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Like my eollesgue and compatricot, &lvin Martin, I regret that I sust presant
my talk mot in the lingws france of thie meeting, but in my native tonpue, I
m not wmable to spesk Prench, but 1 trust my French less than I trust our
tranelators® English. En toute fagon...

&e has beemn made clear for you, the art ;cme in America is undergoing a
process of wnregulated decentralizhtion, a process that has gone on for at
leapt 20 years and which has been determinsd by social and ecomomié, rather
than by political, conditions, T wonld 1ike briefly to consider certain of
these conditions not already discussed, and then T'd like to gt down to busi-
and talk about the effect of decentralization in the United States on ite art
capitel, Kew Tork.

Unlike most of the countries Tepresented at this confarence, the United
States is & phyeically large country. &nd, mmlike other large comntries, popu—
lation in the States ic oot confined mortly to the perimeters. Although the
central portion of the cowmtry is less populous than the coabts, "Kiddle
America— piretehing from Pennsylvanin 4o Wyoming, from New Hompshire to Okla—
boma— sti1]l accounte for a large part of the American population snd socip—
cultural character, Thus, given the emanzion of interest in the arte through-
out the fabric of Americar ¥ife, we ean acknowledge that there i some serious
art being done in every part of the nation— irndesd, in every state,

Now, in the United Stztes, as you probably know, the individoal states have
& fair smwount of mtonomy in governing themselves. IF ¥r. Reagan has his way,
they will have a lot more, But it is interesting to mote that the states don't
seem to want more power right now— it will copt more than they ecan afford,
Some states canmot afford what thay must pay for mow, Asong the thingn for

wiich many etates now pay is culture, T would guess that & majority of the

20 states now bave arts councils responsible for funding individusle and
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institutieons in each etete. At certain times, local social and ecomsmic
conditions— and pure luck— ereats very stromp, active arte councils in cer-
tain states. At other times the arts comeile in these states lose influence,
wiile those in other states grow. A few years agn, for example; the arts
council in California was very vigorous, funding many projects and artiste
and encouraging much commmity interest and support. A so-called "tarpayers'
revolt® in 1978 cut much of the funding for the eouncil; and it has faded in
importance. Many of the institutions smmported by the Californdis eowncil pow
thrive orn their own, tut many others have died or are ptruggling as & result
of severely diminished state—povormment patronare, On the other hend, even
in this time of fiscel eusterity, certain state erts councils are now empowered
to dispense good amounts of money and ezercise leadership roles. The comncils
in Fevada, Ohio, Alaska, Teras, and Weshington State, to nale five, are richer
and more active than ever, Ferhape they, too, will chenge if their parent
organiestion, the federsl goverrment's Betional Endowsent for the Arts, has °
ite funds cut back. (So far, however, the Endowment has escaped the sxe,) But
riate taxes and the imvolvement of private corporations 2lso determine the
todgetz of the state councils, and the cowncile are free to dispense money
around their states ae they mee fit. Tme we have s diseontimmens pattern of
funding policies for the arts throushout the United States, Imagine, if youm
would, an artist'e house on the border of twn etates, one with a powerful arts
comcil; the other with no council at &11, Which etate do you think the artist
says he (or ghe) lives in?

If the United States iz & pattiwork of funding policies, 1 should anpha=
size that it is & big patciwork. The mize of the country introduces amother
factor that belpe break down centraliring tendencies, Bven though electronic

modia have shrunk sur world conceptually, it is still & world we must deal

with physically in many waye mpere im nothing more physical than plastic
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artwork, at least in any treditional medims, When artwork is sent from ons
place to enother, it takes uwp time, epace, effort, care, and poney. More and
more money. It is becoming prohibitively expensmive for museums, gelleries,
and artiste alike to ship workse, insure them, erhibit thes, re-pack them, and
return them, The maile are not cheap, either. Tius, in these daye of rising
shipping and inecurance ecosts, it ir more and more difficult to circulate exhi-
titions around the States. The chances of an artist who works outside Hew York
to show his or her work in New York (or anywhere he or she cannot bring it him
or hereelf) are lessened fignificantly, because the artist cannot afford it or
his or her desler (actual or hoped-for) does not want to assume frightfal
freight costs. There is only one advantage: mo duty is chergped between states,
(Yet!) Finslly, the mrtist thinks, “dell, if my work cannot travel far, I might
as well mzke the best of it," Maldng the beét of it mesns showing art in re—
gions more accesaible to where the artist lives, This helps oild the loeal
grt scenee in thoee nesrby aress— as well, of course, as in the artiet"m owmn
home town,

¥hy doesn't the griist just move to New York? After all, if the srtist's
*locel scene™ is New York, he or she exhibits in a mationnl, even internstionsl
contert without having to strain ks or her finamces. First of all, it streine
one'e finances to live in Hew York, whether or not one ie en artist, but es—
pecially if one is, The cost of adequate worlding and living space in Manhetiten
iz trewendous, and if one lives and works in one of the Pouter boroughe” one
might a= well be living and workdng in Mieeiseippi; the geographic insilarity
of NewYork deglers; curators, and critice keepe Hanhattan wery smch an island,
Thie is beginning to change— bot as it does, lofte in Brocklyn are becoming

more expensive, and we have the psme problem,
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Second of all, liwing and working in New York means being involved, almost
amainst one's will, in a constant competition with thousande uwpon thousande of
other artists. J notice more and more that it is harder to talk with & New York
artist ebout sesthetice than it is about business— especinlly about that art—
igt's career, It is ae if the professional artiste who flock to Kew York— and
they still do— mre more interested in being professionsls then in being artists,

More and more, artiste whe vieit FWew Tork(with the ides of perhaps mowing
there)notice this often oppressive careeriem, Those visitors mot alresdy efflic—
ted with their own earcerist precccupations are appalled; when they consider
the fimancial and spiritusl adwvantages in staying where they already live, ihe
idea of relocatins to New Tork— where they would be only smsell drops in a huge
pond— loses its glamour,

Ir,fact, moving to Hew Tork hae been lesing ite yelue, too. Rather like
Paris in the 1030=, New Tork hes been stapmating under its own perochialiem,
e inmilarity that set in emony ite art-world people during the triumphant -
yeere of Abstract Expressionism has only grown worse since, as thet triumph
ir art has translated itself inio predominance in the art merket, Tmarguably,
New Tork is etill the prigary art merket for the world. But years of Hew Tork
art chauvinise, which has translated far too often into art-market chauviniem,
hag bemun to erode even Kew York's internstions]l pre—eminence in this realm,

It is Few York's diminishings role as the cultural focue specifieslly for
the Tnited States that I wish to addrees, bowever. Few York is still the cross-—
mads for imericen art, the place to which everyone brings his or her art and
ideas in order to diffuse them with maricum efficiency (whatever the cost of
shipping). But, partly because of those costs, artists desire more and more to

diffuse idess and work #i‘w Yort— snd are more and more able to

do Bo,
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Just as employment for artiets is best provided cuteide Wew York, as Alvin
Martin explained, the growth of regional art markets pives articte outside New
York the reasom, and the ability, to stay outside, The anchoring of art acti-
wity in regional centers has led to the "third step” in creating regionsl art
eapitale after the presence of artiste and pleces to show them: discourse, In
the leet few yearzs there has been a dramatic rFisoe in perions art—critical schi-
¥vity in regionsl Ameriesn art eenters, Sometimes thiz bas been sopported, evem
instirated, by local newspapers or magszines; but more often it results wiemly
from the eame tendency &mong writerse as smong artists. Ther are Eimply less
motivated to move to New York than they msed to be, Teaching jobe, atate grants,
and even publishing opportunities exist outside Kew Tork as they never used to,

0f course, publishing epportunities are atill prester in New York than out,
but even thie i= beginning to change, The emergence of serious (and even eco—
nomieglly wiable] art publications outside Few York: has remlied from wrltars'
desire to stay pot, and from the local art communities' desire to keep them,
These publications (such as LATCA Journal and Imares & Issuee in Los Angeles
er Art Com in Ban Framciseo) focue on thelr home regions, often ideclogically
az well an practically, & few even cover severel regions outside New York at
once, tlms providing eignificant infommation to one region sbout mctivity in
another. (I a= thinkins of jourmals like grtweel:, based near San Francieco,
and the New ivt Eyseiner, with buresus in Chicasp and Washington, D.C.) Tms
the former information monopoly maintained by the New York art mogazinen, with
their distinctly Hew York bias, is circomventsd. Cross-pollination smong rTe—
Fions, institoted by eoademic exchanges, contimmes on the level of aesthetic
discourse itself, Specialiszed magowines and newsletters (e.g. Umbrells in

Los ingeles) also contritute to the sttention that i paid regionsl art,
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T muet adwit that such regionsl art magazines do g0 out of business as qud cle—
1y as= they appear, They never offer that much commerciel wisbility, and can
only rarely attract the ekilled editors and managers needed to keep thes going,
Thie spituetion could chanpe; too, however— at least if the economic recession
comes to an end,

How does all this regional indepemndence and self—sufficiency affect 1'smoien
régime of Hew York? Well, to talk to many lew Tork dealers, artists, crities,
editors, and curators, it means the death of sericus art, It means the triumph
of provincieglity. It means thet those dealers, ertists, eritics, editors, and
curators heve to leave the ielsnd of Kanhatisn to keep track of current develop—
ments, and neither the expense nor the effort reguired o leawve the iglgnd has
much appeal, Why, it's bad enough thst new York art people must now pay atien—
tion to new developments in Europel At least in Burope they can find scmething
to ezt. Bot God forbid they should have to trawel to S5t. lowmi= or Seattle! Aec-
tually, sost imerican cities pow bave good restaurants of their own— but there
iz no comvineing those parochial New Torkers of this.

More and more art people in New Tork, however, are responszive to non—New
Tork art. Seme of them are forced fto be: the cut—of=town clients of New Tork
deslers are now insisting that those deslers retorn the sttention and loeok at
out=of=town artists (at least those favored by the clients). But, even more,
art people in New Yori— especinslly youmger ones— are more curious, and better
inforeed, about mon-Kew York art then they mweed to be, Many of them, after all,
were reiced and educated omtside hew Yok, &nd the younger artists, writers,
curators, and dealers in particular caze to maturity at the same time as the
regional centerz which produoced them, They are no lonper exbarmassed by thelr

"provincisl origine,™ but believe ther hove something to contFibute to the

internationsl art scems in New York as well as something to get gut of that scene,
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1 eyself was born in New Tork, went to school therse, and have pnever lived
anywhere else. I have plenty of emotionsl, as well as professionsl, resson to
defend New York fro= the barbaric hordes and to msintain its pre—eminence in
American, and world, art. But, to be bonest, T would rather live in & city
wiich is less important tut more interesting. New Tork is mo longer the soures
for a1l important idess in American art— and certainly mot in world art—
and all it can hope to be is the magnet for theee ideas, the place to which
artigte are most eager to bring their concepts and achievements, Infortunately,
88 I noted before, the economice of transportstion moke this difficult, So does
the fact that New Tork, &8s many gelleries 45 it hap, ie ligited in the BpRCe
it can provide to show art, exotic or mative, Thercfore I foel it oy duty—
and certainly my interest— to travel in Ameries— gnd the world— as much a=
peseible, to kesp myeelf informed of developments outeide Few Yori, Ferhapa I
can be instrumental in bringing these developments to the gttention eof Wew Yorl,
or perhaps mot. But at least someone in New Tork will know that Eensas City
and Fhiladelphis have workable, even exciting art ecenes. &nd, if T cenmot tra=
vel (for efter all, travelling is 2n increaaingly unbearable expense), 1 =till
feel obligated to inform myself of art outside Now Tork through the art publi-
catione generated by our regional art centers,

I had the singular good fortune a couple of years mgp to be invited by the
Guggonhein Musem to assemble & carefully eelected show of art sround the
Urited States, I spent almost & year travelling to as many regional centers as
T could, in search of lesser-lmown but mature and accompliched talemt. T had
given myself a ground rule that not more than helf the artists in the exhibit

be New Tork artists. I did not need the rule: twothirde of the 19 artists T
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chiee cane from places like Chicago, San Diego, Houston, Fort Worth, New Orleans,
Kirmeapolis, Seattle, énulder Coloredo, and Washingston D.C, (&nd, in & second
choice of 19 artists, centers like Santa Barbara, Philadelphia, St. Louis, and
Portland Oregon similarly comprised & majority.) Up until then, &= & remilt of
concentrated visite to California and occasional vimits to 2 few other places,

I suspected that art was cccurring in an important way, and being considered
eeripusly as & local matier, all over the country. The year I spent travelling
for the Cuggenhei= Museum confirmed my suspitions more clearly than T had even
expected it would, T was delighted, The ides of living in Hew York becmme more
exciting than ever,

Toere ie an aphoriem attributed epoeryphally to Herold Rosenberz, the great
critic of postwer art who helped focus Abstract Expressionian and bring it 4o
worldwide attention, "In other places,™ Rosenberg is supposed to have maid,
"people esk themselves, "Ie art possible here?' In New York they ask themsslves,
'Is art poesible?'™ I am pleased to report that the existentisl guestion, "Ie
&rt posgible?"— that feeling of doubt which provokes erestivity— is now being
asked all over the United States, s remilt of widespread creative ferment, The
parancid doubt of the provincial, "Is art poesible here?" is fast becoming an
ecalemgic question,

Bow 1] we have to do is answer the other quostion— and 1 hope we never do,
Thank you,

— Peter Frank
4.1.C.h. Conference
valbonne/Sophia &ntipolie {France)
14 September 1QR2




