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MONEY FOR NOTHING
Dire Straits (1986)

Now look at them yo-yo's that's the way you do it
You play the guitar on the MTV

That ain't workin' that's the way you do it

Money for nothin' and chicks for free

Now that ain't workin' that's the way you do it
Lemme tell ya them guys ain't dumb

Maybe get a blister on your little finger

Maybe get a blister on your thumb

We gotta install microwave ovens
Custom kitchen deliveries

We gotta move these refrigerators
We gotta move these colour TV's

See the little faggot with the earring and the makeup
Yeah buddy that's his own hair

That little faggot got his own jet airplane

That little faggot he's a millionaire

We gotta install microwave ovesns
Custom kitchens deliveries

We gotta move these refrigerators
We gotta move these colour TV's

| shoulda learned to play the guitar

I shoulda learned to play them drums

Look at that mama, she got it stickin' in the camera
Man we could have some fun

And he's up there, what's that? Hawaiian noises?
Bangin' on the bongoes like a chimpanzee

That ain't workin' that's the way you do it

Get your money for nothin' get your chicks for free

We gotta install microwave ovens
Custom kitchen deliveries

We gotta move these refrigerators

We gotta move these colour TV's, Lord

Now that ain't workin' that's the way you do it
You play the guitar on the MTV

That ain't workin' that's the way you do it
Money for nothin' and your chicks for free
Money for nothin' and chicks for free
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BOB WATTS

Apple, 161 West 23rd Street, New York, N. Y. 10011. Telephone 989-7734

ADDENDUM TO POP-1964
March 27-April 10, 1971
Tuesday-Saturday 11:30-5:30

During the summer of 1964 the idea occurred to copyright
"Pop Art", thereby taking the term off the market and
preventing 1ts use, verhaps in anticipétion of its extensive

consequent use as a marketing label on a variety of productse.

Since "Pop Art" had already become part of art writing it

was considered to be a-generic term not sutject to copnyright.
It was possible, however, to copyright "Pop Art" in any
number of categories of merchandise, provided that nrevious

use or copyright could not be discovered.

Fo» 2xarmlie: "Pep Art"- category lipstick could receive a
copyright, and if combined with a logo could form a
trademark. In order to ascertain the extent of the prior
(to 1964) use of the terms Pop and Pop Art a search was
conducted of the files of the United States Patent Office.

The search was completed sometime after November, 1964,

These documents comprise the present exhibition.

A tentatlive decision was made to register Pop-Art Creations

in some 18 caterories, but this was not carried out.

Robert Watts

Registered May 10, 1849

Trade-Mark 442,655

UNITED STATES PATENT OFFICE

Mother Hubbard Distributors, Inc.,
New York, N. Y.

Act of February 20, 1905

Application May 9, 1946, Serial No. 501,758
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STATEMENT

Be it known that Mother Hubbard D

The trad k is applied or affixed to the

Inc., a corporation duly organized under the laws
of the State of New York, located at 1775 Broad-
way, New York, New York, and doing business at
1775 Broadway, New York. has adopted and used

the trad k shown in the draw-
ing, for BAKED PRODUCT—NAMELY. CROU-
TONS COMPOSED OF EGGS. SHORTENING.
FLOUR, AND SALT—in Class 46, Foods and in-
gredients of foods.

The trad k has been

and applied to said goods in applicant’s business
since March 28, 1946.

goods, or to the packages containing the same,
by placing thereon a printed label on which the
trade-mark is shown.
Applicant Is the owner of Registration No.
395,280 granted May 19, 1942. i
MOTHER HUBBARD
DISTRIBUTORS, INC.
By A. S. ROSENBERG,
Pres.




Registered Feb. 11, 1947

Trade-Mark 310,383 Trade-Mark 427,624

Registered Mar. 13, 1934

c 954 tc Breyer Ize Cream Company,
R?‘n;ﬁga{iﬁi;giié ’P]r;;.g;w’rlvania, a corporation of Delaware.
o & v

UNITED STATES PATENT OFFICE

Premier Plastic Corporation, Chicago, Il

UNITED STATES PATENT OFFICE

Breyer Ice Cream Company, Philadelphia, Pa. Act of March 19, 1920

Act of February 20, 1905 Avpplication January 12, 1946, Serial No. 494,705

Application October 12, 1932, Serial No. 331,175

A
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To the Commissioner of Patents: The trade-mark is applied or affixed to the

STATEMENT

e Commissioner of Patents:
TOBt::yer Ice Cream Company, a corporation duly
crganized under the laws of the State of l?elz-
ware, United States of Americe, and lncaltd :;
Philadelphia, Pennsylvania, and doing busgk;n_
at 43rd Street and Woodland Avenue, P! He
delphia, Commonwealth of Pennsylvania, U:;d;-
States of America. has adopted and use thg tr i
mark shown in the accompanying grnwu:g it
FROZEN CONFECTION, in Class 43. Fucr...: and
ingredients of foods. and presents herewith fve

and applied to said goods in appiicant’s business

> August 9. 1932, i
sm;f;piich is the owner of United States trade-
mark registration No. 239,683 registered on March

O aiaim 15 mada 4o the Word “Pap” apat from

ihe mark as shown. but applicant weives no
-law right to the same.

©°The trade-mark i3 applied or affixed to the

goods, or o the packages concaining the same

by prinsiag or lithosraphing the mark on bags,

rappers and/or cartons therefor or by othe

tradt ly

showing the ik as actual
i ests

d by applicant upon the goods. and reque:
‘fﬁ:b :)Jye same be registered in the United States
Patent Office in accordance with the act of Feb-
20, 1905 as amended.
rua’rx;ye trad k has been used

3 means common in the trade.
dhﬁ.‘.ﬂ‘s.] JREYER ICE CREAM COMPANY,
CLYDE H. S o
o V. Pres. & Treas.

Premier Plastic Corporation, a corporation duly goods. or packages containing same, by placing

organized under the laws of the State of Illinois

d, in the city of Chicago,
county of Cook, and State of Hlinois, has adopted
and used the trade-mark shown in the accom-
panying drawing, for CIGARETTE CASES, in
Class 8, Smokers’ articles, not including tobacco
products, and presents herewith five Specimens
showing the trade-mark as actually used by ap-
plicant upon the goods, and requests thag the
same be registered {n the Patent Office of the
United States in accordance with the act of
March 19, 1920.

The trade-maric has been continuously used
and applied to said goods in applicant’s business
since December 5, 1945,

thereon a printed label on which the trade-mark
is shown,

The mark has been in bona-fide use for not
less than one year in interstate commerce by the
applicant.

The undersigned hereby appoints Lee J. Gary,
722 First National Bank Building, Chicago 3, Illi-
nais. its attorney, to prosecute this application for
Tegistration, with full power of substitution and
revocation. to make all alterations and amend-
ments therein, to receive the certificate of regis-
tration, and transact all business in the Patent
Office connected therewith.

PREMIER PLASTIC CORPORATION,
By SAM BARNBAUM,
Treasurer,
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- Billy Apple




SANTIAGO SIERRA.

133 PERSONAS REMUNERADAS PARA SER TENIDAS DE RUBIO.Arsenale. Venecia. Junio de 2001
133 PERSONS PAID TO HAVE THEIR HAIR DYED BLOND. Arsenale. Venice. June 2001

b-+w photograph

154,5 x 201,5¢cm

Edition of 5 + 1 a.p. + 1 exhibition copy
#8S 6/01

Immigrantes contactados en la calle, fundamentalmente, vendedores ambulantes senegaleses, bangladesies,
chinos e italianos del sur, fueron contratados para que se les tifiera el pelo de color rubio. Se pagaron 120.000
liras por persona.

Immigrants that were basically contacted in the streets of Venice — street vendors from Senegal, Bangla Desh,
China and ltalian students from the south of the country — were asked to have their hair dyed blond. They were
paid 120’000 Lire each (some 70 dollars).

Santiago Sierra

galerie peter kilchmann limmatstrasse 270 8005 ziirich switzerland
t: +41 1 440 39 31, f: +41 1 440 39 32
info@ki ie.com, www.kil .com

SANTIAGO SIERRA
|

LINEA DE 250 CM TATUADA SOBRE SEIS PERSONAS REMUNERADAS.Espacio

Aglutinador. La Habana. Diciembre de 1999

LINE OF 250 CM TATTOOED ON SIX PAID PEOQPLE, Espacio Aglutinador. Havana.

December 1999

b+w photograph

150 x 216 cm

Edition of 5 + 1 a.p. + 1 exhibition copy
#SS 11/99

Seis jévenes desocupados de La Habana Vieja fueron contratados por treinta délares

Ppara que consintiesen en ser tatuados.

Six unemployed young men from Old Havana were hired for 30 dollars to agree to be

tattooed.




MV AGRESS PLAMEN DEJANOFF

HACKESCHER MARKT 2-3
010173 BERL, [N GERMANY
T/F 49 30 2509 3899
PLAHENDEJANGF F 8ROTHALL.COMN

. Plamen Dejanov

Violet Faigan




Mr Peter Roberts
11 Rota Place
Parnell
Auckland

Dear Gallery Director,

On the 14th of March I visited Artspace to see
your current show of Peter Robinson’s work. I did not think
much of the art work, I thought it was quite ugly. Mind
you, I don’'t know very much about contemporary art. But a
discussion concerning my taste is not the subject of this

letter.

I may be a little out of touch with the times, but
know that galleries find it hard to make ends meet.
I came to the show on Saturday I noticed your donation
I was in the process of finding a five dollar note to
drop in the box, but accidentally dropped a twenty dollar
note, (I did not have my specs on). I was hoping that you
could send me a cheque for fifteen dollars to correct this

matter.

I do
When
box,

This may all sound quite silly, but I live on a
very tight budget and need the fifteen dollars to cover all
of my weekly expenses. I am sure that you can understand my
problem and correct what has been made wrong.

Thank you very much.

Yours Sincerely,

Me P

Larry Miller
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D, DESCRIBED OR OTHERWISE EMPIRICALLY EXPRESSED.

whether in whole or in part,

facsimile duplication,
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e or by my legal heirs upon my decease.
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to and subscribed before me as witness
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LLER 1992, 2000
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Nomeda & Gediminas Urbonas Rirkrit Tiravanija
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David Hatcher

TOP 40 (stocks by activity, NZSE, Feb 02 - Feb 03), 2003
digital prints on blotting paper

210 mm x 297 mm each




AGREEMENT FORM:

Seth Siegelaub

Fill in date,
names and

AGREEMENT OF ORIGINAL TRANSFER OF WORK OF ART

made thi day of. 18, ,» by and between
the “Artist”), residing at

of
parties

Fill in data
identifying
the Work

Fill in price
or value; strike
out one not
applicable

Fill in name,
address of
artist's agent,
if any; strike
out one not
applicable

Fill in name,
address of
artist's agent,
if any; strike
out one not
applicable

and

the “Collector”), residing

at. i

WITNESSETH:
WHEREAS the Artist has created that certain work of art;

Title:. I
Date:. Material:

Di i Description:

(hereinafter “the Work”); and

WHEREAS Artist is willing to sell the Work to Collector and Collector is willing to purchase the Work from
Artist, subject to mutual obligations, , an iti erein; and

WHEREAS Collector and Arfist recognize that the value of the Work, unlike that of an ordinary chattel, is
and will be affected by each and every other work of art the Artist has created and will hereafter create; and
WHEREAS the parties expect the value of the Work to increase hereafter; and

WHEREAS Collector and Artist recognize that it is fitting and proper that Artist participate in any appreci-
ated value which may thus be created in the Work; and .
WHEREAS the parties wish the integrity and clarity of the Artist's ideas and statements in the Work to be
maintained and subject in part to the will or advice of the creator of the Work,

NOW, THEREFORE, in i i f the f ing and the mutual covenants hereinafter set
forth and other valuable considerations the Pparties hereto agree as follows:

PURCHASE AND SALE. ARTICLE ONE: The Artist hereby sells to Collector and Collector hereby purchases
the Work from Artist, subject to all the covenants herein set forth (for the price of _____ %
receipt of which is hereby acknowledged) (at the agreed ion for the of this ag of

FUTURE TRANSFERS: ARTICLI
give, grant, barter, 3 ,
if the Work shall pass by inheritance or bequest or b
and insurance proceeds paid therefor, Collector or Collect

(a) file a current TRANSFER AGREEMENT AND RECORD
set forth and called for in the specimen hereunto annexed and made a part hereof, completed and dated,
and subscribed by Collector or Collector's personal representative and collector's transferee, with the
(Artist at the address set forth above) (Artist’s agent for the purpose:
at: ) within thirty days of such transfer, dis-

tribution, or payment of insurance proceeds, and shall

(b) pay a sum equal to fifteen percent (15%) of the Appreciated Value (as hereinafter defined), if any,
occasioned by such transfer or distribution or Ppayment of insurance proceeds to (Artist at the address set
forth above) (Artist's agent for the purpose: at:.
e ) within thirty days of such transfer, distribution, or payment of it
proceeds.
PRICE/VALUE. ARTICLE THREE: The “price or value” to be entered on a TRANSFER AGREEMENT AND
RECORD shall be:

(a) the actual selling price if the Work is sold for money; or

(b) the money value of the consideration if the Work is bartered or for a valuable
tion; or

(c) the fair market value of the Work if it is transferred in any other manner.
APPRECIATED VALUE. ARTICLE FOUR: “Appreciated Value" of the Work for the purposes of this Agree-
ment, shall be the increase, if any, in the value or price of the Work set forth in a current duly executed
and filed TRANSFER AGREEMENT AND RECORD over the price or value set forth in the last prior duly
executed and filed TRANSFER AGREEMENT AND RECORD, or, if there be no prior duly executed and
filed TRANSFER AGREEMENT AND RECORD, over the price or value set forth in ARTICLE ONE herein

(a) In the event a current duly executed TRANSFER AGREEMENT AND RECORD is not timely filed as
required by ARTICLE TWO herein, A Value shall be as if such current
TRANSFER AGREEMENT AND RECORD had been duly executed and filed, with a price or value set forth
therein equal to the actual market value of the Work at the time of the current transfer or at the time of
the discovery of-such transfer.
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transferee’s agreeme:
PRl Il of the Collector’s covenants set

nt to be b‘qund perebydsnd to perform and fulfill al
an i t
of a current duly completed and filed TRANSFER AGFIEI(EOMESNT AND REgéalE)cn LS Hbecripon

EXHI i
(:l‘ggz}:g:zﬁlf iSvEVE'l;l_: Artist and Collector mutually covenant that
bl publicg a?i Artist written notice of Collector’s intention to cause or permit the W
Fiate Irond e e. 8 b;lf;,';ge/:;ligi(k:rf glaligiia‘n!s o'hsr.“:h ‘proposed exhibition which sha?l h:\;: fegﬁ
Cominiban oy | . S otice shall be given for ibiti i
lunication to the exhibitor or the public of Collector’s inlgenlion loe::uhs:u:r:::v‘)?(m!ﬁz ’\Jﬂ;:gr&(?oagy
i zd e

exhibited to the public. Artist shall forthwith communicate to

the Artist to each such exhibitio

(c) Artist's failure ti e
rights) undlesr 'shi'sanlaur;&‘lémier:y to respond to Collector's timely notice shall be deemed a waiv f ist'
A L T ;;siggc}\:tq ‘such exhibition and shall operate as a consent to su; :xrﬁl’;‘l‘(sts
L] ist shall have been given timely notice. '

whatsoever to Collector, Collecto
] & r.shall i
pre-paid transportation or satistactory pr oo rantity

4 : ey, d
e 0 oof of financial responsibil i ol
ek DE;;O:;:}S:;:;;' T:.l\_ll\lgik for one period not to exceed sixty (Ib!éy) ‘dhai/rsega‘:érer:ilsé S(g)alyl/e}:aar‘sle sl
- N, E NINE: Collect i i
::::IQ:.SE:ERF. Rt e e Coll angrwcam;v:{;\;rét:eﬁvl’;art Collector will not intentionally destroy,
. ART : i f
ittt A:’%Ltizgxoﬁmeg;%;zﬁgz?;‘(r;.?lay:: the event of any damage to the Work, Collector shall
:::;r;n;;;gp:_p;onum(y to make any required repairys ip?é;io?;(:gﬁlo'at‘on oy e e Aquat shal
. ELEVEN: In the event that C .
b >ollector shall become entitly i
pensation for the use of the Work at public exhibition, the Collec(no: sehdaltlopaa’;'yamsou,:!ezsja’ielgl:rqeo‘r:‘:lz

of said monies to (Artist) (Artist's agent as fortl R WO herein) within thirty (30) days of the
t
set forth in ARTICLE erein) wif [ (30)

REPRODUCTION. ARTICLE TWE! 3 i i
e WoR IS ct LVE: Arn?‘gs);ereby _resprveé all rights whatsoever to copy or reproduce

:Iz)e incidental to public exhibition of lhe’\?\Iork L2 Yedkanioatelonesand the
N-ASSIGNABILITY. ARTICLE THIRTEEN: o ri e
o TE . EN: No rights created in the Artist ist' i

s of this Agreement shall be assignable by Artist during the Artilsl'saﬂldelfiorr:em:xg:‘;stt(i:(egﬁ{:x:;

herein contained shall be con: imitati i i
the Work may be subjens, strued as a limitation on Artist's rights under any copyright laws to which

NOTICE. ARTICLE FOURTEEN: i lector mutually covenant that there shall b rmanent
: Artist and Collect
a 1 1} _shall be permanently

:rf:i’x?gploéhe‘\_l\lork a NOTICE of the nd t

reproduction of the Work are subject to i i e e

SPEE;"E’;Q;T""':? B ke  sublec iz nn:,e’ tc)zgvsgraer:rs“ gﬁ(re(n, said NOTICE to be in the form of the
ise the Work is of such nature that its existence or essence is represented by documentation

or because documentation is deemed b, i
3 y Artist to b ixi
NOTICE to the documentation shall satisfy the re;uireemp:r:t'sozil‘{I"\eisv:%ri!éieme i e oD l2eld

4. You and the Collector should each sign both copies, yours and his, so they will both be legal originals.

5. Before the work is delivered, be sure that a copy of the NOTICE is affixed to the work. DO NOT cut it out of one of
the originals. Put it on a stretcher bar or under a base or e it will be invisible yet
easily findable. It should get a coat of clear polyurethane—or something like it—to protect it. It won't hurt to put
several copies of the NOTICE on a large work.

It your work simply has no place on it for the NOTICE or your signature—in which case you should always use an
ancillary document which describes the work, which bears your signature, and which is transferred as a (legal) part
of the work—glue the NOTICE on the document.

PROCEDURE FOR FUTURE TRANSFERS. For future transfers, the owner makes three copies of the TRANSFER
AGREEMENT AND RECORD form from his original (without the words “SPECIMEN"). He then fills them out, entering
the value or price that he and the next owner have agreed upon. Both the old and new owners sign ALL THREE copies
of the dated TRANSFER AGREEMENT AND RECORD, each keeps one copy and the third is sent with the 15% payment
(if any is required) to the artist or his/her agent. The old owner gives the new owner a copy of the original Agreement,
so he will know his responsibilities to the artist and have the TRANSFER AGREEMENT AND RECORD form if HE

transfers the work.

THE DEALER
If you have a dealer, he is going to be very important in getting people to sign the contract when he sells your work.
The dealer should make the use of the Agreement a policy of the gallery, thereby giving the artists in the gallery

collective strength against those few collectors and institutions who do not really have the artist’s interests at heart.

i Il the ins and outs that go down in the business of the art world. He knows the
ways to get the few reluctant art buyers to sign the Agreement—the better the dealer the more ways and the more
buyers he knows and the easier it will be. He can do what he does now when he wants things for his artists—give the
buyer favors, i p! i i hot tips, time, advice and all the other things
that collectors expect and appreciate.

The Agreement only formalizes what dealers do now anyway; dealers try to keep track of the work they have sold,
but now they can only rely on ibif ists, hit: it i and publicity to keep them up-to-
date. The Agreement creates a very simple record system, which will i maintain a of each
work and a record of ip. It is private, and no dealer should ever have to hire another
secretary to administer it; if each work engenders a dozen pieces of paper over the entire life of the Agreement, it
will be a lot. The i of giving a pi to the current owner is no more than what goes on today, but
under this system it will be accurate and almost effortless.

A dealer shouldn't be expected to do this for nothing; it seems reasonable to compensate the dealer with some
part of the 15% he/she is collecting for the artist, perhaps one-third of it.

When, as is often the case, an artist moves from one dealer to a more prestigious one, the first dealer might con-
tinue to collect whatever payments are occasioned by the resale of the earlier work.

When a dealer BUYS work directly from the artist (for resale or otherwise), they should write the intended RETAIL
value of the work in their Agreement, NOT the actual amount of money the dealer is paying the artist, which would

be

ess.

Getting the contract signed is mostly a state of mind. If your dealer does not think the benefits of the Agreement
are important for you, he will have dozens of reasons why he can’t get those few reluctant buyers to sign it; on the
other hand, if he seriously wants you to have these benefits he will be able to overcome all those obstacles without
losing a single sale.

THE FACTS OF LIFE: YOU, THE ART WORLD AND THE AGREEMENT

The general e preliminary draft of this form has been extremely favorable; the vast
majority of people in the art world feel it is fair, reasonable and practical. A few have expressed certain reservations
about whether or not people will actually use it. These reservations can be summed up in two basic statements:

« ... the economics of buying and selling art is so fragile that if you place one more burden on the collectors of art,
they will simply stop buying art...", ani 3
« .1 will certainly use the Agreement—If everyone else uses it. .

The first statement Is nonsense; clearly the art will be just as desirable with as without the Agreement and there
is no reason why the value of any art should be affected at all, especially if this contract is standard practice in the
art world—which brings us to the second statement. If there is a problem here, this statement reflects it: it is the
concern of the individual artist or dealer that the insistence on the use of the contract will jeopardize their sales in
a competitive market.

If we examine this notion carefully, we see it doesn’t hold up.

ALL artists sell, trade and give their work to only two kinds of people:

« those who are their friends.
« those who are not their friends.

Obviously, your friends will not give you a hard time; they will sign the Agreement with you. The ONLY trouble
will come when you are selling to someone who is not a triend. Since surely 75% of all art that is sold is bought by
people who are friends of the artist or deafer—friends who dine together, see each other socially, drink together,

together, etc.- i may appear will come only in respect to some portion of the 25% of your
work that is being sold to strangers. Of these people, most will wish to be on good terms with you and will be happy
to enter into the Agreement with you. This leaves perhaps 5% of your sales which will encounter serious resistance
over the contract. Even this real resistance should decrease toward zero as the contract comes into widespread use.

In a manner of speaking, this Agreement will help you discover who your friends are. )

if a collector wants to buy but doesn’t want to sign the Agreement, you should tell him that all your work is sold
under the contract, that it is standard for 'your work. .

If he buys work only from those few artists who won't insist on using the Agreement he is being very foolish;
non-use of this Agreement is a very dumb criterion for building one’s collection.




There are other things that you can point out to the reluctant collector:

« first of all, it's not going to cost him anything unless your work appreciates in value. If that doesn't cut any ice, and
he wants to keep all of whatever profit he might make with your work, you can simply write in a higher value for it,
thus giving him a free ride for the first part of the appreciation he anticipates.

+ if and when he sells your work and he owes you some payment, he doesn't necessarily have to pay you with money;
you can give him credit against the purchase of a new work or take payment in services or something other than
money.

« of course, if a collector buys a work without the contract when the use of the Agreement has become the standard
practice for the artist, the collector will have to rely on sheer good-will when he later wants the artist (or his/her
dealer) to appraise, repair or authenticate it. Why he should expect to find any good-will there is anybody's guess.

Is the collector really going to pass up your work because you want him to sign the contract? Work that he likes
and thinks is worth having? If the answer is yes, given the fact that it won’t cost him anything to give you the respect
that you as the creator of the work deserve—if that will keep him from buying, he is being very stubborn and foolish
and nobody can tell you how to illuminate him.

Using the contract doesn't mean that all your relationships in the art world will hereafter be strictly business or
that you will have to enforce your rights down to the last penny. Friends will still be friends; you will be able to waive
your rights to payments (in whole or in part), your right to make repairs, to grant rights, to be consulted-
but they will be YOUR rights and the choices will be YOURS.

The Agreement form has been prepared to be used by any and all artists—known, well-known and unknown.
Simply make a lot of copies and use it whenever you give, trade or sell your work. It will be effective from the moment
you use it. The more artists and dealers there are using it, the better and easier it will be for everybody. It requires
no organization, no dues, no government agency, no meetings, no public registration, no nothing—just your will to
use it. Just plug it in and watch it go—a perfect waffle every time!

ENFORCEMENT

First, let's put this question in perspective: most people will honor the Agreement because most people honor
agreements. Those few people who will try to cheat you are likely to be the same kinds who will give you a hard time
about signing the Agreement in the first place. Later owners will be more likely to try to cheat you than the first owner,
with whom you or your dealer have had some face-to-face contact, but there are strong reasons why both first and
future owners should fulfill the contract's terms.

What happens if owner #2 sells your work to owner #3 and doesn't send you the transfer form? (He's not sending
your money, either.)

Nothing happens. (You don't know about it yet.)

Sooner or later you do find out about it because it takes a lot of effort to conceal such sales and the grapevine
will get the news to you (or your dealer) anyway. To conceal the sale, owner #3 has to conceal the work and he's
not going to hide a good and valuable work just 10 save a little money. And if he ever wants to sell it, repair it, appraise
it or authenticate it, he MUST come to you (or your dealer). When you do find out about such a transfer—and you will—
you sue owner #2, who will.be stuck for 15% of the increase based on the price to owner #3 OR on the vaiue at the
time you find out about it, which maybe much higher. Clearly, a seller (in this case owner #2) would be extremely
foolish to take this chance, to risk having to pay a lot of money just to save a little money.

As to falsifying values reported to the artist, there will be as much pressure from the new owner to put in a falsely
high value as from the old owner to put in a low value. There are real difficulties inherent in getting two people to lie
in unison, especially if it only benefits one of them—the seller. In 95% of the cases the amount of money to be paid
to the artist won't be enough to compel the collectors to lie to you.

You will note that in the event you have to sue to enforce any of your rights under the Agreement, ARTICLE
NINETEEN gives you the right to recover reasonable attorney’s fees in addition lo whatever else you may be entitled to.

SUMMATION

We realize that this Agreement is essentially unprecendented in the art world and that it just may cause a little
rumbling and trembling; on the other hand, the ills it remedies are universally acknowledged to exist and no other
practical way has ever been devised to cure them.

Whether or not you, the artist, use it, is of course up to you; what we have given you is a legal tool which you
can use yourself to establish ongoing rights when you transfer your work. This is a substitute for what has existed
before—nothing.

We have done this for no recompense, for just the pleasure and challenge of the problem, feeling that should
there ever be a question about artists’ rights in reference to their art, the artist is more right than anyone else

Seth Siegelaub, 24 February 1971, New York

SEE OVERSIDE FOR AGREEMENT FORM

Please POST, REPRODUCE and USE this poster freely.
This poster is not to be sold.
All the information contained on this poster will also be contained in the April
1971 issue of Art News, Studio International and Arts Canada.
The cost of the production, printing and distribution of this poster has been underwritten by the
School of Visual Arts in New York.
For further information: Seth Siegelaub, Post Office Box 350, New York 10013, U.S.A.
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