.
Performance by Jefl Way

June 21 4 28

Two EVENINGS OF SoLo
PERFORMANCE: BoB CARROL,
Jo HARVEY ALLEN, MARTA
RENZI, AND RON LITTKE

September 12 f 14

THE INVENTED LANDSCAPE
February 17 - April 14

Organized by Christopher English,
guest curator

SUSTAINED VISIONS

April 23 - June 23

Organized by Susan Logan, Allan
Schwartzman, and Kathleen
Thomas

IN A PICTORIAL FRAMEWORK
June 30 - Seprember 15

DECONSTRUCTION/
RECONSTRUCTION:

THE TRANSFORMATION OF
PHOTOGRAPHIC INFORMATION
INTO METAPHOR

July 12 - September 18

Organized by Shelley Rice, guest
curator

INVESTIGATIONS: PROBE-
STRUCTURE-ANALYSIS
September 27 - December 4
Organized by Lynn Gumpert and
Allan Schwartzman

EVENTS: FASHION MODA;
TALLER BORICUA; ARTISTS
INVITE ARTISTS

December 13. 1980 - Mardh 5. 1981

Coordinated by Lynn Gurmnpert

Organized by Susan Logan, Allan
Schwartzman, and Kathleen
Thomas

Performance: “Dagar Ane”, Bruce
Gundersen and Robert Clark

August 24. September 17 & 18

et e ey, i) 97 9
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EARLY WORK BY FIVE
CONTEMPORARY ARTISTS
November 11 - December jo
Organized by Susan Logan, Allan
Schwartzman. and Marcia Tucker

OuTsIDE NEW YORK
September 23 - November 11
Organuzed by Susan Logan, Allan
Schwarizman. and Kathleen

Thomas

BARRY LE VA, FOUR
CONSECUTIVE INSTALLATIONS
AND DRAWINGS 1967-1978

December 16, 1978 - February 10. 1979

Organized by Maraa Tucker

A TN T e

THE 1970s:

NEW AMERICAN PAINTING
June

Organized by Allan Schwartzman,
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