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Fig. 3.12  Installation view of the exhibition New York/New Wave, P.S. 1 
Contemporary Art Center, Queens, 1981. 
 
In this installation view, graphic works by Keith Haring (top left, floor) were 
installed alongside an array of kitsch objects and Christian-themed artworks in a 
crowded display. The exhibition design for New York/New Wave was similar to 
both The Times Square Show and Fashion Moda’s contribution to the New 
Museum’s Events in two notable ways. First, artworks were installed “salon-
style” and interspersed with kitsch objects and religious icons. Second, wall 
labels were not typed and printed, as was the convention at both museums and 
alternative art spaces. Instead, they were handwritten in pencil directly on the 
walls. The labels for New York/New Wave were written by Jean-Michel 
Basquiat. 
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Fig. 4.1  Mayor Ed Koch presents illustrations showing the proposed 
rehabilitation of buildings on East 8th Street on the Lower East Side, New 
York, 1982. 
 
During a press conference on May 3, 1982, Mayor Ed Koch presented plans for 
rehabilitating sixteen former tenements on East 8th Street and Forsyth Street. At 
that point in the development of AHOP, forty-five artists working in five 
discrete groups had been selected to renovate eight buildings for their own use, 
and a private developer had been selected to renovate another eight buildings. 
This second complex would be divided into sixty-five units to be marketed and 
sold to moderate-income artists living in New York.  
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Fig. 4.2  Photograph from Save the Lower East Side, an anti-gentrification 
march held on the Lower East Side, New York, 1981. 
 
In the summer of 1981, a group of community organizations devoted to housing 
rights, including CHARAS, Pueblo Nuevo, and the Lower East Side Joint 
Planning Council organized an anti-gentrification march on the Lower East Side 
in collaboration with Artists for Social Responsibility, a little-known activist art 
group that was working closely with PAD/D’s Anti-Gentrification 
Subcommittee (discussed at the end of Chapter Four). An early and rare 
example of collaboration between the Lower East Side’s housing rights 
organizations and progressive art groups, the anti-gentrification march was 
remembered by Lucy R. Lippard as a significant moment in the history of 
activism on housing issues in the neighbourhood. See Lippard, “Too Close to 
Home” Village Voice (June 14, 1983): p. 94. 
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Fig. 4.3  Members of CHARAS construct a geodesic dome in a vacant lot 
near their loft at 303 Cherry Street on the Lower East Side, New York 
1972. 
 
CHARAS had been building geodesic domes on rubble-strewn lots on the 
Lower East Side since 1970. The domes were intended to function as practical 
shelters for the homeless, but also as conceptual statements on community-led 
redevelopment. The above-pictured dome was constructed from cardboard and 
wood and covered in polyethylene film. It was the larger of two domes 
constructed on the Cherry Street lot, mounted in view of the Manhattan Bridge 
on the East River. CHARAS’s dome experiments garnered the group significant 
and immediate press coverage, including an article in The New York Times and a 
report on CBS-TV’s evening news in 1972. Not long after the Cherry Street 
domes were constructed, the larger one was accidentally burnt to the ground. 
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Fig. 4.4  Anton van Dalen, Lower East Side: Portal to America, mural 
installed at El Bohio, New York, 1981. 
 
Born in Amsterdam, Anton van Dalen emigrated with his family to Toronto in 
1954 before moving to the Lower East Side in 1966. In the early 1980s, he 
frequently collaborated with political art collectives and organizations such as 
ABC No Rio, Carnival Knowledge, Group Material, and PAD/D, where he 
contributed stencilled illustrations in response to social and political issues 
ranging from American imperialism to gentrification on the Lower East Side. 
Installed in the lobby of El Bohio for the Ninth Street Survival Show, a group 
show at El Bohio in June 1981, van Dalen’s Lower East Side: Portal to America 
was a graphic monument to the institution’s anti-gentrification politics. The 
mural was later reproduced on the cover of the Summer 1983 issue of PAD/D’s 
Upfront, in relation to the collective’s two-part exhibition Not For Sale: A 
Project Against Displacement. 



 248 

 
 

 
 
 
 
 
 
 
 
 
 
 
 

 
 
 
Fig. 4.5  Artists celebrate the New Year’s Eve opening of The Real Estate 
Show, 123 Delancey Street, New York, 1979. 
 
The 123 Delancey Street storefront, which had been filled with cardboard boxes 
and other detritus from its previous tenant, was cleaned up and repaired by 
members of the Committee for the Real Estate Show before the exhibition’s 
New Year’s Eve opening. The opening was mainly attended by Colab artists and 
their friends, including (from left), Keith Haring, Eva di Carlo (seated), John 
Ahearn, Stefan Eins, and William Scott. 
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Fig. 4.6  Becky Howland, announcement for a press conference scheduled at 
123 Delancey Street, New York, January 8, 1980. 
 
This flyer chronicles the ongoing conflict between CRES and HPD before 
announcing CRES’s intentions to reopen The Real Estate Show with or without 
the City’s consent. Several of Howland’s posters, advertisements, and flyers for 
the exhibition featured the stylized image of an octopus grasping at banknotes 
and low-rise tenements, which, like the cockroach featured in Anton van 
Dalen’s Lower East Side: Portal to America, functioned as a stand in for the 
landlords and real-estate developers whose interests directly conflicted with the 
interests of the working class and poor residents of the Lower East Side. 
According to Gregory Sholette, this figure was likely inspired by Chi Lai—
Arriba—Rise Up! (1974), a well-known mural by Alan Okada located five 
blocks south of the Delancey Street location. As Sholette explains, “Within 
Okada’s four-story-high painting a squirming cephalopod, draped in a U.S. flag, 
clings like a parasite to the figure of a money-grubbing landlord.” See Sholette, 
“Nature as Icon of Urban Resistance: Artists, Gentrification and New York 
City’s Lower East Side, 1979-1984,” Afterimage, vol. 25, no. 2 (September-
October 1997): p. 18. 
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Fig. 4.7 Joseph Beuys (left), Ronald Feldman, Keith Haring, and Peter 
Mönnig outside The Real Estate Show for the scheduled press conference, 
123 Delancey Street, New York, January 8, 1980. 
 
Joseph Beuys, a hero to many artists in the Colab milieu, attended the January 
8th press conference called for by CRES with his dealer Ronald Feldman. His 
attendance was deemed significant by the members of CRES, who, in a slightly 
conspiratorial tone, hypothesized that “[i]f it were not for the brief attendance of 
Joseph Beuys in support of our action there may have been more severe 
consequences.” See Ann Messner, quoted in Moore, et. al., “Excavating Real 
Estate,” p. 16. 
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Fig. 4.8  Group Material, installation view of The People’s Choice (Arroz 
con Mango) at Group Material’s East 13th Street storefront, New York, 
January 10-February 1, 1981. 
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Fig. 4.9  Political Art Documentation/Distribution, installation view of the 
second version of Not For Sale: A Project Against Displacement, New York, 
1984. 
 
The first version of Not For Sale assembled over two-hundred artworks at El 
Bohio. The exhibition was accompanied by agit-prop theatre performances, 
concerts by downtown punk bands such 3 Teen Kill 4, and graffiti actions by 
local stencil artists. In an article titled “Pioneering in New Territories,” New 
York Times journalist Grace Glueck described this first exhibition as an example 
of East Village art, frustrating the Anti-Gentrification Subcommittee. As a 
consequence, the exhibition organizers decided to host the second version of Not 
For Sale outdoors, where they “hoped to distance [them]selves from the gallery 
situation while in the process reaching a broader audience.” This second project 
consisted of four open-air “street galleries,” featuring anti-gentrification posters 
and artworks wheat pasted on the exterior walls of specific Lower East Side 
buildings. Mocking the numerous storefront galleries then dotting the Lower 
East Side, each site was given a name: The Discount Salon, Another Gallery, 
The Leona Helmsley Gallery (named after a prominent real-estate family), and 
the Guggenheim Downtown. The Guggenheim Downtown is pictured above. 
See Ed Eisenberg, letter to Keith Christensen, no date, p. 1. 
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Fig. 5.1 Ronald Reagan speaking in front of John Fekner’s Broken 
Promises (1980), Charlotte Street, South Bronx, August 5, 1980, reprinted 
on Fashion Moda letterhead.  
 
As a participant in the Fashion Moda public program Road Kills (August-
September 1980), John Fekner produced a set of stencilled murals on abandoned 
buildings around the convention site for the Counter-Convention for the 
People’s Alternative, including Broken Promises, pictured above. This mural 
repeats one of the slogans used by the Coalition for a People’s Alternative at the 
associated protest outside the Democratic National Convention at Madison 
Square Garden: “Too many years of BROKEN PROMISES / Now we will be 
heard!” Fekner’s mural had the misfortune of being selected as the backdrop for 
a widely circulated photo-op by presidential candidate Ronald Reagan, who 
stretched the phrase “broken promises” to fit his own narrative about the failure 
of the welfare state. The initial activist context for Fekner’s work remains 
largely overlooked. 




