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Streel WISE

THISSPRING, THE WILDEST, FASTEST. MOST CRIMINAL. LEAST
COMMERCIAL AND DEFINITELY MOST URBAN OF ART FORMS
WILL BETREATED TO TS FIRST MAJOR MUSEUM RETROSPECTIVE,
WILLONE BUILDING BE ABLETO HANDLE SO MUCH STREET?

Some critics might argue that “street an”—whether this loaded term refers w straight-up graffivi or more interpretive activities like
shareboarding—has no business being in 4 museum. The whole poine of street art in the firse plsce was a5 a radical act of dissent, a
rebellion against the very forms of art sancrified within museum walls. Street art has an essential element of criminality to it and if that

outliw spinit is instvutionalized, does't the very substance of the ant disintegrate before the eye? Well, these arpuments only hold
it oave sticks: to the old klea of the smscum as an elite organization splic off from the ress of the community, What if the separation
between the museum and the street weren't as rigid? The Museum of Contemporary Art in Los Angebes will use these questions—as
well as many others—in their first Wockbuster exhilition since curator and dealer Jeffrey Dreitch ook over a5 director bt year. No one
expected Dheitch to be a conventional, by-the-book leader, and he has immediately experimentesd with the principles of what a susedm
can do by planning the retrospective “Art in the Streets ™ From the early days of taggers hanging on to the sides of Brons subvway cars
to the tricks performed in Los Angeles skate parks, from its subversive rags and pank ongins to s specscular embeacement by main-
stream culture, street art will be explored in the exhilison throagh the various and chivergent threads thae weave together (and, in
some countries, such as Brazl, Chile, and Iran, are still being sewn) to create one of the most influential are movernents of the lare 20th
and early 21st centuries. Deitch is no stranger to the genre. In faet, be was 3 regular fivture on the downtown New York scenc of the

late: 705 and 805, which galvanized the street-art movernent. But to curate around such an ambitious theme, he relied on ceruin key L=

figures who could tell the SR froam a iir'd.-p\w;n point of view, __l,.m"n!: them: Fred Brathwaite, a.ka Fab § FJ'I.'I'I-I:I}'. the ].“”n“__ﬁ"g
artist, curatar, and all-around master of the New York scene, and Aaron Rose, the LA, native who ended up creating a vital platform
for many street artists in the early "90s. “What is very rewarding about this project is that ity bsetnyz put together by a eommunity of
people with whom 've had a chiabogue since 1973, Dieich explains,”In particular, Fred and Aaron are friends and collabortoss fing
back a bong, long time.” Here, Deitch speaks separately with these two confidants o disous their respective parts in 4 far-reaching
movement: one thar could never be contained in & single voice, 2 simple explanation, or a mere seratch, —CHRISTOPHER BOLLEN
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A pioneer of the early hip-hop and grafiti movements,

| Fred Brathwaite was one of the first individuals ro
publicize sereet art as pop art in the le 70s, He
got his Fab § Freddy nickname as a member of the
Fabulows § graffiti crew and went on to introduce
muainstream audiences w hip-hop with 1983% cult film
Wil Style. He cemented the link between carly hip-
he and graffiti culture in 1988 as the first hose of b
MTY Rags, “Today, Brathwaite remains active in the art
waorld, most recendy exhibiting 10 multimedia warks
at The Cosmopolitan hotel in Las Veegas.
JEFFREY DEITCH: I think because this is for Anddy
Wiarhal’s Inrervien we should stare by disrming yanar
genealogy with Andy, and how you had the remark-
able maght to contact [writer, former furervier editos,
and TV host] Glenn O'Brien and ask 1o participate in
| his show Glenm ' Brien’s 7 Parry.

FRED BRATHWAITE: [ was a fan of Andy% since |
| was 2 small kid. I reeall secing an ad of fimous peaple
on an airplane wogether. It was caricature drawing.
There was Muhammad Ali, there was Miles Davis,
and there was Andy Warhol. 1 had a fascination with
himy snce | was |in||.', and then [ saw his work and the
thing that he did. As T got alder and more curios
about the scene, 1 reached out to Glenn O°Brien, whe
was doing a music column in the magazine called
“Glenn O'Brien’ Beat.™ [ loved the way he wrote
abour all different kinds of music—funk, reggae, new
wave, and punk. I wanted to interview him for my
college radio station. | was attending Medgar Evers
College Jof The City University of New York] for a
short period. So that's how [mer him, and Glenn told
| e he was going to do a public-access TV show called

TV Party. He zaid he wanted wo have me onas a guest,
| beeause ar that time [ was also telling him about the

beginning of hip-hop music—rap music, if yoa will,

becase at the time it really wasn't known as hip-hop.

Amd T was also telling him about graffin and that |

had been a graffiti artist and was interested in moving

into the art world. 1 wld Glenn, “1'd love s be 3

cameraman on your show.” He said, “Fred, you've

never done that before. You can't be the cameraman,
bue I'd lowve wo have you come by and be a guest on
the show.” When [ showed up for the firse episade,

the guy who was supposed to operate one of the o

cameras wasn't there, Glenn looked at me and said,

“Fred, get on that camera.” [fanghs] I became onc of

the show'’s cameramen and a regular geest, Thar was

the beginning of my friendship with Glenn and many
of the ool people that [ would meet,

DETTCH: You've had a remarkable role as an artst, a5

a connector of people, and you've had an instrumental

role in film. How did you discover that art was going

1o be your path?

BERATHWAITE: I grew up in the |5l:|.1fl:rr\‘.|-ﬁl1.l_l|1'ﬁ-

ant section of Brookhm, My father grew up with Max

Roach, who became a prominent membser of the be-

bop jazz scene in the 405 and "508. That was the most

cutting-edge American music. Growing up, there were
always lots of my fathers ereative friends in the house
talking about what was geing on in the world with
culmure and politics. It was a time of the anti-war
movement, the Civil Rights Movement, the Black
| Power movement. All of these things were discussed
passionately in my howse every day. As a young kid
running in and out of the room, T got snippets of this
world, and as | became a ieenager | began tolook at the
things [ was involved in—the things poing on around
me. And I saw a similarity, a connection, berween
what we were daing in the streets and those carlier
conversations about politics and art, Sun;l,dcnl}' these
things were much bigger than we realized. And 1
| started gewing really curious about art. 1 read abour
the Dadaists and the Futurists and the Constructiv-
ists—those kind of movements which were reflect-
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DEELAYING, BEEAK DANCING,
ANDTHE GEREAFFITI ARTON
TRAINS ANDWALLS TS0
THEM ASONETIHING ... ALL
MADE BY THESE WILD, URBAN
NEWYORK TEENAGERS.
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ing the angst of the people of their times. Their
work was trying to lead a movement. | began
thinking abour what was happening, with paint-
ing on the streets and painting on the trains as
being similar but alse coming from a real, pure
space. It wasn't being created by academies. It was
a spontaneous combustion of ideas that juest ha]_-,_
pened. 1 would bring these ideas up while talking
with Glenn and others. [ was trying to find other
people who could articulare the graffin culoare and
take it out of that negative perception thar the media
gave us, | wanted w show that we were making via-
ble art, a reflection of the dme that we were living in.
DEITCH: The time you are speaking about—New
York in the lae "70s and caﬂ}' "Bls—was a I'b|_'|'|l]{|
when so many of the most impomant eontributions o
contemporary art and culture were germinating.

BRATHWAITE: Yeah. It was an amazing period.

ing show at MOCA and going over the marerial with
[graffiti artist] Lee Quifiones, I've been think-
ing about that first important show of graffin art
at the Galleria La Medusa in Rome in 1979, Tt was
Claudio Bruni’s gallery. He came over and sought us
ot and wanted 1o give ws a show, That show had a rip-
ple effect and started calling out sther [graffi] arss
like Furura [2000] and AL from [graffiti collective]
Soul Artists. People began vo say, “Wait a minute, this

is interesting. These guys are doing it on their own |

and people are taking them seriously,” That’s because
we were beginning wo put the work in 2 context where
audiences could look at it and not see it through

the negative lens that the media put on it, They
began to see some value in the work. T was also tak-
ing inspiration at that dme from new wave and punk
bands, which I fele had a simdlar sttiode to whar was
behind the beginnings of rap music, It was this same
rebellious artimude of, “We're going to do this any-
way, regardless. We are going to find 2 way o make
this happen.” I saw that similar energy when T was
talking to Chris Stein and Debbic Harry from
Blondie and also Glenn. And then, of course, just
hanging out with Jean-Michel [Basquiat]. We mlked
often abour finding an audience and gening people 1o
understand what we were doing, All of these different
forces seemed 1o be happening at the same tdme. And
I remember you, Jeffrey, as being one of the people
who came early on and saw the work and understood
what was happening.

DEITCH: [ believe we met ar least by 1980,
BRATHWAITE: We definitely did. It was scually at
[editor of Are Rite magazine] Fdit Deak’s loft, because
I had masde a few pieces thar [ would put in the Mudd
Cluby show, which 1 was in the process of curating.
The same day you visited Jean-Michel and Suzanne
[Mallouk], you came o visie Edie’ loft and saw some
of the things 1 was working on for the “Beyond
Words™ show.

DEITCH: "Beyvond Words.™ Now thats become |

essential history. Tell us abour thar show,

BRATHWAITE: Well, 1 had become friends with a |

bunch of artists on the scene in '79. After mping TV
Farzy, we'd all go down w the Mudd Chab [a semi-
nal club of the downwown scene at 77 White Street
in Tribeca], and that group included [0 Farty diree-
tor] Amos Poe, [director] Eric Micchell, the Talking
Heads . . . It was an illustrious crowd of really coal
people. I'd alse become friends with Keith Haring,
wh used v do odd jobs, We were all strugpling at

this time. Buz Keith started 1o curate some shows and |

b il ome at Chab 57 [on St Marks Place in the Fase

Village]. He asked me vo be a part of it One was a
black-light art show where all the art had w be made

in fluorescent so it would glow in the dark,
DETTCH: [ rememiber that. T was there.
BRATHWAITE: Yes, it was fun! They felt like really
cool art-school projects. Anyway, [Mudd Club co-
founder] Steve Mass had been observdng what was
going on with graffiti and the buez of rap and new
wave. You know, “Raprure” was a big song ar the
time. So Mass said, *Man, I'd like you to corate a
show.” Tsaid, “Wow, veah. Maybe 'll get some of the
guys.” Because also ar that time, [ was working on
developing [graffi and hip-hop film] /5 Sevde with
[direcror, writer, and producer] Charlie [Ahearn), so
L knew a lot of the key rappers and decjays from the
Brons. I decided to pat a show rogether that would
showcase graffiti, but 1 also wanted to expand the
concept of how that work was seen. I came up with

the title “Beyond Words.” T asked Futura ro help me

put the show together. [ wanted to get grafiit based, |

| or reoted, Thar included inviting friends around us,

| people whe used 1o do graffis but were now trying
Amazing. Working on the essays for the upcom- |

to make art, and others from Club 57. Then Edic
knew Alan Vega from Suicide, who was making arr,
and Iggy Pop made some stuff oo, We had different
things going on and threw it all together at the Mudd
Club. And we got a bunch of groups 1o perform. The
show was a blowout. Many, many people came and
erowded the street outside. People were bouncing off
the walls, "lil'll‘i-l'l[{ a great time. And a log of people got
to experience all of this culture for the first time, and
they bocame fans. CONTINUED DX PACE 213)

ABOVE: FRED BRATHWAITE AT THE FUNHOUSE IX
NEW YORK, 1852, J0T0 RUXANNE LOW T
e wesre of AARON EOS FREY DEITCH, AND
FRED BRATHWAITE sn inlerricwmapasine. com
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CONTINUED FROM PAGT IS0 1PITCN: Ir's fas-
cinating how these key events are so linportanc
when you look back in history, and how a show lilke
*Beyomd Words™ brought this whole seene mogether
and defined it,

BEATHWAITE.: Yeah, it did. And vou lmow what was
also interesting abour that thine? e did twing peaple
wogether. In dhat downiown siene there weren't really
that many people of color hunging out. 1t was jnsl
Tanedful of us - me, Jean-Michel, Pat Grifiin, who was
o young architecr. But we Ll all these different peo-
plein a room together  Larin and black puys from

the Bronx and Lower Fast Side hanging our, miving,

dancing with punle-rock, new-wave arty pes. Frery-
e was enjoying each other’s company:. 1t was amae-
ing o by in the room, berose things like thar dido®
happen en g regular basis. But that was really represen-
ratree: of what New Yook i, In fact, Afrika Banbastaa,
wha was one of the Ts st “Bovond Waords” later made
# song called “Planet Rock,” which was inspired by
plaving in front of a new kind of aroved: all those spiky-
haired kils eogoying this sl “Plinet Rock” changed
the face of contenpeorary msic, I ereared the elecmo-
brcat sound.

DETTCH: You've been talking ahour the interrela-
donships brtween new music and new art. Can you
expand on the idea of how graffit was involved with
rap und punk muosic?

BRATHWALTE: T felt strongly at the time that
there was n synergy between rap music, decjaying,
breakdaneing, snd the graffivi are on trains and
walls. T sawr them as one thing. When T met Charlie
Ahearn at [Collaborative Projects art exhibit] “The
Times Square Show™ in 1980, he said right away,
“Lets make a movie.” We began maling a filin that
would conmect these forms as one movemnent, which
we now know as hip-hop, My personal motivation
was also that of being 4 pamnter and having my first
showrs alongside Lee Quifiones, T was very concerned
abwut creating something bigger as a platform on
where we were coming from as visual artists, 1 felt it
was a complere culture, with dance, a unice sound,
and visuals comning from a similar place—all made
by these wild, urban New York 1eenagers, essentially
[fazghe]. Tt was great to put the pieces together
what would hecome Wil Stde [1983]. A lot of the
people in that film were really playing themselves,
There was a lot of life imitadng ar ar that dme and
everyhidy mr 1, evervhody played along. And I think
b cur surprise, these things are stll pulsating globally
i ways that still boggle my mind. To be in Brawil and
see the work of Os Gémeos or to be in England and
see whut Banksy is doing is prety fascinating to me.
DEFTCH: The are and the music of tha tme is res.
onating mors and mare woday, It fascinates me how
rmuch of the work was given anention by the art work)
establishinent ar the time. Rur while the *official”™ art
world moved on, the acmal avdicnee st kept ret-
ting bimger and bigwer. In fact, the audience for the
art that has come oot of your mnovarions is probably
bigger than anything else in contemporary art,

BRATHWAITE: That’s great the way you pur
thag, Jeffrey. When I was looking ar the Russian
Constructivists, these sgitprop ardisis actually pained
on trains. Tewas a heavi influence. Uhey were biringing
art to the people, to the masses, and breaking it out of
the clubbiness af the art world, which is a monolith,
We use the term pop in the art world, as in Pop
Art, bt we forget that is toot is popular—paopular
culture. As we've hecome more sophisticated and we
have more mesns of accessing informatinn, we can
mar these stories tUg{'thCl‘ for t]ll!’&d_'].’t"E,S, as n[rlml;;ttd
to only relving on some person in the act world. We
can now dictete some of these mles ourselves. And
by the fact thar thousands of people have experienced
aspects of this particular eulonre, they're able o
understand it. They're abile to put the picees in Place,
P Stvle was a kev to putting faces on individuals
and allowing people to see that we were just young
tolks trying to break out and do sonething interesting
that touches a lot of people. Our niwin aspiration fur
Wil Style were: the movies that wonld play on 42nd
Street in Times Syuare. That’s the old $2nd Streer
with all the Kung Fu and horror films, Thats where
onr target sudience would gather for entertainment.
We wanted a film thar would appeal to our targer
audicnee, and now that {ilm resonates 30 yuars later
as 2 cult film. Rodlimg Stone vored Wild Sipde mumber
T of 2§ grearest music DVDs of all dme. 165 so much
more than we could have asked for, bur really ins Just
a reflection of the popalar vore, We're not from 1he
classic backsround of those whis had the large, loud
voices of the art world, We're not thase peaple. But
we were determined. Our objective was to do it by
any means necessary, particolarly Jean-Michel. Ti
Wias going to be music, it was going to be [ihn, it was

poing 1o be art, and it was definitely going 10 happen
1A% srava fia T '

course doing zood work alony the way. Tt grear char
1% still alive and thriving and there are new plavers
jumping in and adding new picees. It keeps it from
getting staid and boring.
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