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TIM ROLLINS (1955–2017)

Tim Rollins (far right) and K.O.S. in their South Bronx studio, New York, 1992. Photo: Chris Felver/Getty Images.

AFTER TIM DIED, I incessantly watched videos of him conducting workshops and giving
his remarkable preaching-and-teaching talks. Quick to coin a potent phrase, Tim’s
audacity was intelligent and strategic. “Do you want to make history?” he’d yell at a group
of students. Locking eyes with a possible Kids of Survival—or K.O.S.—recruit, he’d
solemnly ask, “Do you believe in love at first sight?” The room came alive when Tim spoke.
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Don’t take my word for it. See for yourself. He was on fire his entire life.

Tim was uncannily self-possessed—purposeful from an early age. He delivered his first
manifesto at five years old, to his parents: “When I grow up I want to be an artist, a
teacher, and a scientist. Don’t get in my way.” Tim came from down-home, working-class
stock, a big country family—Pentecostal Baptist. Charlotte, his ever-resourceful mother,
taught him, “We aren’t poor. We just don’t have much money.”

“Born and raised in the hills of central rural Maine, American pragmatism is built into my
DNA,” he’d say. Tim embodied his roots, but he was also an anomaly, “a city kid born in a
country body.” In 1975, he left for New York on a Greyhound bus to study Conceptualism
at the School of Visual Arts.

Tim was a lifelong instigator, with sincere faith in personal transformation and communal
agency. The philosophy of Dr. Martin Luther King Jr. was his compass. He was in dialogue
with history, learning from and building on his activist and literary forebears. Tim’s
aspiration to “flow into an organic democracy that would produce works of art and
anthologies of social and cultural concerns” dated to 1979, when he cofounded Group
Material with a circle of friends and collaborators, including me. But Tim’s life mission
found him when he started working with special-education students in 1981 and, soon
thereafter, became the art teacher at I.S. 52 in the South Bronx. “I was deeply compelled by
the situation, the stress of the neighborhood, and the beauty and intelligence of the kids
who were supposedly emotionally handicapped and dyslexic,” he said.

With rigor and enthusiasm, Tim threw himself into forging effective educative methods and
contexts—learning by doing. “You’ve got forty-five minutes to make the best damn
drawing you’ve ever made in your life, and you’re doing it now,” he said on the first day of
school. The kids were smitten. “An act of love is to say, I have the highest expectations for
you and I will not patronize you in any form; and the kids respond to this, I think,
beautifully.”

Tim’s classroom was “structured chaos,” exploding with music, rap, readings,
experiments, doing, and making. Students made countless sketches responding to the
books Tim or a student would read aloud, connecting literature to “things they know and
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feel and relate to in their everyday lives.”

Once, when K.O.S. member Carlos Rivera spontaneously drew on a first edition of George
Orwell’s 1984, Tim was angry, until the light went on and he realized the promise
embedded in the transgression. The group started drawing and painting on the pages of the
books they read together. Whole books, dissected and attached to canvas in grids, became
K.O.S.’s enduring form.

“We make art for the ages, but it has to come from where we’re coming from,” he said.
Commitments from Tim, his devoted participants, and the local community took root,
giving birth to the Art and Knowledge Workshop and then to K.O.S.

“The making of the work is the pedagogy.”

The independent studio that Tim Rollins and K.O.S. established thirty-five years ago has
been deepening and maturing ever since. Tim, Angel Abreu, Jorge Abreu, Robert Branch,
and Rick Savinon have composed the steady core of K.O.S. for decades, while preserving its
fluid nature for temporary collaborations and taking in new members. “I am the conductor
of our choir,” Tim said. “Certain people have certain abilities, some are great and haven’t
gotten there yet, some have been there for a while and are soloists, but nothing is more
beautiful than when we all get together on the same page with a common song.”

When Tim and I were teenagers in Maine, his mother had quipped, “New York is for
mutants.” Tim couldn’t wait! He was an inexplicable and brilliant mutant—transgressive,
anointed, a shaker and mover. As much as he was a child of Maine, full of Yankee
ingenuity, self-reliance, and barn-raising spirit, he didn’t belong there. Tim’s horizon was
here, Tim’s destiny was here: in the individuals and communities that would transform
him—and that he would transform—through K.O.S., the love of his life.

I’ve lost count of how many times I’ve watched Tim’s “part lecture, part conversation, and
part tent-revival meeting” at Rollins College. You witness his presence and mind, the
energy he gives to convey the history of K.O.S. He’s on a mission. He’s speaking to you and
me. You feel his warmth, religiosity, and soul as he recites what he considered the “greatest
definition of art in the English language,” from A Midsummer Night’s Dream:
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And as imagination bodies forth
The forms of things unknown, the poet’s pen
Turns them to shapes and gives to airy nothing
A local habitation and a name.

“Ohh . . . I can say it two hundred times a year, especially when you tell fifth graders and
they are just like, ‘What??! Huhh??? Aahh.’ A local habitation and a name.”

Julie Ault is an artist, curator, writer, and editor.

All rights reserved. artforum.com is a registered trademark of Artforum International Magazine, New York, NY.
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Tim Rollins and K.O.S.

By Angel Abreu May 24, 2019

LOOK

TIM ROLLINS AND K.O.S. ,  ON THE ORIGIN OF SPECIES –  INSTINCT (AFTER DARWIN) ,  2015 (COURTESY STUDIO K.O.S. ,  LEHMANN MAUPIN.  PHOTO:
ELISABETH BERNSTEIN)

“Today we make history.” This was the constant refrain from Tim Rollins, as a group of teenagers filed into the
South Bronx studio every afternoon after school. The group had named itself Kids of Survival and the lofty
idea of making history became ingrained in the fabric of our collective consciousness. Our aim was to change
our lives and become immortal through the creation of art. Today, Tim Rollins and Kids of Survival, the
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necessarily the safest neighborhood. Drug dealing and prostitution were rampant at the time, and the AIDS

epidemic hit our neighborhood especially hard, but there was an energy ignited by music, fashion, and the
visual arts. The South Bronx was the epicenter of hip-hop and its effect on the community was palpable.
Despite the abject appearance of the abandoned buildings and vacant lots, there was a certain defiance born
from genuine pride in the community. If you had some sort of special talent, like drawing for instance, you
garnered respect, including respect from drug dealers and other rough entities. They left this nerdy kid alone.
In ways both physical and metaphorical, the making of art provided me safety.

TIM ROLLINS AND K.O.S. ,  BY ANY MEANS NECESSARY –  TRAPPED/CAUGHT,  1985-1987 (COURTESY STUDIO K.O.S. ,  LEHMANN MAUPIN.  PHOTO:  MATTHEW
HERRMANN)

In 1986, at the age of twelve, I joined Tim Rollins and Kids of Survival. I first met Tim as a seventh grader at
the Intermediate School 52 where he was teaching at the time. Tim had only intended to stay at the school for
a few weeks. The students had made charcoal drawings on the ceiling of the classroom, and the walls were
covered in graffiti. Tim often described the art room as the “Hip-Hop Sistine Chapel.” He was convinced that
there was a profound reason he was there.

Timothy William Rollins was born in 1955 in a small town in central Maine. Similar to the South Bronx,
Pittsfield was economically downtrodden and its youth struggled against the pitfalls of low expectations. Tim
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first time.

Although I.S. 52 had a reputation for being one of the worse schools in the worst district in New York City,
this wasn’t always the case. One of its graduates was Colin Powell, who attended I.S. 52 in the late forties.
Times had changed, though. This was the eighties, and the film Fort Apache, The Bronx, starring Paul
Newman, contained more truth than fiction. In order to avoid walking the three city blocks to  I.S. 52, I took
two buses to attend one of the first charter schools in New York. Alas, in the seventh grade, I no longer had a
choice and was forced to attend I.S. 52. That first day of school was as chaotic as I had imagined it would be.
The halls were littered with paper and the students ran rampant. But as seventh period came around and I
walked in to room 318, there was a collective hush. We were scheduled to attend art class and there Tim was
at the head of the classroom wearing a red three-piece suit. As a steadfast Marxist, this was his uniform back
then. He insisted that we take our seats quickly because there was a lot of work to be done. Tim introduced
himself and proceeded to give us all a handout that looked like a test.

TIM ROLLINS AND K.O.S. ,  AMERIKA –  FOR KARL,  1989 (COURTESY STUDIO K.O.S. ,  LEHMANN MAUPIN.  PHOTO:  MATTHEW HERRMANN)
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of it. He assured us that we would know all of the answers by then and guaranteed we would all get A’s. It was
this unorthodox, brilliant protocol that made me realize I was where I belonged.

Several months later, Tim met my parents during a parent-teacher conference. He told us about the Art and
Knowledge Workshop, an after-school program that he had developed using education as a medium for
making art. The next day I arrived at the studio in a nearby community center, which had been secured
through a $8,000 NEA grant in 1984. Not quite grasping the immense scope of the project, I had my precious
Crayola watercolor paints in hand. The entire studio erupted with laughter as I wielded the silly set. Although
I was embarrassed, I wasn’t discouraged. I had a visceral feeling of being home.

At the time, Tim and K.O.S. were preparing for a major exhibition at PS1 called Out of the Studio: Art with
Community. This exhibition included John Ahearn and David Hammons, among others. There were large-
scale works in progress. One painting consisted of a cacophonous assembly of golden horns based on Franz
Kafka’s Amerika. Another was a constellation of wounds reminiscent of planets or airy cosmos, inspired by
Grunewald’s Isenheim Altarpiece, painted over the text of Stephan Crane’s The Red Badge of Courage. This
spoke to the daily challenges we faced as young folks growing up in the South Bronx.
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TIM ROLLINS AND K.O.S. ,  INVISIBLE MAN (AFTER RALPH ELLISON),  2014

All of the works were painted on texts carefully assembled in a grid-like fashion. We discussed the books, and
all their significant symbology, under Tim’s guidance. These visual manifestations were much more than
illustration. We considered them to be conversations with the authors and composers. We followed Ralph
Waldo Emerson’s maxim that books are to be used, not just read.

Although the project was an egalitarian form of a Renaissance studio, there was no room for condescension.
The high demand for excellence required that all of us, including Tim, check our egos at the door. I would not
realize until later the importance of this social experiment that mixed racial identity with cultural and
sociogeographical ones. Despite Tim’s Caucasian skin and rural Maine upbringing, the connection we all had
was concrete and kindred. The works became a by-product of the relationships forged in the studio. A photo
album of sorts, evidence of significant research and life-changing discovery.

The group went on to see astronomical commercial and critical success. We participated in two Whitney
Biennials in 1985 and 1991, as well as the Venice Biennale in 1988, and documenta 8, among others. Tim
pressed upon us his belief in the importance of first-hand empirical knowledge. Through sales of the work, we
were able to travel to the national and international galleries and museums that were exhibiting us, providing
life-changing experiences. We endured tremendous peaks and valleys in the nineties and 2000s. Identity
politics in the art world and beyond had put us in a place not quite easily understood or compartmentalized.
People began to assume the worst of our unique collaboration. There were whispers of mutual exploitation
and attempts, intentional or not, to tarnish the extreme sincerity of our project. We persevered. Members of
the group came and went organically. A few key members of the group, such as Rick Savinon, Robert Branch,
Jorge Abreu, and myself, remained constant fixtures. With Tim’s encouragement, we attended college. Tim
pushed us all to engage in our own individual practices as well, which informed the project in turn. The work
matured as we did, both physically and mentality. We became Tim’s colleagues, rather than his students. With
this shift, the work grew to be more conceptual, appearing as if it was done by one hand, though this was not
the case.
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TIM ROLLINS AND K.O.S. ,  A  MIDSUMMER NIGHT’S  DREAM (AFTER SHAKESPEARE AND MENDELSSOHN),  2014

In essence we morphed into a think tank, using literature and philosophy as tools for engaging social justice.
We began conducting workshops in conjunction with institutional exhibitions outside of our community. We
were grown men now, but we were still a family and we would always be Kids of Survival.

In late 2017, Tim suddenly passed away at the age of sixty-two. It shattered my world. Tim was not only my
mentor, but my father figure, best friend, and collaborator. This is true for all of the remaining K.O.S.
members. Over the last year and a half, we’ve come together often to talk about how we can continue the
legacy of a man who gave so much to everyone he encountered, and especially to us. I picture a twelve-year-old
Tim, full of promise and ambition, reading Dr. King’s sermon from 1957. “An individual has not started living
until he can rise above the narrow confines of his individualistic concerns to the broader concerns of all
humanity.” It is with this in mind that Rick, Robert, Jorge, and I will continue the work and keep Tim’s spirit
alive through Studio K.O.S.

The exhibition “Tim Rollins and K.O.S.” will be on view at Lehman Maupin until June 15.

Angel Abreu is an artist, writer, and educator. He is a member of Tim Rollins and Kids of Survival (K.O.S.), and
teaches at the School of Visual Arts in New York City.
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Viewpoints: Tim Rollins + K.O.S. 
Walker Art Center 
14 February through 24 April 1988 

This text is excerpted from the Viewpoints: Tim 
Rollins + K.O.S. brochure, which will include 
documentation of the recent collaboration 
between Tim Rollins, K.0.5. and students from 
Franklin Junior High School, Minneapolis. The 
brochure will be available in Gallery 7 by 19 
February 1988. 

Recently, the New York-based artist Tim Rollins 
came to Minneapolis to work with a group of 
students from Franklin Junior High School. In an 
intensive one-week workshop held in Walker Art 
Center's Art Lab they collaborated on the creation 
of a large-scale painting based on Franz Kafka's 
novel Amerika. This unusual project evolved both 
out of Rollins's experience-and dissatisfaction 
with the Conceptual Art movement as well as his 
work teaching art to learning disabled students in 
the South Bronx. From his Conceptualist 
background, he retained a commitment to making 
works that challenge the conventional forms and 
functions of art in our society; however, he rejected 
what he regards as the hermetic, self-referential 
quality of much Conceptualist work. 

Seeking to combine his art-making with 
community activism, Rollins became an instructor 
in the Learning to Read Through the Arts Program 
and spent two years teaching in some of New York 
City's poorest areas. In 1980 he became a full-time 
art instructor at 1.5. 52, a South Bronx junior high 
school. There he developed a unique curriculum 
involving classic and contemporary literature, 
regular visits to museums and galleries and the 
creation of collaborative artworks that relate such 
"high" culture influences to the students' own 
feelings and experiences. Before long, this process 
had produced such interesting results that he 
decided to establish an independent after-school 
program in which he would continue to work with 
his most enthusiastic students. Called The Art and 
Knowledge Workshop, this unprecedented 
program is now·entering its sixth year and involves 
a group of some twenty students between the ages 
of thirteen and nineteen who call themselves 
K.O.S., or Kids of Survival. 

While the artwork emanating from 
their collaborative project has been shown 
internationally and is represented in several major 
American museum collections, Rollins maintains 

this recognition is only a means towards 
establishing a school program that will offer a wide 
curriculum of interdisciplinary studies focusing on 
the fine arts. He anticipates this approach might 
eventually provide a new model for other schools, 
and towards this end has begun to test his ideas 
with students in communities throughout the 
country. The recent Minneapolis workshop is the 
second of these experiments, and follows a similar 
project held in Charlotte, North Carolina in 1987. 
Though neither of these short-term efforts 
approximate the depth and scope of the South 
Bronx workshop, they do offer valuable means for 
evaluating the potential of Rollins's methods for 
teachers and students of varying backgrounds. 

The paintings by Rollins + K.O.S. have their 
sources in well-known literary works. Typically, as 
Rollins reads aloud from novels such as Lewis 
Carroll's Alice's Adventures in Wonderland or 
Nathaniel Hawthorne's The Scarlet Letter, 
frequently paraphrasing difficult or obscure 
passages, the students rapidly sketch the images 
that come to their minds. This method, which the 
South Bronx students call "jamming," is 
reminiscent of "automatic writing," the early 
twentieth-century Surrealist technique for 
capturing imagery from the subconscious mind. 
Such spontaneity, however, is only the beginning 
of a learning and image-making process that in 
some cases has taken as long as four years to 
accomplish. During this time, Rollins + KO.S. 
discuss the themes of the text, revise and elaborate 
the students' initial designs, study relevant art 
historical precedents, hold collective critiques and, 
finally, collaborate on the production of a painting. 

One of the most distinctive features of Rollins 
+ K.O.S.'s work is that books, literally and 
metaphorically, are the bases for their painting. The 
canvases upon which they paint are covered with 
book pages. either a chapter or the entire text of 
a work they have read. Formally, this technique 



F y 

serves to establish an all-over, shadowy 
background that upon close observation can be 
read in a narrative fashion. To some extent, 
however, the printed matter in every work is 
partially hidden and made illegible by imagery 
painted over it. By creating such palimpsests, in 
which one message both obscures and builds on 
another, Rollins + K.O.S. are essentially practicing 
what the French literary theorist Roland Barthes 
has called "writerly" reading. By de-emphasizing 
the central importance of the author, Barthes 
conceived of reading as a creative act through 
which the reader's own perspective colors his or 
her impression of the text. "We relate the themes 
of the novels to the history we are making today," 
Rollins has said, "to our everyday situation in the 
South Bronx, the United States, the world. In this 
way, the book is transformed from an object of 
cultural consumption into. a tool, a foundation on 
which we are building new forms and contents of 
our own." 

Rollins + K.O.S. have essentially two 
approaches to iconography. In some paintings, 
such as Through the Looking Glass or The 
Whiteness of the Whale: Monstrous Pictures of 
Whales, a single image is generated collectively. 
Their painting, Through the Looking Glass, based 
on Carroll's Alice in Wonderland stories, was 
developed almost entirely by the women in the 
group-Anel Hernandez, Annette Rosado, Yesenia 
Velez and Emily Pagan-who responded 
particularly to the passage which describes Alice 
growing so large that she fills an entire room. To 
these young women, her predicament symbolized 
the social constrictions facing adolescent women 
in their community. The idea to paint Alice 
black-on-black came from Rosado who had 
perceived a potent spirituality in Ad Reinhardt's 
untitled painting, which she saw during a visit to 
The Museum of Modern Art, and in which a barely 
discernable cruciform grid is suspended in a darkly 
luminous monochromatic field. 

For another work, The Whiteness of the 
Whale: Monstrous Pictures of Whales, based on 
Herman Melville's Moby Dick, the entire South 
Bronx group agreed upon, and collaboratively 
painted a single image. Covering Melville's text like 
a mystical veil is an all-over field of white in which 
the subtle play between opaque and transparent 
passages suggests an evasive yet omnipresent 
power. Commenting on this work, Richard Cruz of 
K.O.S. said, "When you see white you think of 
heaven or something good. But we wanted to 
make a fierce white because Moby Dick was a killer. 
And he was white." 

In another approach to iconography, applied 
in such paintings as The Red Badge of Courage XII 
and Amerika XI, each student in the group has 
developed and painted a variation on a collectively 
agreed upon symbol. Rather than illustrate a scene 
from Stephen Crane's Civil War novel The Red 
Badge of Courage, Rollins + K.O.S. selected the 
image of a wound, which captured the central idea 
of the story and allowed for a variety of formal and 
expressionistic interpretations. In the South Bronx, 
a community where violence and death are part of 
daily life, the symbol of a wound can suggest not 
only vulnerability but also survival. Once again, the 
lessons of art history offered inspiration: on the 
one hand, the tortured spirituality of Matthias 
Gr~newald's sixteenth-century lsenheim 
Altarpiece and, on the other, Peter Magubane's 
recent photographs of South African blacks in their 
struggle against apartheid. The composition of the 
painting is based on NASA photographs of galaxies 
whose timeless grandeur evoke the idea of 
transcendence while echoing the cosmological 
aspect of Crane's novel. 

The painting, Amerika XI, produced by Rollins 
+ K.O.S. in collaboration with students from 
Franklin Junior High School in Minneapolis is based 
on Franz Kafka's novel Amerika. The image of the 
golden horn derives from the novel's final chapter, 
"The Nature Theatre of Oklahoma," in which the 
hero, Karl, encounters a placard soliciting new 
company members for the Oklahoma Theatre: 
"The great Theatre of Oklahoma calls you! Today 
only and never again! If you miss your chance now 
you miss it forever! If you think of your future you 
are one of us! Everyone is welcome! If you want 
to be an artist, join our company!" Karl travels to 
a racetrack where the recruiting is to occur. There 
he encounters an extraordinary sight: dressed in 
angel costumes, hundreds of women blow long 
golden horns in blaring cacophony. Taking this 
symbol to be the essence of the novel's allegorical 
description of American democracy, Rollins asked 
each student to invent a horn that would, 

"represent their individual voice and freedom." 
The students' horn images, each highly unique, 
were then combined into a skein-like, multi-nucleic 
composition evocative of Jackson Pollock's frenetic 
"drip" paintings. The all-over design and consistent 
use of gold paint imparts a unity to the painting's 
multifarious elements, echoing the novel's populist 
theme. Now, having completed eleven 
golden-horned Amerika paintings-nine in the 
South Bronx, one in Charlotte, and this most recent 
version in Minneapolis-Rollins might be said to 
have hit on a successful formula. However, despite 
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their similarities, each of these works has a 
distinctive character deriving from varying 
compositional solutions and the continuing 
inventiveness of the horn designs. 

F-451: Fahrenheit 451 and the two small 
watercolors from the series Four Paintings About 
Abortion are somewhat eccentric examples of 
Rollins + K.O.S. 's work. F-451: Fahrenheit 451 is 
one of a series in which the ashes of censored 
books, or those threatened with censorship, from 
school libraries are scattered across the pages of 
Ray Bradbury's sardonic futuristic novel Fahrenheit 
451. In this version, Rollins + K.O.S. ironically 
incorporated burnt pages from Bradbury's own 
text. The two paintings from the series Four 
Paintings About Abortion are unique in that they 
are collaborations between Rollins and one 
student, Lissette Vargas, and are painted on a 
Congressional bill, the Hatch anti-abortion 
amendment, rather than on a work of literature. 

The ambitious work of Tim Rollins + K.O.S. 
must be judged ultimately both for its esthetic as 
well as its pedagogical success. Their paintings 

combine remarkable formal invention with the 
expression of profound human values. As 
"teaching machines" these paintings have given to 
the young artists of K.O.S. a broader knowledge 
and deeper understanding of the world around 
them. However, it is too early to say whether such 
methods can be replicated by other teachers arid 
developed into a standard curriculum. One cannot 
help but wonder what will become of the members 
ofK.O.S. as they grow older. Already a number of 
them have rejoined the group as staff members, 
four are enrolled in specialized art high schools and, 
next fall, Jose Parissi, who joined the group at the 
age of twelve expects to enroll in one of the 
country's best art colleges-his tuition fully paid by 
The Art and Knowledge Workshop. 

Lawrence Rinder 



Viewpoints Show Proposal 

Tim Rollins and K.O.S. 

14 Feb.- 24 April 

For approximately four years, Tim Rollins has been conducting a 

unique art program called K.O.S., or Kids of Survival, at a 

public Junior High School in the South Bronx. Jean Fisher has 

described their process: 

"K.O.S. begins with a book. Container of knowledge and guarantor 

of 'civilized' culture, the book also represses those who are not 

its subjects, especially those who are eductaed in a history and 

ideology that effaces their own experience and traditions. 

K.O.S., therefore, investigates classics of world literature, 

examining primary themes or intstances in these texts that can be 

reinvested with K.O.S.'s knowledge and feelings, both of local 

experinces in the South Bronx as well as of broader world issues. 

The book is thus reclaimed. No longer merely an object of 

consumption, its pages form the ground upon which another image 

is constructed." 

The students spend up to several months developing imagery based 

on the text as read through their own experience. These images 

are then applied to a surface which is literally made from tthe 

decontructed pages of the book mounted on canvas. Among the books 

which Rollins and K.O.S. have explored are: Moby Dick, Alice in 

Wonderland (involving only those male students whose fathers had 
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been murdered), Animal Farmm, and The Autobiography of Malcolm X. 

This exhibition will consist of four or five major works by Tim 

Rollins and K.O.S., including the students individual studies. 

For this exhibition, Rollins would be willing to produce a unique 

work in collaboration with approximately ten Minneapolis 

youngsters, ages 13-18. He prefers that these collaborators 

represent a cross-section of races and classes. 

The work produced will be based on the novel Amerika by Franz 

Kafka. Rollins has already assisted in producing a number of 

highly successful verrsions of this piece, one of which was 

recently purchased by the Philadelphia Museum ofd Art. Another is 

being created by Boston School children for an upcoming 

Rollins/K.0.S. exhibition at the I.C.A.. 

Using a method he has developed in working with a number of 

institutuions, Rollins would come here in late September to meet 

with members of the Walker Education Departtment and/or local 

teachers who will be involved, to introduce them to the project 

and help initiate activity. 

The young people who are selected to participate will develop 

their imagery by working, in part, through the mail with Rollins 

and others in the K.O.S. workshop in the South Bronx. This aspect 

of the project will last through January. 



One week prior to the opening of the exhibition, Rollins and two 

or three "Kids of Survival" will come to Minneapolis to conduct a 

workshop in the Walker Art Lab during which a finished work, 24 x 

36" will be created, incorporating the participants designs. This 

work will be displayed alongside other works completed in the 

Bronx workshop. 

EXPENSES 

Fee: $7,500, or $2,500 plus $5,000 purchase of Minneapolis 

produced painting 

Other costs: Airfare: Rollins, J rnd.trp. 
f4 ( 

K.0.S.,3 rnd.trp. 

Lodging: Rollins, September 

Rollins, February 

K.O.S., February 

Workshop:Materials 

$500 900 

$750 

475 
0 

$350 

$450 

$2,500 Total 


