








people and programs

PEOPLE AND PROGRAMS is compiled and edited
by Eugenia S. Robbins. Material for inclusion
in the next newsletter should be sent to her at
R.F.D. No. 2, Peth Road, Randlph, Vt. 05060
by August 2.

SPECIAL EVENTS

The 1977 Andrew W. Mellon Lectures in the
Fine Arts were delivered this year by Professor
André Chastel of the Collége de France, the
University of Paris, and member of the Institut
de France, Held at the National Gallery of Art,
Washington, Chastel’s lectures, scheduled for
six consecutive Sundays, centered on “The
Sack of Rome; 1527."

TEACHING

New appointments at Princeton will be John
Plumnmer, from the Morgan Library, as senior
mediavalist; Amanda Claridge, University of
London, to teach Roman art; Christine Kanda,
University of Kansas, to teach Japanese art;
and Thomas Kauffman, Harvard, to teach Ba-
roque art. Professor Nobuo of Tohoku Uni-
versity, Japan, will be visiting professor during
the fall terny; and Marilyn Lavin will be visiting
professor for the year to teach Italian Renaissance
art. Recent publications include Felton Gibbons’
two-volume Catalogue of Italian Drawings in the
Art Museum, Princeton Unidversity, and Kurt
Weitzmann’s Monastery of St. Catherine ot
Mt Sinai.

Visiting professor in the art department at the
University of Connecticut next fall will be
Kurt Lob, figurative artist and teacher from
Holland. Solo shows were held this year by
Paul Zelanski, at the Manwaring Gallery, Con-
necticut College; and by Siegfried Halus, -at
the New Britain Museum. Art historian Jean
Keith is currently in Egypt on a University
research grant; and Joyce Brodsky received a
grant to participate in the Summer Institute of
Aesthetics at the University of Colorado this
June, The Connecticut department is -also
pleased that the state has released a long-await-
ed new art building for bidding. The rapid
growth of the School of Fine Arts has evidently
made new facilitites essential.

Herman Maril of the University of Maryland
was honored with a late winter exhibidon of
his works on the occasion of his retirement.
Books recently published by Maryland faculty
include James E. Farquhar, Creation and Imi-
tation: The Work of a Fifteenth-Century Man-
uscript Hluminator (Ft. Lauderdale, Fla.:
Nova/N.Y.LT. University Press, 1976) and
Frank DiFederico, Francesco Trevisani {Deca-
tur House Press, 1977). Maryland department
chairman George Levitine has been appointed
Fellow at the Institute for Advanced Study at
Princeton.

Craig Dennis, printmaker, and Edward Epping,
painter, have been appointed to the department
at Williams College. The Robert Sterling Clark
Professor at Williams for the fall term will be
Daniel Robbins and for the spring will be Eve
Barsook. Gillette Griffin will be in. Williams-
town during January as the Clark Lecturer.
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Roy Siade, Cranbrook Academy

Following an intensive search, the Cranbrook
Academy of Art has announced the appoint-
ment of Roy Slade as its new president, effec-
tive July 1st this year, Slade, a painter, educator,
administrator and lecturer, comes to Cranbrook

faculty, received a Guggenheim Foundation
Award for the coming year, and chairman
J. Richard Judson wrote the catalogue for the
Antwerp exhibition Rubens as a Book Hius-
trator. Plans are afoot for a new Art Lab build-
ing for sculpture studios and classrooms.

From the University of Vermont comes news
that Richard Janson is stepping down as chair-
man of the department to devote himself to
full-time teaching at the end of the current
year and a spring-term sabbatical in England.
A successor will be appointed for fall 1977.
Hideo Okino will be on leave for the coming
year to study ceramics in Japan; and Dan Hig-
gins, lecturer in photography, will be on sab-
batical leave in British Honduras. This summer,
Ruth Lehrer, curator of the Alverthorpe Gal-
lery, will teach a workshop seminar in the

connoisseurship of the print. A grant from the’ B

National Museum Act will fund a graduate
fellowship internship in museclogy and Amer-

ican Cultural History for the next academic .
year. Bill Davison, faculty artist, has: a’ travel:.

ling exhibition of expenmental prlnts funded
byagrant from the NEA Roteries

New department chalrpersons at the San; Fran:

cisco Art Institute were: announced th1s sp' ng :
pamung depart— :

Sam Tchakallan w:ll head th

from the Corcoran Gallery of Art and’ the Frih

Corcoran School of Art in Washington, D.C;, )

where he served as dean of the school and, since

1972, as director of the gallery. He succeeds i

Wallace Mitchell, president of Cranbrook
1970, who dlEd earher tI'us year but: Hag

chairman of the departmem during the, search Y

for a new chairman. His book; Colomal Gen

America: A Bibliography, is currently on press'_
at Arizona State University Press, Frank Smul—_- -

lin of the Duke faculty held a solo show of his
wood sculpture at Appalachian State Univer-
sity in February.

Michael Meister will join the faculty of the
University of Pennsylvania this fall as assist-
ant professor to teach Indian art. Lawrence
Gowing, director of the Slade School of Art in
London, will come to the university as visiting
professor during the spring term, Malcom
Campbell’s Pieiro da Coriona at the Pitii Pal-
ace was published this spring by the Princeton
University Press.

The University of North Carolina, Chapel Hill
adds two new faces to its art history faculty this
fall. Mary Sturgeon will come from Oberlin to
teach ancient art and Edson Armi comes from
the University of Chicago to teach Medieval
art. Visiting faculty this year included Mary A,
Dean, medievalist, and Isabel Levitt, to teach
ceramic sculpture, Visitors this summer will
be Judith Lyczko, from Bates, for modern art
history; and Charles R. Mack, from the Uni-
versity of South Carolina, for Renaissance art.
Donald B. Kuspit, also of the Chapel Hill

g0
'chaxrman of the department of : teacher “edu

cation. He is. not a stranger. io Phliac!elphla,

however, havmg previously: taught ac the ! S
Philadelphia College of Art, at Moore Co]lege i
of Art, at Bucks County Community Collége,

and at the Philadelphia High School for Gitls.
A painter and writer on art educatiort, Wein-
berg was educated at the Philadelphia Col:
lege of Art and the University of Pennsylvania.

Although Middlebury has no new appeint-
ments to announce, two faculty members have
recently published books. Robere F. Reiif's
A Stylistic Analysis of Arshile Gorky's Art
from 1943-1948 is scheduled to be published
in May; and John Hunisak’s The Sculptor
Jules Dalou - Studies in his Style and Imagery
was recently published,

Lorna Ritz, in the studio arts department of the
University of Minnesota, Minneapolis, was
honored this spring with a solo exhibition of
her paintings and drawings at the University
Gallery there.

Mary Shaffer, who currently teaches sculpture
at the University of Rhode Island, had a one-
artist show of her recent work at the 0. K,
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Harris Gallery in New York in early spring.
This, her third New York show, included glass
work, a wall piece, and a small room ¢nviron-
ment.

Joseph Schwarz has been appointed professor
of art and head of the department of art of Au-
burn University at Montgomery, Alabama.
Schwarz comes to Alabama from the School of
the Arts of Virginia Commeonwealth University,
where he was professor of art and director of
graduate studies,

Joelynn Snyder-Ott, a 1962 graduate of Moore
College of Art and currently on the faculty of
Pennsylvania State University, held a one-
woman exhibition of her drawings at Moore
this spring,

Warren Sanderson, formerly of Florida State
University, is now a member of the faculty of
the art history group at the Universite Con-
cordia in Montreal. This summer, he also
holds a visiting appointment at the University
of Trier,

Additions to the faculty at Virginia Polytechnic
Institute and State University for the 1977-78
academic year include Ray Kass in the area of
watercolor, Lyn Yeatts in the area of jewelry,
and Karen Kingsley in the area of art history/
humanities.

: P &
University of Illmo:s Champam Urbana, saw

an exhibition of his drawings mounted at the
College of William and Mary in Williamsburg,
Titled “New Capricci: Being an- Exhibition of
Nonsense Drawings that make Sense,” the
show was accompanied by a brochure written
by William and Mary department chairman
Miles Chappell.

Detail, ‘“Fhe tale of woe that only birds will
understand,” from Philipp Feh!l’s capricci.
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|- ative literature; was chairman'-'of ‘thie cominitiee,

: auguratmg a new Concnrrent Master L3 Degree

PROGRAMS: NEW AND EXPANDED

The Institute of Fine Arts, N.Y.U., has received
a grant of $300,000 from the Andrew W. Mellon
Foundation in support of the training program
at its Conservation Cenier, now in.its seven-
teenth year of operation. The grant, which will
extend over a three-year period beginning this
July, is designed to enable the center to expand
both its student enrollment and its faculty. It is
expected that the number of matriculated stu-
dents will rise to 32 by 1979.

The Yale University Graduate School will
launch a new Ph.D. program in Renaissance
Studies in the fall of this year. Claude V. Palisca,
professor of the history of music, has been
named chairman and director of graduate
studies for the program. Although other centers
for Renaissance and Medieval studies exist
elsewhere, it is believed that Yales' new program
is the first devoted exclusively to the Renais-
sance that leads to a doctorate. Each student
will take half the required course work in a
single area of concentration and, in addition
to a core seminar in Renaissance studies, will
take the remaining courses in fields related
to individual interests. The dissertation will
normally be in a departmental area, but will
be expected to exploit the student's interdis-
ciplinary training. The Renaissance studies
program was developed by a commitiee
appointed in 1975 by Provost Hanna H. Gray,
herself a Renaissance historian. Thomas M.
Greene, chairman of the department of compar-

Program in the Hisiory of Art and Librarian-
ship. The aim of the program, which leads to
the degrees of M.L.S. and M.A. in the History
of Art, is to provide students with the best pos-
sible preparation for a career in art librarian-
ship. Interested students apply to the concurrent
program, but are expected to meet the admis-
sion requiremenss and undergo competetive
screening in each department. For History of
Art, priority in admissions will be given to
students with a B.A. in art history and demon-
strated progress towards reading ability in two
languages: German, and either French or Ital-
ian. The School of Librarianship applies its
customary admissions criteria, details of which
are given in its annual Announcement. For
ardditdonal information: Dept. History of Art,
University of California, Berkeley, Cal. 94720.
For admission in the fall of 1978, application
deadline is Dec. 1, 1977.

MUSEUM STAFF NOTES

David S. Brooke, director of the Currier Gallery
of Art in Manchester, N.H., has been appoint-
ed director of the Sterling and Francine Clark
Art Institute in Williamstown, Mass. Brooke
succeeds George Heard Hamilton, who will
retire in June but will continue to teach in the
graduate program. Brooke, who has been at the
Cuarrier since 1968, was born in England and
hoids an A B. and an M.A. from Harvard. Be-
fore going to the Currier, he held positions at
the Art Gallery of Ontario and at the Smith
College Museum of Art.
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The Williams College Museum of Art is also
seeing some changes under its new faculty dir-
ector, Franklin Robinson. An addition to the
museum, with two new galleries, print room,
storage and workroom, has reached the design
stage. Stephen Edidin has joined the staff as
museum assistant and George Aitken has been
appointed museum superintendent. The mus-
eum has also acquired two major bequests:
nineteenth-century paintings from Governor
and Mrs, Herbert H. Lehman and twentieth-
cenfury paintings and sculpture from the col-
lection of Lawrence H. Bloedel.

The Georgia Museum of Art at the University
of Georgia recently appointed Richard 8.
Schneiderman (Ph.D. SUNY, Binghamton}
as curator of graphic arts. Ron Lukasiewicz
(MFA U. of Georgia) was appointed as prepar-
ator. Before coming to the muscum, he was
supervisor of the Cultural Activities, Achens
Recreational and Parks Department,

At the still-new University Gallery of the Uni-
versity of Massachusetts, Ambherst, Elizabeth
Youdin has been appointed registrar, and
Peter J. Bena is the new preparator.

The Danforth Museum of Framingham State
College, which opened in May 1974, recently
announced the resignation of its first director,
Hedy B. Landman, who is moving to Chicago.
No replacement has been announced.

New staff at the Smith College Museum are

Elizabeth R. Mankin, registrar, and David

Dempsey, _preparator; The.-museum: recemly.
ed:th

hi
pur%?mse ‘award,. this is’ o be hsed for: photo:
graphs: The othet two are in the area of con-
servation: one for a survey of the museum’s
sculpture collection and its conditton; the
other for conservation of three of the museum’s
major French paintings.

The Galleries of the Claremont Colleges recent-
ly announced the appointment of David Rubin
{Harvard) as assistant director,

From the University Art Museum, Berkeley,
comes news of the appoiniment of Robert H.
McDonald as administrative assistant and sec-
retary to the director, McDonald was formerly
director of the Daniel Weinberg Gallery. He
holds an M. A. from Berkeley.

At the Museum of Art, Rhode Island School of
Design, Valerie Ayer Hayden has been appoint-
ed assistant curator of decorative arts. In addi-
tion, Carla Mathes Woodward is the new assist-
ant curator of education, coming to Rhode
Island from a post as assistant to the director of
the Wellesley College Museum.

The new director of the Bowdoin College Art
Museumn is Katherine J. Watson, Watson comes
to the Brunswick Campus from Oberlin Col-
lege, where she was a lecturer at the college and
a curator at the Allen Memorial Art Museum.

BUILDING BULLETINS

The Montgomery Gallery of Pomona College
is currently being doubled in size, scheduled o
reopen in September 1977. The University of
Kansas Museum will be completely closed to
allow the transfer of the colicctions o a new
building scheduled to open in January 1978

ESR. »




standards for the MIFA degree (visual arts)

Adopted unanimously by CAA Board of Directors, April 16, 1977

In 1970, after a thorough study of graduate education in the visual arts and recommendation by the
Midwest College Art Conference, the College Art Association of America declared its official recog-
nition of the Master of Fine Avts as the terminal degree in studio aré (see Resolution reprinted be-
low). Now that this recognition has been accepted throughout the nation, it is the responsibility of
the Association to reinforce the validity of its declaration by publishing the foliowing standards
for the degree. The various requirements and guidelines cited represent a logical minimum (o in-
sure quality in MFA programs, which should, where possible, be surpassed, in order to advance

the standurds of the profession,

DEFINITION AND PURPOSE

The MFA, unlike most masters degrees, is used
as a guarantee of a high level of professional
competence in the visual arts. It is also accepted
as an indication that the recipient has reached
the end of the formal aspects of his/her educa-
tion in the making of art, that is to say, it is a
terminal degree.

First, and foremost, the profession demands
from the recipient of the MFA a certifiable tevel
of technical proficiency and the ahility to make
art. Having earned the degree does not necessar-
ily, however, guarantee an ability to teach this
proficiency to others. If work toward the MFA
has been concentrated in a particular medium,
there should be complete professional mastery
of that medivm. The generalist, whose prep-
aration has been broader and less specialized,
must still meet the critical demands of the pro-
fession by demonstrating convincingly his/her
expertise and knowledge in a number of areas;

The need for thorough training of the mind,

the eye, and the hand is seli-evident, The re-
mainder of this dotument outlines specific
standards and requirements for the MFA which
are approved and endorsed by the CAA Board.

& g'lven institition and.a glven dlscxpime th

DEGREE REQUIREMENTS

Definition of Credit

Because credits are 2 unit of measure, reflecting
amounts of work over certain periods of time,
a precise definition is needed, in order to recon-
cile the variety of academic record-keeping ar-
rangements that exist throughout the nation.
The Association recognizes a standard in which
one semester credit represents three hours of
work per week over a semester of at least 15
weeks (one quarter credit is the equivalent of
66% of a semester credit.) Work toward credit
may take place in formal classes, critiques,
technical workshops, or in independent studio
activity. While the distribution of tme spent
between formal and independent options.is a

decision that must be made by the faculty, _who a5

determing Speclflc educational pattérns within

rauo of Lh.ree hours of work per eredit mist
met.'i-

Credit Reqx'xiremen

The minimurm requ1rement for' the: MFA! 15:60:

semester credits of course work at the graduate .

level {or 90 quarter credits}, including courses
in art history and cognate areas of qtudy Thes :
required credits may not include any stiidy: ‘that
is required as make-up for undergraduate" d'
ficiencies,

Undergraduate degrees (BA, BFA, BS BEd) A

differ in disciplinary credit distribution and ed-
ucational emphasis. In order to compensate for
these differences in the studies {undergraduate
and graduate) leading ultimately to the MFA
degree, the following combined (undergradu-
ate plus graduate) semester credit totals in areas,
listed here, are recormmended: Art Studio 100
semester credits; History of Art 24 semester cred-

its. These recommendations are not absolute
minimum requirements, but do provide rea--:
sonable guidelines for faculties concerned with v

maintaining the standards of the professlon
As a terminal degree, the MFA, in addition 10

the required number of credits, which are essén-:

tial, demands a level of maturity that cari ‘dé

velop only from study over an extended perlod.

of time. It is recommended that two years bé con
sidered an absolute minimum, w1th Lhree years
preferable and advisable, :

STANDARDS FOR STUDIO FACULTY: A RESOLUTION
Adopted at Annual Members Meeting, January 30, 1970

Resorvep: That the College Art Association of
America establishes the following standards
respecting studio faculty, a copy of which should
be sent to each college art department in the
United States, and a copy of which shall also
be sent to each collegiate accrediting body in
the United States under cover of a letter from
the President of the Association, wurging the
said accrediting body to recognize the standards
as appropriate o any collegiate studio art
program:

1. All artists on full-ime annual appoint-
ments other than as visiting critics or artists-in-
residence are 1o be regarded as having regular
faculty status. This includes eligibility for aca-
demic rank, promotion, tenure, rvetirement
and other benefits, and participation in college
and university governance. Specifically, none
of the foregoing are to be precluded on the
grounds that artists as such are involved in an
extra-academic profession, but rather their
commitment to creative work should be re-
garded as the same as that of academics in

" other disciplines to appropriate scholarly

8

and research activity. Fxhibition of creative
work is to be regarded as analogous to publica-
tion in other fields.

2. No academic degree other than the M.F.A.
degree or equivalent professional achievernent
should be regarded as qualilication for appoint-
ment to professional rank, promotion or ten-
ure. Degrees in Education and related fields
shall not be required except for faculty ap-
pointed specifically to teach courses in Edu-
cation. Similarly, Education degrees shouild
not be regarded as constituting appropriate
preparation for teaching studio art courses.

3. The criteria for promotion for studio art
faculty shall be professional development,
teaching effectiveness and service to the college
or university. Evaluation of professional de-
velopment and teaching effectiveness shall be
carried out with the participation of other
professional artists. Wherever possible artists
shall be represented on at least the first stage of
the promotion recommendation procedure.

4. Recognition of regular faculty status for
artists teaching at colleges or universities im-

plies that artists will not be expected:to:pro
professional services other: than these! direct]
relating to their aching without: proper addi-
tional compensation or reduction in teachmg
load.

artists shall not exceed eighteen contact hours
per week.

6. The number of students in individual
studio classes should not exceed thirty except
where appropriate teaching assistance is pro-
vided. It should be noted however that thirty
students are far too many for optimum teaching
effectiveness.

7. When graduvate students are assigned
teaching duties they should not be given exclu-
sive responsibility for a class until after at least
one year of graduate study, including experience
as teaching assistants, and they should be closely
supervised by members of the regular teaching
staff. In no case should graduate students be
given teaching assignments in excess of one
half the normal teaching load. L]
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5. The full-time teaching asszgnmem of :

latter, it should be stressed that the range of di-
versity must, of necessity, be limited in order
to guarantee the depth of involvement de-
manded by graduate standards in each disci-
pline. Each student deserves from the staff care-
ful consideration of individual needs and con-
scientious direction in planning an appropriate
course of study.

. Requirements in Art History, Art Criticisi
“*and Other Cognate Areas
 Much of a practicing artist's knowledge of his/
" her cultural heritage is gained through study-

ing art history. Accordingly, formal courses
'in art history are considered to be an essential
s part of the MFA program (the CAA recorn-
“mends a minimum combined undergraduate
“and gréduate wotal of 24 semester credits). For
' MFA candidates, advanced courses on various
* historical periods, styles, and themes are strong-
- Iy recommended. Seminars are favored only in
‘the areas of connoisseurship, where these stu-

dents should have much to contribute and learn.
Art eriticism, which develops from and in some
Tespects cannot be separated from art history,

““is’another crucial part of the.informed argist’s
:education {"informed" is the key word; the edu-
cational. establishment cannot claim to pro-

duce; conms{ently, artists who are superior in
rega:d to “‘talent’ or “insight,” but it should be

“able'to’ produce artists who are educated.) Self-

C!'lthlSHl and external COITlpﬂI'ISOl'l are means

i, a d'self-exphcatmn in
e-careers of most artists is self-evident,

Other disciplines of educational value to the
tident’should be considered and encouraged,
here reIeva.nt In'addition to helping students
'clemgn their’ progrars of study, the faculty
ust consider all of their individual needs and

‘counsel MFA candidates to take full advantage
_oE all-appropriate resources in areas both in
“and dutside the visual arts which are available
‘inr’the institution, guiding them to learning in
.- stich tognate areas as will flesh out the total
. educational experience.

Thesis and Comprehensive Examinations

- A written thesis on art history or theory should
- not necessarily be required; however, a critical

statement, in writing, on the student’s work and
development and its culural and historical
references should be insisted on as a logical
alternative,

Comprehensive, out-of-class art history ex-
aminations, whether oral or written, should not
be required, High-quality performance in
course work itself can be counted on as assur-
ance of the student's having a good working
knowledge of his/her heritage.

Graduate Exhibition

Asa final step prior to receiving the degree, each
MFA candidate should be required to mount a
substantial exhibition of his/her work. Some
schools face a difficult problem of providing
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satisfactory spaces for individual exhibitions,
which should be solved by finding large facili-
ties for group shows, either on- or off-campus.
Since the profession demands from MFA de-
gree recipients an ability “to make art," a facul-
ty, institutional, and public review of the [inal
product is absolutely necessary.

Slide Portfolio and Retention of Student Work

A slide portfolio of the MFA exhibit should be
required and kept for the record. In addition, in-
stitutional resources should, if possible, be used
to purchase one or more examples of work for
the school's permanent collection. The CAA,
in its resolution of April 29, 1972, has discour-
aged the all-too-prevalent past practice of in-
stitutions’ demanding, without compensation,
examples of student work.

ADMISSIONS

Quality of Pre-Admission Preparation and
Means of Dealing with Deficiencies
Admission to MFA programs should be based
on the nature, extent, and quality of undergrad-
uate preparation, including courses in studio,
art history, and other academic subjects. Qual-
ity of studio preparation can best be judged on
the basis of careful evaluation of work done at
the undergraduate level; therefore, a portfolio
review is regarded as an absolute necessity in
the admissions process.

While many institutions consider the BFA

to be the standard qualifying degree, the fact

that the: app]zcant has attended a BA- or BS-
1fl 1nsumtlon does not necessarily: rule
tarice it most MFA programs. What-

ever the undergraduate degree, most entering
graduate students tend not to be completely

prepared in one or more of the.areas cited above
and will require remedial make-up work.

Prior to the admission of a successful appli-
cant, the graduate faculty should determine the
individual’s deficiencies in studio, art history,
and general studies and inform him/her of its
findings. The prospective student should also
be given a clear indication of the prerequisite
make-up the institution will require and em-
phasize that no studies to compensate for gaps
in undergraduate preparation can be counted
as contributing tw the minimum number of
credits required for the MFA degree,

Advising on Degtee Reguirements

Admission committees are also urged to in-
form each potential student clearly of the insti-
tution’s MFA requirements and other relevant
matters concerning the specific makeup of the
degrec program, pointing out the various guide-
lines previously outlined in this document, in-
cluding the minimum of 60 graduate credits,
and other curricular requirements.

The MA as a Qualifying Prerequisite

Some institutions use the MA degree (30 credits)
as a qualifying prerequisite for final acceptance
into MFA candidacy, allowing the student to
apply the earned credits toward the higher de-
gree. This practice is legitimate only if the qual-
ity of work toward the MA is acceptable within
the terminal degree standards and total degree
requirements are ultimately met.

GRADUATE FACULTY

It is axiomatic that MFA programs should have
excellent and well-qualified teachers. While
quality of teaching is of primary importance,
professional recognition of individual faculty
members is also most desirable. Not every good
teacher needs to be a recognized star, but the
CAA is concerned that all graduate faculty
members be fully competent professionally.
This standard does not necessarily imply the
imposition of age and experience standards.
Seome very young artist/teachers are as well-
qualified as many faculty members who have
taught for a number of years. Each individual
must be judged on his own strengths and weak-
NESSEs.

A faculty needs to be large enough so that
each student can receive the amount of instrue-
tion he/she deserves, and diverse enough in its
areas of expertise to cover thoroughly all fields
offered. It is not necessary for every institution
to offer everything; however, the disciplines
which it does and does not offer should he made
clear to all applicants. It is of critcal impor-
tance, to guarantee graduate programs of qual-
ity, that schools or university departments offer
fields of study only when excellent instructional
resources are available in a specific discipline
or within an interdisciplinary range.

Visiting artists and visiting lecturers can
provide inspiration and broadened horizons
for any student body (and faculty), multiplying
diversity of poimts of view, from which all can
benefit. Full value from such outside authori-
ties, however, usually demands more éxtended
contact than that afforded by a one-hour lec-
ture, which can leave students with only frag-
mentary, superficial impressions of what they
have heard and seen. Visits of several days’ dura-
tion are recommended.

FACILITIES

MFA programs should be offered only in those
areas that are fully and adequately equipped
with a reasonably full range of available tech-
nology and satisfactory working spaces for the
students. While facilities can never take the
place of gifted teachers, the better they are, the
more those using them will benefit. Special-
ized equipment is absolutely necessary in some
areas, and students should not only become
technically competent in its use, but should
also understand Fully safe shop and studio
practices and procedures.

Private studios for graduate students are a
near-pecessity, though they should not be so
private—so segregated—that they prevent
healthy contact and interchange. Independent
studios should be supplemented by readily
available access to all shops, labs, and general
studios.

No MFA program can exist without adeguate
library, museum, and exhibition resources. In
the case of the library, the need for access at all
hours, within reason, is clear. MFA students
must have reasonable access to master works
of the past and have continuous contact with
the art of the present.

Continued on p. 10, col. 3
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FINANCIAL SUPPORT FOR
MFA CANDIDATES

It is not appropriate, within the limits of this
document, to deal at length with the impor-
tant subject of graduate assistantships and other
forms of financial assistance. At the same time,
CAA wishes to enunciate two principles that
have direct bearing on the question of standards
in MFA programs:

1. No graduate academic credit should be
given [or teaching or other assistantship work
for which pay is received.

2. The foregoing requirements and guide-
lines define clearly the amount of ime and com-
mitment necessary to justify the granting of
the MFA. As graduate faculties distribute as-
sistantship assignments, they must consider
with care the hours of the week needed by their
students to complete the academic obligations
expected of them. Undue interference with the
right of students to apply themselves to their
primary mission in graduate school is both
unfair and unwise. . B

NASA SUPPORTS MFA STANDARDS

The National Association of Schoois of A,
at its Board meeting on' April 23, adepted two
maotions in support of the CAA Statemeénit on
Standards for the MFA Degree. The first mo-
tion states: ‘“The NASA Board of Directors
supports the principles embodied in the CAA
statement on recommended MFA standards
dated April 16, 1977."

The second is a more substantive motion that
distinguishes between standards and accredita-
tion criteria and states their hope that the CAA
will join NASA in further study of the MFA.
It reads as follows:

"“The NASA Board recognizes that the GAA
document of April 16, 1977 reflects recommended
guidelines for the development of evatuation of
MFA programs, and that its language is, there-
fore, not entirely appropriate for use as an acecred-
itation standard.

“Since the NASA has a pre-existing standard
for the accreditation of curricula Ieading to the
MFA degree, and since the CAA recommenda-
tions substantially reflect that seandard, the
NASA Board of Directors enthusiastically in-
vites the CAA to establish an ad hoc committee
to consult with the NASA Commission on
Accreditation and Membership toward making
further refinements of the language outlining
the CAA recommendations concerning the MFA
degree.

“The NASA Board also invites the CAA ad
hoc Committee to provide consultation as appro-
priate 1o the NASA Commission on Accredita-
tion and Membership in the ongoing refinement
of NASA curricular standards and to address
other issues of mutual concern to both associa-
tions," a
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MUSEUM TRAINING, PROPER

To the Editor:

In the well-attended session on Museum Train-
ing (CAA Annual Meeting, Los Angeles), the
major factor brought out was the_irrelevance of
much of it. The positive factor was that thor-
oughly well-trained art historians are more ben-
eficial 1o museums than any other sort of
training. It was brought out that a person
whose research, for example, had been in Siena
on Bartolomeo Bulgarini, would most likely
not see anything comparable but instead be
working on Boardman Robinson and Jon Cor-
bino. But the training of really looking at de-
tails of paintings or architecture as well as the
training resulting from extended research are
the valuable aspects of the art history graduate
program. Research also means people, as well
as archives; and people are a factor in the mu-
seum profession. And getting the research paper
done on timel There aré many deadlines in

the museum, rnost Important the exhlbmon :

deadline. Having dong i thesns or “d
with a less ha:rowmg dead]me :
tion, such a’ person shouid have dcquired | that
Lype of orgamzanonal knowledge As does the3

- wiiter of' scholariy research; the curator, also has '

o Know" the exhlbltmn in dep[h in order to

make: decns;ons on what e} mclude and o ex-

clude.: ™

In a recent artche if 'December Change,'

Bard College President Botstein supporied the
view that a liberal arts education per se was
really worth it..In concurring T feel that in-
depth cultural knowledge should be available
everywhere. We should look for stong art his-
tory faculty in departments of education so
that these people who then go on to teaching in
public schools have some knowledge of what
art is, and can support the “art teacher” in his/
her efforts to develop a truly creative program.
This goes for supervisory personnel as well.
Such a-program of education would reflect in
more knowledgeable boards of education as
well as boards of directors of museums, histo-
rical societies, archaeological societies and
even library boards. N. Sherrill Foster

East Hampton, N.Y.

PLACEMENT PROBLEMS

To the Fditor:

I am writing about what I consider to be a seri-
ous problem facing the Association. I believe
that we have inadvertently been guilty of dis-
honesty towards an important segment of our
membership, those seeking work, in our occa-
sional publication listing jobs, The matter of
these listings needs immediate review.

The problem arises [rom the fact that college
and university administrations faced with the
demands of affirmatve action insist that de-
partments seeking to make ongoing appoint-
ments (as opposed to some temporary jobs)
must advertise such positions nationally. This
relatively new development is to be welcomed
int the sense that it benefits both institutions
and individuals involved in job-seeking by pro-
viding a wider range of candidates and jobs for
consideration. However, there is also an unfor-

tunate side effect. In many instances jobs are
advertised for which there are no openings. The
listing is.made o set up a competition to de-
termine whether an incumbent should he re-
tained.

I believe that applicants should be informed
of the nature of the listings. One possibility
would be to require that the listings mention
whether there is an incumbent. It might also
be desirable 1o provide some sense of the status
of the incumbent in such terms as degrees earn-
ed, teaching experience, publications and areas
of teaching experience. This might help mem-
bers to decide if it was worth their while o enter
a competition., At the very. minimum the
mention of an incumbency would make the
listings less misleading than they are at the pre-
sent (ime. Guy Walton

New York University

To the Editot:

Congratulations 1o Prof. Szeitz on his well-
written and important letter which recently
appeared. under. the heading ‘Placement

 Stanidards, Proposed.””

Most art. dcpartmen{s hlre in a haphazard
fashion;,. often relymg on’, the old~schooi tie
network - that meéets. in ' elevators. o iR bars.
Very few art departments show an’ inclination

- or - aptitude for “conducting an organized,

courteous, . methodic. search such as he de-

' scribed’ in‘ relation to. the efforts of his de-

partment to fill positions ...

- Those" of:. s ‘engaged. in" communicating
and teaching the arts, especially those of us
in universities, make our salary—in effect—
by sending out a new crop of job-seckers every
year. It is a grave injustice to train them, send
them out looking, and slam the doors shut
when they arrive, We cannot create more jobs
than the economy will sustain. We can turn
away applicants with courtesy, [riendship
and a kind word . ..

Prof. Szeitz's standards, if brought into
effect for the CAA, will make life better for
many people . . . Proper courtesy in announce
ing and describing positions, conducting
interviews, and In all other phases of place-
ment are — as he properly suggests — minimum

standards. . . . Kenneth S. Friedman
Institute for Advanced Studies
in Contemporary Art, San Diego
CORRECTION
To the Editor:

1 am reading your report of the Annual Mem-
bers Business Meeting at the CAA meeting in
Los Angeles.

May I refresh your memory: Of the two By-
Laws changes proposed only one was “unani-
mously adopted.” The one raising Life Mem-
bership dues from $500 to $1,000 was firmly
opposed by one member, namely myself. I
stated at that time that  as an artist and lectur-
er am objecting to inflationary trends affecting
my profession,

As a long-standing member of the CAA (al-
most twenty years), I insist.that my voice be
counted in more than one way! Please, print
correction. Bettina Brendel

Los Angeles

CAA newsletter

1977 annual meeting placement

Since this report is based solely on applicants
registered at the annual meeting and positions
included in the Annual Meeting Listing mailed
in January and the Supplementary Listings
distributed in Los Angeles, several caveats seem
in order. (1} The increase over past years in the
number of positions.is practically meaningless,
since we do not yet know whether there was an
overall increase for the academic year or wheth-
er we simply received a greater proportion of
the listings for the annual meeting. {2) Any
comparision of applicants and positions listed
is perhaps even more .meaningless, since rela-
tively few of those seeking jobs could afford the
air fare to Los Angeles. More significant figures
will be available when we review positions list-
ed for the entire 1976-77 academic year and all
candidates who filed Keysort Curriculum Vitae
forms with us. That review will appear in the
nextissue,

Nevertheless two trends do emerge, both so
clearly that it is extremely doubtful that more
complete statistics will contradict them. (1}
‘The radical increase in the number of positions
listed that are “unspecified or broad” (see chart
on Overview). For artists, the proportion of
such openings is 35% this year, compared with
16% in 1976. For art historians, the proportion
has increased from 33% last year to 57% in 1977,
(2) The increase in the number of positions
requiring experience, with no. significant in-
crease in the entering rank at which positions
are offered.

That both these trends are related to budget-

Age of the Generalist Assistant Professor—to
which these tendencies seem to point—is the
best possible solution to present problems in
academia. Comment is invited.

POSITIONS LISTED, 1975-1977

1975 1976 1977

Artists 214 229 286
ArtHistorians 128 1066 142
Museum Positions 14 30 47
ArtEducators 14 28 21
Art & Slide Librarians 9 7 5
Administrators/Deans 7 9 5
Artist/ Art Historians [ 9 0
Editors/Writers 0 16 0

387 434 506

APPLICANTS

Like everything efse at the Los Angeles annual
meeting, registration at the Placement Burecau
was smaller. There were only 895 applicants
registered, compared with 1303 last year in
Chicago. Proportions of artists and art histori-
ans were quite consistent: 71% artists and 24%
art historians in Los Angeles; 72% artists and
24% art historians in Chicago. (The missing
percentages are arl educators, those seeking
museum positions, etc.) 63% of artist appli-
cants were male; 56% of art historian appli-
cants were fernale. At last year’s annual meeting
two-thirds of artist applicants were male; 60%
of art histortan applicants were female.
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__Art Eduacators: i

¢ id the ieed tor cut- backs: |
deranons an “Muséuairt Positions

“seems’ cléar. It is not clear, however, that the

OVERVIEW: APPLICANTS (1977) AND OPENINGS (1977 and 1976)

Axtists

Unspecified or Broad
Painting and Drawing
Sculpture
Printmaking
Ceramics
Photography

Design
Weaving/Textiles
Video/Film
Canceptual Art/Mixed Media
Jewelry/Metalwork
Commercial Art
Glassblowing

Art Historians

Unspecified or Broad
Primitive/Pre-Columbian
Ancient/Classical

Early Christian/Byzantine/Medieval
Renaissance-18th Century
Modern European

American

Oriental /Near Eastern
Architectural History

History of Photography/Film

Art & Slide Librarians
Administrators/Deans

TOTALS

Applicants Openings Openings
1977 1977 1976
0 101 36
257 40 52
112 16 38
85 14 23
61 23 20
42 18 25
28 49 22
17 9 7
10 9 6
12 0 ¢
8 3 2
0 2 4
0 2 4
632 286 229
1 79 35
il k] 7
18 2 4
31 1 8
67 13 13
18 5 16
40 15 9
20 11 13
11 6 2
0 3 1

DESCRIPTION OF POSITIONS

Rank. As in the past, the overwhelming
amount of hiring done through the CAA is
done at the “open” through assistant professor
level. In studio there were 103 open listings; 70
for tmstructor; 52 for assistant professor; § for
associate professor; and 21 for full professor or
chair. In art history the breakdown was 50 open,
26 instructor, 49 assistant professor, 7 associate
professor, and 6 full professor or chair,

Salary. As usual, the going rate is “open”; we
didn't even attempt to extrapolate meaningful
figures.

Short-Term Listings. ‘‘“Tenure-track” occurs
less and less frequently, with a concommitant
increase in.the number of positions designated
to last for two years or less. The greatest increase
occurred in studio, with 98 short-term posi-
tions listed this year, compared with 53 such
positions in 1976. In art history the increase was
from 18 to 26.

Experience. A radical increase for art historians
from 16 positions last year to 76 this year that
required experience in addition to the Ph.D.
degree. For artists, 156 positions this year com-
pared with 1101in 1976 required experience. &

LISTING OF MFA PROGRAMS

A non-evaluative directory of MFA pro-
grams offered by more than 100 institu-
tions. Includes information on admission
requirements and criteria, areas of con-
centration, degree requirements, fellow-
ships, assistantships, tuition, application
deadlines, etc.

Single copies: $1.00 each
Institutional bulk orders
5-19 copies, 75¢ each

20 or more coptes, 50¢ each

Postage and handling included in price.
Prepayment required. Send orders to
CAA, 16 East 52 Street, N.Y.C. 10022

Reminder: Please be sure to return the Positions
Obtained card bound in the centerfold of the May
Positions Listing when you have accepted an
appointment. Thank you.
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professional practices for artists

By way of background: An "Open Forum on Professional Practices for Artists” was held at the 1974
CAd annual meeting in Detroit, As Forum Chairman Louis Finkelstein noted in his invitation:

“Historically the CAA has been an association of scholars, devoted io the dissemination of the
results of scholarship, the exchange of ideas among artist-leachers and the facilitation of faculty
placement. In recent years the Association has extended its role to address itself to a variety of issues
affecting the profession of art as an academic discpline. It has been involved in guestions of preser-
vation of artislic monuments, various aspects of governmental policy in the arts, recommendations
as to the sele and exchange of works of art by museums, the status of women in the arts, land] the

status and nature of the M.F.A. degree . . .

“In the case of the CAA resolution supporting the M.F.A. as the terminal degree . . . expenence
has shown Lhat the Association has been able to affect the practices of a number of institutions. In
a like manner the Association could address ilself to a wider range of issues affecting artisis, such
as the development of greater artist participation as experts or as advocates in the policies and
practices of museums and other public bodies, recommendations and dissemination of standards
of professtonal practices and legal safeguards in relations between artists and galleries, and the
recommendation of particular practices with respect to the special problems of artists a5 members

of faculty ... ”

Some of these issues have been addressed elsew here {e.g., Resolution on Jutied Shows; Resolution
on the Composition of Museum Boards; Guidelines for Part-Time Employment; etc.). As a result
of the 1974 Open Forum a Committee on Professional Practices for drtists was established and
charged with the mandate of developing recommendations in those areas where ethical and pro-
fessional guidance seemed particularly appropriate. The Commitiee has worked hard Janid (obvious-

A CODE OF ETHICS FOR ARTISTS

L - Instruction- on' the Safe Use of Materials
and Equipment

PREAMBLE. In recent years the profession
has become tragically aware of the dangers
posed to artists by their equipment and mate-
rials. The previous absence or limited accessi-
bility of information on health perils meant that
many. artists who taught as well as sudents
worked in ignorance of these dangers, Whether

_or not an artist avails himself or herself of the
information’ available concerning héalth risks

is @ mauer of individual chioice, Ethically, how-
“ever, ihe CAA does not feel such a choice exists
for teachers of art students,

RESOLUTION. A teacher of Art is ethically
obligated to study and learn as pare of his/her
professional competence and preparation all
relevant information concerning proper health
and safety procedures in the use of equipment
and materials of his or her discipline.

A teacher of Art is ethically obligated to
teach, maintain, and enforce the highest pro-
fessional standards of health and safety in the
use of equipment and materials employed in
the course.

II. Recommended Use of Copyright Notice

PREAMBLE. Most artists are unaware of cer-
tain rights available to them. For too long, and
to their financial detriment, many artists have
considered the use of copyright as demeaning
of serious art because of its prevalence in com-
mercial art. While it is not yet common prac-
tice, more and more serious artists are using
copyright in order to retain a future financial
interest in their work. It is the view of the CAA
that there should be no stigma to the utiliza-
tion by a serious artist of an important commer-
cialright.

rEsoLUTION. It shall be considered proper
professional practice for an artist to place a
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GUIDELINES FOR THE PROFESSIONAL
PRACTICE OF STUDIO ART

1. Instruction on the Safe Use of Materials

and Equipment
The art teacher should ascertain whether or not
his institution carries liability insurance that
" protects the tedcher in case of students suing
for accidents which may occur during class time
or execution of work and if not should urge that
such coverage be obtained. (The most complete
publication to date on this subject is: Michael
McCann, Health Hazards Manual for Artists,
New York, Foundation for the Community of
Artists, 1075, 2b pp.)

. Confracts with ArtDealers

Dealers may be classified as (i) vanity galleries,
i.e. those who, for a fee, allow artists to use their
premises for an exhibition, {ii) one-exhibidon
dealers, Le. typically a small dealer who makes
an arangement with an artist for one exhibi-
tion, or, possibly for a single season, and (i11)
the personal representative, ie. an established
dealer who enters into a long-term relationship
with the artist and seeks to advance the artist’s
career through exhibitions, publicity, by bring-
ing the artist's work to the attention of critics
and curators, seeking to place the work in im-
portant private and museum collections and by
developing a secondary market for the artist's
work.

Although contracts wiil vary, a number of
provisions are customary in contracis made
with the personal representative type of dealer:

1. Duration and Goverage. Agreements are
typically for a one- to three-year period, gener-
ally not longer than five years, and sometinics

provide options for remewal or cancellation

“WOr

“copyright notice on any and alt 'wqﬂ{S of art ﬁ__e | agreement.

prior to the end of the specified term. Normally
all works created by the artist, with the possi-
ble exception of graphics, are included. The
agreement may provide for dealer exclusivity
within a defined geographical area. If the artist
enters into an exclusive arrangement, the con-
tract should ideally provide for approval by the
artist of other dealers with whom the exclusive
dealer may arrange exhibitions or consign-
ments,

2. Expenses. It is important for the con-
tract to spell out the expenses which are to be
absorbed by the dealer and those which are to
be absorbed by the artist. Expenses of pro-
motion, advertising, catalogues, openings,
announcements, transportation from the dealer
to purchasers and insurance are frequently ab-
sorbed by dealers. Where the dealer does not pay
insurance costs, the artist should consult with
an insurance broker and obtain insurance to
cover each consigned work during transporta-
tion, exhibition and storage. Valuation of each

rhed nard and (ODVIOWS: | wark should typically be at the amount actually
Iy) long. The document below was discussed at several meetings of the CAA Bodatd of Directors; and i b 3
unanimously adopted on February 2, 1977, Like its firedécessor. Code 'of Ethics
and Guidelines for the Professional Practice of Art: History {adopted by the GAA: Board of Direc-.
tors November 3, 1973), it is niot iritetided as the.”last word,’ 5 the

"Adopted By CAA Board of 'D'i_rec':t(i).fs,- Febriary 2, 1:977

to-be Teceived by die ditist from the sale of the

- 8, Exhibitions. Someé.  contiagis:: provide
' for a specified nurnbeér of éxhibitions to be held
- during the term of the agreement; Participation
- by-the:artist in the installation of exhbitions

s customary, whether or not provided in the

"4 Commissions. Dealérs_ are ‘compen-

.éatéd for their efforis on behalf of the artist by

the payment of a commission on works actual-
ly sold. The contract should set forth the rate of
commission to be paid, which may vary from
33.8% to 50% depending upon such factors as
the status and hargaining power of the artist
and the dealer and the services provided by the
dealer. Commissions may vary in cases of
large sculpture, on sales from the artist’s studio
{(where permitted), on works consigned 1o other
dealers, on special commissions and on
graphics.

5. Sales, Advances and Accounting. The
artist has the right to set the sales prices of his
works, and should do so in consultation with
the dealer, who will be aware of the market for
the artist’s works. The contract should provide
for a periodic review of prices, customarily at
the end of six months or a year. The contract
may also provide for advamces to the artist
against sales. In such event, there will also
be a provision for repayment of any balance due
to the dealer at some point, sometimes at the
end of the contract term. In such cases, the con-
ract may provide for repayment in works of
the artist. The artist should consider whether
this is more advantageous than repayment in
cash. The contract should also provide for
periodic accountings, not less frequent than
twice each year, at which time all amounts due
to the artist shonld be paid. The artist should,
if possible, make a photographic record of all
works consigned to dealers, obtain receipts for
all works cousigned and give receipts for all
works returned. The artist is entitled to examine
the dealer’s records with respect to transactions
involving works consigned to the dealer. The
contract ideally should also specily whether and
to what extent the artist or the dealer is respon-
sible for credit risks, and when the artist be-
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comes entitled to payment if a sale is made on
an installment basis.

6. Termination. The artist should con-
sider the desirability of a provision for termina-
tion of the agreement in the event of death of
the artist or dealer, or insolvency or change of
ownership of the gallery. The artist should
also consider the possibility of the protection of
consigned works and proceeds of sale from cred-
itors of the dealer through the reservation of
asecurily interest.

There are many other problems pertain-
ing to contracts with dealers which are not
covered here, it is emphasized that it is in the
artist's best interest to consult a lawyer with
respect to all contracts with dealers, Where the
artist 1s unable to afford a lawyer, the local
chapter, if any, of Volunteer Lawyers for the
Arts should be consulted. (T'he maost detailed
and recent “Mode]l Form of Artist-Gallery
Agreement” has been composed by the Lawyers
for the Arts Committee, Young Lawyers’ Sec-
tion, Philadelphia Bar Association, 423 City
Hall Annex, Philadelphia, Pa. 10107. 14 mim-
eographed pages, free.)

Written by Gilbert Edelson, 1975,

III. Contracts for Public Commissions

Public cormmissions are works which are ac-
quired for use or display in public places, other
than museums or art galleries, and which are

_ generally created by the:artist especiaily: for:the:
“purchasér,’ which may be a- public'agency 6r a’

private enterpriseé, Such commissions may en-
hance the quality of life of the community in
which they are located and improve the visual
character of the environiment. The importance
of such works has been amply demonstrated
over the years: many of the great works of the
history of art were created as public commis-
sions. Such commissions should therefore be
encouraged as a matter of public policy. A
good example of such encouragement is the
legislation which has been enacted by a num-
ber of states and municipalities providing for
the expenditure of a specified proportion of the
cost of a government building (usually 1%) for
public commissions for that building. Wide-
spread enactment of such legislation, as well
as an expanded program of public commis-
sions by private enterprise is thereiore highly
desirable,

The method of payment by which an art-
ist is compensated for the creation of a public
commission varies from a predetermined sum
paid to the artist (who is then responsible for
materials and fabrication and possibly for
transportation and installation) to an arrange-
ment under which the artist receives a fee, some-
times in the form of a “prize," and the commis-
sicning agency pays all other costs up to a stated
maximum swm.

No matter how the artist is selected for a
public commission it is both customary and
advisable to enter into a written agreement with
the commissioning agency prior to the execu-
tion of the work. In negotiating an agreement
for a public commission it is advisable for an
artist to obtain professional legal advice,
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Among the provisions of such an agree-
ment which are either customary or desirable
are the following:

1. The contract should contain specific
provisions for the total amount to be paid
as well as for the terms of payment. Where the
commission involves a substantial expendi-
ture of time and for materials by the artist,
installment payments should be provided in
order to keep the artist’s out-of-pocket dishurse-
ments to a minimum. Specilic provision
should also be made for the cost of transporta-
tion of the work to its designated site and for
installation. The artist should be extremely
careful in obtaining estimates from {abrica-
tors, shippers and installation contractors
prior to negotiating a price for the commis-
sion in order to be certain that the work can be
executed, transported and installed within the
projected budget.

The artist should, moreover, attempt to
obtain a clause assuring additional funds to
cover possible increased cost of materials, labor
and services incurred after the contract is sighed.

2, The commissioning institution will
generally wish to provide in the contract for a
specified time for completion. The artist should
include a provision covering failure to com-
plete the work within the agreed upon time be-
cause of causes beyond the artist’s control
(illness, accidents, strikes, acts of God), or be-
cause of delays due to supptliers, fabricators,
contractors, etc. The artist, therefore, should

in 'which
should be specified in the contract and no
changes permitted without the consent of the
artist, Where an architect is retained by the
commissioning institution, the ardst should
maintain close communication with the
architect on such matters as environmental
design, changes affecting the artist's work,
building code provisions and applicable union
contracts and practices. The contract should
provide that installation of the work should be
done under the artist’s supervision and control.
The artist should also be aware of the fact that,
despite contractual agreement, local union
coniracts and practices may prevent the artist
from. controlling the installation of his/her
work. [t should therefore be ascertained early
in the contract negotiations just what union
practices prevail in a given community.

4. The artist should scek to provide that
the work will be properly and adequately iden-
tified and maintained by the commissioning
institution and to ensure his/her approval of
all aiterations and major repairs to the work
made during the artist’s lifetime. The artist
may wish to consider a provision for disown-
ment of the work in the event that major
changes or alterations are made without the
artist's consent. The artist may also wish,
either in the agreement or by scparate means,
to provide a statement of intention and in-
structions for maintenance and preservation
of the work after the artist’s death.

5. The contract should also provide for
reproduction rights which, ideally, should
be reserved by the artist, subject o a royalty-

free license to the commissioning institution
for non-commercial purposes. In order to pre-
serve reproduction rights, a proper copyright
notice should be placed on the work as well as
on all drawings and maguettes.

6. The contract should state whether the
artist, fabricator, or commissioning institution
is responsible for insurance covering: work-
men’s compensation, damage o the work
while in the artist’s hands and injuries to per-
sons and property during transportation and
installation.

7. The contract {or at least a preliminary
written agreement) should specify at what
stages in a project the commissioning institu-
tion may reject the work and the consequences
of such a negative decision, i.e. the contract
should outline the stages and nature of submis-
sions (drawings, models, budget, cw.); the
client’s obligation{s) at cach stage; and the com-
pensation due to the artist in the event the com-
mission is cancelled at any stage which precedes
the client’s contractual cbligation to have the
work executed.

Written by Gilbert Edelson, Athena Tacha
and Edward Wilson, 1976.

Committee on Professional Practices m
for Artists

Athena Tacha, Oberlin College, Chair

Gilbert Edelson, Honorary Counsel, CAA
Albert Elsen, Standord University

Philip Pearlstein, Brooklyn College, C.U.N.Y.
Edward Wilson, 8.U.N.Y:; Binghamton

visual resources
report

At its annual business meeting held during
the CAA conlerence, the commiitee was re-
organized in order to achieve a more balanced
geographical representation. Dawn Donaldson,
S5.U.N.Y., Bulfalo, continues as chair. Other
members are Norinne Cushman, Brown Uni-
versity; Nancy Pistorius, Eastern Carolina Uni-
versity; Jane Goldberg, University of Illinois,
Champaign; Nancy Schuller, University of
Texas, Austin; and Carol Ulrich, Stanford
University.

Jane Goldberg will act as news editor. All
items for inclusions in both the CAA and
ARLIS newsletters should be submitted to her.

A new sub-committee on Standards for Slide
and Photographic Facilities (e.g. what size
collections are abie to support B.A., M.A, and
Ph.D. programs; minimum equipment needs
for operating a slide collection; etc.} was es-
tablished. Members are Margaret Nolan, Met-
ropolitan Museum; Linda Wells, University of
Michigan; and Stanley Hess, Cleveland Mu-
seum. A chair has not yet been designated. L]
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alternative jobs for art historians

The Committee on Graduate Education is currently addressing itself to what is surely one of
the most pressing problems for recent and prospective M.A.s and Ph.D.s in arl history: the
shortage of teaching and museum positions. Since the Committee has just begun ils investi-
gation of the potential job market in non-traditional areas, the primary immediate objective
of this brief report is to open discussion and solicit feedback which may be helpful to CAA

members.

Art Tours. Many groups such as college and uni-
versity alumni and alumnae, “Y"s, churches,
synagogues and social clubs contract with pri-
vate individuals to perform educational/cul-
tural services lor their members., A resume,
combined with a letter outlining the objectives
of the tours and a proposed series of exhibitions
or other art events is usually the best approach
to such groups. Selection of program is ulti-
mately up to the group, but most have proven
quite receptive to suggestions from the art his-
worian. The time-tolerance of groups will vary,
but most prefer tours that last between 1% and:

1% hours. Educational levels and expectatio'ris-'

also vary, but an 1nf0rmat1ve Lhough not.“aca--
demic” approach’ has; proven most successful
Fees range from $40 to :1560 per tour, :

visable to include such activities in the original
proposal. Fees for a full-day trip range from
$60 to $100.

Conventions can also provide an opportunity
to offer tours to visiting conventioneers and/or
their families. City convention bureaus and
chambers of commerce can supply informa-
tion on scheduled conventions.

—Gail Harrison, Ph.D, candidate, Columbia

and: S ondary Edm:atlon Flfmen
prwa[e, mostfy secu]ar prlmary atid secondary
“schoolg in: New: York Gity: were. polled on: the
status: ‘of art ‘and: art: h1story in heir’ curricula

schools may be impressed with applicants’
academic and scholarly credentials, they will
be particularly sensitive to one's ability to com-
municate the material to students at various
specilied levels.

—Margaret Betz, Ph.D. candidaie, C.U.N.Y.

Adult Education. Such programs are spon-
sored by a variety of institutions, including
public and private secondary schools. Although

most prograrm are; either clearly academic: or
“clearly oriented towards ar[s-and—crafss a tele-'
phone mqmry to: orgamza{mns in New York
| City, offermg couiries inartssand: crafts: showed
that they, " (6o, might be intetested - in" an " art

S -"hlstory ‘course.; It s customary 1 submit:
All:day tours to museutis; sites,’ arnsts stas |

dios, étc., can also be arranged. In fact, it s ad:,

prospeciiis spec:fymg the curriculum — a. list
of Teciuze; topics* should be sufficient.  Most

:groUpS: sponsormg adult-education. courses

are especially concerned that the' prospective
teacher understand the usually ron-académic
expectations and the widely-differing capa-
bilities of the students.

At this educational level, the teacher is respon-
sible for his or her own slides and possibly for
other equipment, such as projectors and screens.
(En very rare instances, organizations or groups
may: have funds available for renting slides.)

iThe asual payment is $30-§¢0 per hour, The
- feTin; Eyplcal]y lasts from 8§ o' 14 weeks, and
fclasses generally meeL ance a week in most
: _cases ini the late aftérnoon or the evenmg

: —A'nna Spiro, Ph.D. candidate, Columbia

Responses indicate that the statas of both: sub-. | -

jects % a function of the size of the stident body
more than of the school's philasophy. A school
with 90-300 students, for example, will tend 1o
have one art teacher; students will have the op-
portunity to take a little art and, in the high-
school grades, one course in art history. A
school of 1200 students, on the other hand, may
offer art at all levels, pre-school through 12th
grade, and might require an art history course
in the junior or senior year. Most schools did
not believe they would be expanding their art
programs in the near future, but those that offer
little or no art history might be persuaded to
include it, this writer {eels, if approached with
a dynamic course outline. The prospective
teacher would be responsible for obtaining
slides for such courses (rental funds may be
available from the school) and, possibiy, for
projectors as well,

Neither certification nor degrees beyond the
B.A. are required of a new teacher, and the pay
scale reflects this, Information on salary scales
was not consistently gathered, bat at the two
top schools, they range from $9200 o $15,000.
Data on part-time teachers’ pay scales was not
available. Alithough primary and secondary
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Conservation. There is a critical shortage of
skilled conservators and related personnel.
(54% of 1821 museums recently canvassed by
Museums U.S.A. indicated that they possessed
conservation facilities, bt only half that num-
ber considered them adequate.) There is also
4 severe shortage of experienced teachers, labor-
atory supervisors, program organizers and re-
searchers, as well as a need for conservators of
library and archival collections, of archaeo-
logical and ethnographic materials and, in
particular, of architectural monuments. Lim-
ited funds and expensive equipment hinder
conservation programs and also make it pos-
sible for only a small number of students to
train each year. Expected changes in these con-
ditions, however, brighten the job outlook.
“Conservation” involves three specific proc-
esses: examination, preservation and restora-
tion. A "conservator” is a specialist with ad-
vanced training in the theoretical and practical
aspects of conservation, capable of supervising
the three areas of conservation. A “restorer’’ re-
turns damaged objects as closely as possible
to their original state, A “censervation techni-

cian” has considerable manual skill but lim-
ited theoretical training.

Formal iraining programs, hitherto optional,
are now an imporiant prerequisite for employ-
menl as a conservator. Conservation techni-
cians, on the other hand, are often trained hy
“in-house” programs. At present, there are
about thirty graduates per year in the four major
programs combined (Cooperstown, Fogg,
NYU/IFA, Winterthur). Job prospects for these
graduates are excellent, both within muoseums
oras private practitioners working for cotlectors
orsmall museumns with no conservation facilities
of their own.

NEA has encouraged the development of
new regional conservation centers through
direct funding support, especially for labora-
tory and workshop equipment. With the estab-
fishment of more of these centers, a wide range
of job opportunities will be available to both

L COI’ISCI‘VHIOI‘S and conservation technicians.

—ElameBoudouns,MA Columbia

':Pléhs'e-'addrem commieits, questions, and most
important-—additional stiggestions for alterna-
- tive jobs—=to' Gail Harrison;; “Chair; CAA Com-
- miitee bn Graduate Education; 260 West End

Ave., New York, N.Y. 10023, T R

“ART HISTORIANS TO VISIT CHINA

"For:the first time since China was closed (o

the United States in 1949, American humanities
scholars, including a ten-member delegation
of art historians, will be able to visit mainland
China under an exchange program sponsored
by CSCPRS (Commiittee on Scholarly Commu-
nication with the People's Republic of China)
and funded by a grani from the National En-

" dowmerit for the Humanities.
. The art historian delegation will be the first

to g0, in May, and expects to remain for one
month, visiting museums of the citites of Pe-
king, Shanghai, Shenyang, Nanking, Suchou
and Tienisin and possibly also a site influen-
tial to the history of ancient Chinese cuiture
and painting such as Tunhuang, Huangshan
or Lushan. The delegation is chaired by fames
Cahill, University of California, Berkeley. De-
puty chairman is Ellen Laing, Wayne State
University, Other members are Susan Bush,
Radcliffe Institute; Anne Clapp, Wellesley
Coliege; Jack L, Dull, University of Washing-
ton; Shen Fu, Yale University; Wai-Kam Ho,
Cleveland Museum of Art; Robert A. Rorex,
University of Iowa; Marc F. Wilson, William
Rockhill Nelson Gailery of Art; and Nelson
Wu, Washington University. a

CIN.O.A,

The 1976 Award of the International Confeder-
ation of Dealers in Works of Art (C.I.LN.O.A.)
will go to Penelope Eames of Great Britain for
her thesis, “Furniture in ¥France and England
from the Twelfth to the Fifteenth Century.”
The prize, which consists of a §5,000 publica-
tion subvention, will be presented at the Conle-
deration's General Assemblyin June. a

CAA newsletter

‘notes from the women’s caucus

. The WCA, program for 1978 in New York will

be coordinated with both the CAA and ARLIS
meetings and will run from Tuesday-Saturday,
January 24-28. Sessions all day Tuesday and
on Wednesday morning will be -held at the
Barbizon Plaza and co-sponsored with ARLIS.
Programs from Wednesday afterncon through
Saturday will be held at the New York Hilton
in conjunction with the CAA. Naomi Boretz is
serving as WGA program coordinator.

WCA/CAA SESSIONS

Questioning the Litany: Feminist Views of
Art History, Mary D. Garrard, The American
University, and H. Diane Russell, National
Gallery of Art. The purpose of the session is to
explore fresh perspectives on the discipline it-
self, re-evaluations prompted by feminism of
traditionati methods, value judgments, con-
cepts of style or iconographic interpretations.
Ome-page typewritten abseracts of proposed pa-
pers should be submitted by October 1 to H.
Diane Russell, National Gallery of Art, Wash-
ington, D.C. 20565.

New Matronage: Women'’s Support for Wom-
en's Atrt. Deborah Marrow, 830 North Bambrey
St., Philadelphia, Pa. 19130. Planned as an ex-
amination of the activities of women collectors,
curators, dealers, art school and art department
administrators and women in foundations, all

. of whom.arein posauons gnablmg theni to’s P
“port art by women. Have they pamcularly done:

this and, if 5o, how? How do they do so clirtent
ly? How might they do so more effectively in
the future? Should special efforts be made to
augment and amplify women's places on both
sides of the art world power structure?

Contemporary Women’s Art: Iconography
and Sensibility. Frima Hofrichter, 984 Cedar
Lane, Highland Park, N.J. 08904. Planned as
an examination of questions related to women's
art as a genre. May images by contemporary
women demonstrate self-consciocus decisions
to impress political premises onto aesthetc is-
sues? Does the lesbian experience function as a
particularized source of creative thought? Have
traditional female life styles affected women’s
ideas about images, design principles, etc? Are
women arriving at new art forms? Have women
in particular found new uses for old materials
and/or new contexts for old forms? Has the in-
creasing number of fernale professionals had a
substantive effect on the art world mainstream?

Plans for the latter two programs call for a
moderator, four [ifteen-minute papers, two
discussants, and open discussion from the floor,
Papers should be submitted by October 1 to the
appropriate persons listed.

WCA/ARLIS SESSIONS

Plans for WCA/ARLIS sessions call for a mod-
erator four fifteen-minute papers, two discus-
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sy Cuy) exh1 }
“which'ran from Aprl! 3 29 at ] 5 :
Missouri-Kansas City Fine Arts Gailery Schat:

sants and open discussion from the floor. Please
submit names of possible participants to be
contacted and/or one-page summaries of pro-
posed papers o the appropriate persons as
listed by October 1. Women View The New
York Art Scene, Naomi Boretz, 15 Southern
Way, Princeton, N.]. 08540. Women and the
Environment: Architecture and Design., Naomi
Boretz, address above. Crafts: Beyond Painting
and Sculpture. Sigrid Welige, 37 West South-
amipton Ave., Philadelphia, Pa. 19118. Sex
Discrimination in the Couris: A Legal Over-
view, Mary Fifield {Caucus Affirmative Action
Officer), 2336 Cherry Hill Drive, Apt. BG,
Springfield, 1. 62704.

SHOWS AND SYMPOSIA

The Comternporary Issues: Works on Paper by
Women exhibition, extended through mid-
April at the Woman’s Building, Los Angeles,
will be seen at the Art Gallery, University of
Houston in November. The WCA exhibition
will coincide with an International Woman's
Year national conference, and is the only show
of work by women artists planned. Attendance
of 10,000 persons is anticipated for the confer-
ence.

The Kansas City, Missouri, chapter of the
Woman’s Caucus for Art organized Women
Artists 77, a reglona_l (SOG_mlle rachus

piro selected 118 pieces {rom approximately
800 submitted and awarded thirteen equal
prizes. An illustrated catalogue with an “‘Into-
duction” by “Women Artsts ‘77" project co-
ordinator Lee Ann Miller, “Notes on Jurying”
by Schapiro and an essay “In the Tradition of
Women Artists” by Jeanne Stump was produc-
ed.

Coordinated with the exhibition was an all-
day symposium, A Collection of Opinions
about Women’s Art which included ““An Over-
view" presented by Lucy Lippard; “Sources
and Content in Work by Women Artists,” a
panel moderated by Lee Ann Miller with Mary
Fish, Ellen Goheen, Lucy Lippard and Athena
Tacha; “‘Art Herstory,” a slide presentation of
women's heritage by Donna Bachman; “Self-
Portraits,” slide presentations by artists Susan
Rogers. Colette Bangert, (symposium coordin-
ator), Philomene Bennett, Joan Foth, Janet
Kuemmerlein and Shirley Schnell; and “What
Now? What Next? Why Not?"' an open discus-
sion moderated by Ann Tompkins with Jean
Gillies, Jean Schiff, Athena Tacha, and Tracy
Thomas. The exhibition and symposium were
funded by a grant from the Missouri Arts Coun-
cil and donations from other sources.

Material for notes from the women's caucus
should be sent to Ruth Fine Lehrer, Alverthorpe
Gallery, Jenkintown, Pa. 19046. Deadline for
the nextissue s August 2.

RFEL. ®

shows by
artist members

A listing of solo exhibitions by artists who
are members of the CAA. Listings should in-
clude name of artist, gallery or museum, city,
dates of exhibition and medium. Since this
service is quaileble only to CAA members and
since we can'l possibly check all the exhibition
notices we receive, please include a copy of
your current membership card. Note: Becquse
of space limitations, we can include only shows
which have occurred or will occur since the
deadline for the previous issue, The next news-
letter, Lherefore, will list only shows taking
place after May 1.

ALBERT ALBANY. Atlantic Monthly Gallery, Bos-
ton. May 1-June 1. Prints {etchings, woodeuts,
color woodcuts), drawings and mixed media
drawings.

EDNA ANDRADE. Marian Locks Gallery, Phila-
delphia. May 2-28. Paintings and drawings.

JOHN BABCOCK. San Lauis Obispo Art Center,
Calif. April 8-May 8. “Faults & Fissures, Marks
in Hand-Made Paper.”’

PAUL L. BARON. Photography Ga]!ery, Orange

Union: 'Gallery, SIUNIY,
" brook. April 12-29, Paintings, °

“Stony="

LerF BRUsH. Gallery, University of Maryland,
Baltimore County. May 11-25. “Terrain Instra-
ments and Tree Clusters.”

JERRY CLAPSADDLE. Max Protetch Gallery, Wash-
ingion, DG, April 16-May 7. Paintings.

ROBERT DOWNING. Huntington Beach Library.
April 15-May 31. “The Nothing Series,”
sculpture.

LESTER GoLDMAN. Houghton House Gallery,
Hobart & William Smith Colleges, Geneva,
N.Y. May 6-20. Drawings.

TAKA IIMURA, Anthology Film Archives, N.Y.C.
May 17, 18 and 19, films; June 4 and 5, video.

JANICE KOENIG Ross. Telfair Peet Theatre, Au-
burn University, Alabama. April 11-24. Paint-
ings.

Juprte rupnick. Hunter College Arts Gallery,
New York City, May 16-30. Paintings.

NORINE SPURLING. DeLand Museurn, Florida.
May 9-June 3. Casein bichromate prints. L]
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art critics’ association

In the intevests of furthering international co-
operation among art hislovical scholars and
critics, the CAA Board of Directors has author-
ized the publication below of information con-
cerning the aims, structuve and membership
of the Assaciation Internationale des Critiques
d’Art (Internalional Assvciation of drt Crities).

Aims of the Association

1. The purposc of the International Asso-
ciation of Art Critics (AICA) is to group all art
critics who wish to develop international co-
operation in the field of artistic culture.

2. Iisaims are, notably:

a) to promote the work ol criticism in the
field of arc and to help in ensuring its methodo-
logical bases.

b) to protect the moral and professional
interests of art critics and collectively 1o uphold
therights of all its members.

¢} o forge permanent links between its
members by fostering international meelings.

d) to: encourage and, spread information

T and mternauonal_exchanges in- the” fle]d Of

mml a1ms are cultu

'Slrucmre RN

1. The admmls:rauve slrucmrc of the Asso-
ciation is composed of the union of the national
Sections of the various countrics, constituting
50 many sub-structures, to which is added a
Free Section.

2. The national Sections estabiish their own

rules, which must agree with the Statutes of
AJICA and be upproved of by the Directing Com-
mittee. The Sections are administered accord-
ing te the laws and customs of their several
countries,

3. The Free Section* is made up of members
who, for valid reasons, do not wish or are unable
to join a national Section. Its bureau is com-
posed, ex officie, of the President of the Associa-
tion, the Secretary General and the Treasurer
General,

4, The official languages of the Association
are French, English and Spanish.

Membership (Full Members)

1. Full Members alone exercise full member-
ship rights within the Association, They are ad-
mitted by decision of the Board of Directors
acting on a majority of two thirds of its mem-
bers present or represented following the recom-
mendation of a Commission entrusted with
the examination of candidatures. . ]

2. Candidatures dare; presenited by the piesi-
dents of the Nauonal Scctions “¢andidites: for

‘the Free Sectiormust be presented by two spon-
! sors members “of

__e B_oard ol Dlr_ectors of
a Fu]E M_c_"mb.e'r.,' a can-
ool that: hie hag: been coni-
par éiy' o, "s'imima'riedusl'y

a) thc daxly or perlodlcal Press, Radlo or

[ Television foF the last thiee years at least

b) the publication of works on art hmmly
ar criticism

¢} teaching "art history or aésthetics at a
senior level

d} museum keepership and the organization
of art exhibitions.

classifieds

The CAA newsletter will accept classifieds of
a professional or semi-professional nalure
(sale of libraries, summer rental or exchange
of homes, elc.). The charge is 50¢ per word,
minimum charge §10.00, advance payment
required. Make checks payable to CAA. Classi-
fieds will be accepted at the discretion of the
Editor. Deadline for next issue August 15.

WRITERS: "UNSALABLE" MANUSCRIPT?
Try Author Aid Associates, Dept. CAA, 34D
East 52nd Street, N.Y.C. 10022, PlLaza 8-4218.

AMERICAN ART HISTORY Ph.D. candidate
working at British Museum every day is willing
to undertake research. Kathy Kajander, 111 King
Henry’s Road, London NW3, England. ]

4. Every Full Member at the time of his ad-

: mission has 1o pay an admission lee equal 10
. the annial subscriplion:

*Because it is considerably in arrears of dues
wilh no real possibility of ever catching up, the
American Section, according o ils president

: Rosalind Krauss, no longer functions as part of
‘the: inlernational  organization.
P member Dore. Ashton has, therefore, applied

Long-time

directly. lo+ the international organization for
membership in the Free Section, and aduises
anyone interested in affiliating with. the inter-
national organization to do the same: Associa-
tion Internationale des Critiques d'Art, Rue
Buerryer, Paris 8, France. ]

DATEBOOK. 5 July deadline submission of positions for July 15 Listing . .
. 23 September deadline submission of positions Eor OQctober 3 Listing . .
. 25-28 January 1978 CAA annual meeting, New York City

Millard Meiss applications .,

. | November deadline ACLS Travel Grant applications {conferences March-June) .
31 January-3 February 1979 CAA annual meetmg, Washington, D.C.

(placemem begins 24 January) . . .

. 2 August deadline September newsletter . . .

1 September deadline
.1 October deadline annual meeting abstracts
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