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Preface

Deborah Bright

Wary Ann NAsson

“Mew DplionsWorking Solutions,” Conference Panel and Participanis, Apeil 20, 1989 a1 Boston Uinhvorgity

I his pssue of exposare 15 de-

voled 10 a consideration of issues, problems, and
strategies for thinking about sociallyv-motivated prac-
tice in photography today The images and essavs by
the individuals thar follow onginated ot a one-day
workshop, “New OUptionsWorking Solutions,” held
on April 29, 1989 at Boston University. The work-
shop was co-sponsored by the Boston Center for
Photography and Criticism and 1the Photographic
Resource Center and partially funded by a grant from
the Mational Endowment for the Arns,'

Owver 10 photographers, histonans, educa-
tors, and students attended the workshop which fea
tured presentations by invited speakers in the maom-
g, wath organieed small group discussions and
question-and-answer sessions in the altemoon, Rich-
ard Bolion and | planned and conducted the work
shop and the invited presenters were Steve Cagan,
Judith Crawley., Connee Haich, Diane Meumaier,
Elizabeth Sisco, and Krevseof Wodiczko, These
speakers kindly consented to revise their papers for
publication and the views expressed in each paper. of



Ehzabeth Sisco and Steve Cagan

Mary A Mg

course, are solely those of s author

Ultimately, the aims of “New Options/
Working Solutions” were modest. Original applica-
tions o the Mational Endowrment for the Arns and the
Massachuseits Council on the Aris had proposed &
much mofe extensive three-day program, cos ering
wide range of contemporary social issues and diverse
termitories of photopraphic practice, including race,
sexualitics, coonomic stratification, education, ihe
robe of direct action, neoconservative cultural policy
and 1= impact on arts education and funding. current
art market conditions, and alternative forums and
networks for exhibiting/publishing critical works in
an era of shrinking public wlerance and support for
diverse cultural expressions.

The fumding we secured compelled us o
shrink our “dream conference” 1o a one-day affair
and we decided 1o focus on the more practical issues
of “ficldwork”™ and distribution for photographers
who were interested in doing socially critical work
and getting it shown in an unfavorable (and now,
overtly censoring) climate. It was taken for granted
by the workshop organicers and speakers that all

pracuces i photography, imcluding ihose defined as
“artistic” or “sell-expressive.” are also always so-
an assertion that still frestranes
many art photographers and has produced major

cutlly instrumental

philosophical rifis among SPE's constiluencies, as
those who have attended recent national conferences
Can alest.

The workshop organizers were neither in
lerested in rl.‘|'lil'-|llllflp thal 1ssue nor EAZAZING C55CT-
tialist arguments about “an” versus “propaganda’™
that continue to police so effectively the boundaries
of liberal discourse and practice in photography
Rather, we wished 1o move beyond such guestions o
cxaming specific case histores (“new options™) of
useful strategies (“working solutions™) for critical
practice, recognizing that any such practice is provi-
st and contingent. useful for an immediate his-
torical moment and an archaeological anifact ihere-
after (perhaps w be gallery-fied and muscumified if
markel standands of visual novelty and collectibility
ang ).

For socially-conscious antists who also

leach from a critical perspective, the comtradictions



of working within the belly of the culiure indusiry
“heast” ane unavoidable in late capitalist society Yot
rather than being paralysed by them. it seems more
productive to see the beast as itselfl a contradictory
creature, driven by conflicting interests and produc-
tive of conflicting truths. To be an amizt and a weacher
with a critical vision is 10 see one’s cultural privilege
s a ool of access 1o a site where power and knowl-
edge are produced and where opportunities o inter-
rupt their flows may be seized. One must pay the rent
and support one's work, after all, and the ideal {if not
the practice) of liberal education in the western de-
mocracies still provides a more generous shelter for
free dialogue and criticism than the corporate and
state-run mass media. However the price to be paid
for engaging such criticism is uncertain employment;
the guardians of institmtional discourse keep the
doors revolving for those whose speech and work is
deemed “1o0 political” and not sufficiently “artistic.”
Of the six presenters and two organizers of this work-
shop (all of whom teach), none at this time holds a
permanent faculty position and many have endured
constant relocation and long pericds of exile among
the exploited ranks of the pan-time.

But employment issues (though by no
means trivial) were bt a secondary concem to the
participants in this workshop. More pertinent were
the ways in which these artizis identifly their diverse
constituencies and put their skills and image savvy 1o
work within and for those communities. This kind of
knowledge-sharing and networking is generally ab-
senl in ant education programs where it is often as-
sumed without question that photographers and art-
ists-to-be will produce work for one venue only—ihe
commercial gallery and the fine art museum. Stu-
denis are rarely acquainted with aliemative praciices.
nor are they encouraged to create or seck oul alterna-
tive networks for production and dissemination.

The anisiz represented here have been en-
gaged in socially-motivated photography andfor
interventions in diverse public settings for a number
of years. To varying degrees, an-market discourses
and Fashions are ancillary to their interests, and when
these have intersected with their work, the results
have often proved as troublesome as beneficial. The
colonization of their practices for liberal pluralist
acsthetics 15 a fate these artists have managed o

elude, either because they work resoluiely in extra-
art contexts or because their work is just oo barbed
and explicit in its references to be politely absorbed.
{The discourse of liberal pluralism is nothing if not
podite.

What unites these individuals is that their
work proceeds from a conscious politics and not
vice-versa, Their an is “engaged™ because they are
already engaged as feminist, socialist, gay straight,
pro-choice, anti-militarist, white, black, chicano,
pro-civil rights women and men. as voters, radical
educators, and organizers of the evicted. They are
coalition-builders who also happen 1o be artists.* The
claiming and deployment of identitics may change
from person 10 person. issue 1o issue, practice to
practice. Ome artist can work simultancously on sev-
eral “fronts™ and in differemt siyles/media, doing a
“pallery piece” about federal officials treatment of
migrant workers while at the same time constructing
a public poster or documenting a partisan political
rally for a much more targeted constiluency

This multi-front activity has been most vis-
ible in recent work around the AIDS epidemic where
artists” collectives like Gran Fury produce posters, T
shirs, and other “zap” paraphernalia for street ac-
tions, while designing front window installations at
the New Museum and the Whitney Krzysatof Wod-
iczko provides another example: his polemical slide
projections for elite ant institutions restone an image
of resistance o those he calls “evicts” (rather than the
usual victim-term, “homeless™). Al the same time, he
designs and attempts 1o market functional prototypes
of his Homeless Vehicle to industrial manufacturers,
Elizabeth Sisco, Louis Hock. David Avalos, and
Deborah Small have 1aken on San Diego’s “city fa-
thers™ with their acerbic photomontages on bus post-
ers and billboards, exposing the city’s hypocnsy
toward its racial minorities. Meanwhile, in gallery
spaces, they use the publicity and media hype sur-
rounding their public interventions to address the
mass media’s and the artworld’s abilities to margi-
nalize and coop critigue.

Along with pursuing their own persoml
projects, Steve Cagan, Judith Crawley. and Diane
Neumaier offer their “documentary services™ 1o ac-
tivisa groups, declining the role of “anist/author™ in
favor of the needs and concemns of the collective. In
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an art market that rewards only bankable signs of
individual authorship and “mastery.” these commit-
mients have been costly in the conventional terms of
exhibition opportunities, pob retention, and grant-get-
ting. Bul the rewards in terms of personal integrity
(another term debased in formalist art criticism,
where “mtegrity” refers to the work, not the maker)
are far greater

Finally, in response o those who will insisi
that these sons of practices have nothing to do with
“photography™ or “photographic education,™ (and 1
only engage this issue because this i3 exposnre, the
Juumal of the Society for Photographic Education), it
is worth noting that most of us who organtzed and
participated in this workshop are graduaies of M.F. A,
photography programs of the 1970s, the heyday of
Szarkowskian acsthetics. Among our former teach-
ers are some ncdable members of the an photography
world, including the late Garry Winogrand, Paul
Berger, and Carl Toth. If it appears that we reject
“Photography.” that is, the reductive notions of pho-
Iegraphic practice we were taught, it should not be
construed as a market-oniented siylistic mancuver
nor as some sort of oedipal rebellion against “the
fathers” (which only matters in the case of the while
sons, anyway). For we were also affecied by the
sicial upheavals of the 1960s and 1970s {civil nghts,
the antiwar movement, the women's movement, gay
liberation) which coincided with our socilization as
artisis and which made agonizingly clear, il only
retrospectively, the importance of scknowledging
those other personal and political identities that we
had been taught o deny “as anisis.”

MNow, as teachers oursclves, we often find
ourselves sddressing a new generation of students
whose birthdates coincide with those very vears and
whose understandings of “the Sixties” have been
formulated during a period of conservative backlash
and liberal retrenchment. The pelitical environment
has beeome harsher for those who challenge the
status gquo and there is litthe popular sympathy fior
those who ry If nothing else, the results of this
changed climate were brought home to artists this
past year with the mandated incorporation (by a Sen-
ate vole of % 10 2) of Senator Helms® obscenity
restrictions into the National Endowment for the Ans
guidelines.” Shorly thereafter. Endowment director

John Frohnmayer withdrew funds for a show on
AIDS curated by Man Goldin, “Witnesses: Against
Orwr Yanishing™ (though funding was restored due 1o
public pressure ).

Indeed, Man Goldin's exhibition nile 100k
on an unintended irony, for “vanishing” is precisely
what is at stake in the works and practices repre-
sented here, both hiterally as in the case aof Connie
Hatch's work, and implicitly Mo longer a luxury, it
becomes a necessity 10 integrate social identities and
experienees with artistic practices and pedagogies—
nod 1o get rid of the histonical contradictions as the
nenconservatives pretend in their appeals 0 An’s
universality, but 1o acknowledge them and use them
s @ weapon against our silencing.

Endnotas

1 The Bosion Center lor Phosography and Crticisen is an o b
group of pholographers and crifics micressed in isucs of

social practice in phoiography, and in heighteming swareness
ol thas sctivily 1@ the Bosdon anca
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Krrysamol Wiondicrbo's presentation and remarks ane ol
e haded here, but extonive docusmintation and dicussson of
his work may be Found in Ocieber 32 (Fall 1986), pp. 3-51.

% This, as opposed s he commaondy-heard formulason, ] am
an artisl who just happess 1o be a woman, black. gay, eic.”
The fact tha the diverse slemtivies lissed heve me commonly
asicialed with “leltl progressive” rather than “right™ poditcal
tendencies im the ULS. only indicaies that the very claiming of
these ndertiiees as Tesslasnental o one’ s visson amd wink, v
itvell a profosnd challenge 10 conservalive ombodoxy.

4 See Bill lay, “The Fascism of the Left,” Shors | Jansary/
February 1989) and seprinied m Photodfcire (Apnl 1989 and
Richard Margolis, “The Hasile ai the SPE Conderence,”
fesages INE 42 (1989), pp. 3942,

3 And that wake-up call camss ke, The rcoconacrvalives., bed by
Hilton Kramer and Samvue] Lipman, have been chipping away
a1 amistic and critical frecdom ot the NEA for many years
unsder Frank Hiodsol]'s ienure as director. Remember the
aholstion of NEA cntics” fellowships disnng Reagsn's (i
lerm becaase of alleped “left bias™ in peer review pancls?
Whan is =0 frightening im retrospect abowst the Helms
“obsoonily” amendmonl i ol only thal il was proposed and
paassadd. bat ihat =0 few artisis and liberal iniellzciuals found
the: castright ce g of undcfined "1 POl of “seamal™
wontent in pubdicly-funded anworks problematic or even
wirth prodesting




Introduction

Richard Bolton

Mary Ann Milsion

Mew Opbicns Working Solubons,” panakets (et 1o raghil) Digened Messmaques  Conrig Hatch, and Judith Crawlay

hat can we Wy aboul si-
cral expenence afier the Reagan era and the renewal
af |'|:|1:i-:1li-|1|.. and alter the dechne of voter panicipa-
tion? What are the conditions of representation, paib-
lic EX ISR, and prarhiciprlicn ko whisch artists musi
now respond? What does it now mean o work For
social change through the visual ans?

Further, what can we say aboul the repre
cerfrnien of soCil expenence, aller postmodermizm,
after the fame and foriune of its leading amisis, and
the accompanying dechne of this once socully-cn-
gaged critical approach? Ower the lasi decade,
postmodermiam has been consdered h_'. many o [
synonymous with critical practice, Now the werm
‘postmodern” fades from usefulness. For example,

postmodemist appropriation was once considered in

10

and of itselt to be a suffickenily cntical strategy, but
mow il is an accepled pan of the language of the status
quo, from MTY -ified television commercials 1o the
Hollywood-soaked pastiche that informed President
Reagan’s wildest forcign policy ruminations. Meih-
s once llumj_.'hl 10 CRCOUrage erncal lI1||1L,||:|L' are
v pud o work colonizing consciousness. This out-
coanee 15 mol a0 hard 1o understand, EIven thint TTHLTNY
postmodemisis refused o ariculsie in any detail the
II.'|.IItIII:I'H-:|II|'l berween therr theones of simulation and
inauihenticity and the social world 1o which these
eores melermed, \I.m} Fm-ﬂul-:'-d.:rn:l\h_ Ll-u,'up dlovwn.,
seemed o believe that social communication was
impossible—a point of view that often seemed nos-
talgic for rateonal order, and if not nostalgic, then sull

coaistructed U i Eind of absolute, now the abso-
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lute of fncoherence. Bul whose interests are served
when we declare the impossibility of communica-
tion?

Not all postmodemnist practice accepted this
cymical view of communication, or its accompanying
quiet despair Postmodernism has been a complex
movement, with productive as well as pernicious
strands. In the last ten years we have scen many
works that speak deliberately and specifically about
social conditions. These works have helped us 1o
understand a great deal about public speech and the
institutions that frame specch, about the character of
the audience, and about the struggles many of us
face. These works have at times laid bare the comest
of power that informs representation.

Yet 1 doubt that sociallv-motivated artists
any longer have a need 1 refer 1o this work as
“postmaodern™; | doubt there is any longer much point
in discussing the term. For socially-motivated antists,
the greater question lies in the relationship of anwork
to everyday life. There was always ialk in postmod-
ermism of worldliness, but if we are 1o ke worldli-
ness seriously we must move into a realm of ethical
analysis and decision-making that lics bevond the
scope of postmodern practice. Looking at art in this
way we don't find a movement, or a style, or even a
typacal set of beliefs—instead, we discover a colleg-
tign of temporary, particular, contingent practices
that speak 1o a variety of issues, chosen for a variety
of social and political emds,

This variety is evidence of a fundamental
shifl in our thinking about the audience, a shift in our
understanding of the public isell, Over the last dec-
ade. conservatism has emphasized the unity of the
American public. A citizenry has been fashioned out
of patrician and patriotic rhetoric, out of a myth of
reencrgized economic and democratic participation.
Against this. of course, we can point 10 a steady
decline in voling (the last election decided by only
M of the eligible population), and we can point 1o
the emphatic reasseriion of class and educational

differences that characterized the Reagan years. Fur-
ther, the public is not simply split along class lines: it
is 3 complex heterogeneous public organized across
a variety of issues and sites of comest. We are leam-
ing 1o pay attention 1o these diverse struggles, and
keaming to appreciate the differences and complexi-
ties they represent. One group might concem itself
with issues of sexuality, another with health issues, o
third ecological issues, and a fourth group might
work 1o solve homelessness. These groups may work
through accepted political channels, but they proba-
bly try as most grassroots organizers do, 1o invent
new forms of public panticipation, 10 find ways 1o
change lives outside of the electoral process, We
must recognize the necessity of bridging these di-
verse struggles to armive at a larger program for social
change. We as citizens must leam to se¢ ourselves as
part of a larger emerging political structure, one
based on local initiatives, and on coalition politics,
on the creation of common bonds drawn across di-
VErsIlY

When we consider what visual practices are
best suited to such a conception of politics, we dis-
cover that we must give up the notion of ari as a
unificd or even a coherent fichd. We must instead
stretch our thinking 1o include a wide varicty of
cultural practices. including practices that may be so
integrated into their communities that they do not
strike us as art at all. The important guestion is not
“Why is this an?", but “Does this represcntation
enlarge social experience™ Since representation
remains crucial to the exercise of power it also re-
mains crucial to challenges 1o this power. Visual
work can be an important pan of larger projects of
social analysis and change, helping 1o create forms of
pohitical engagement more complex than those usu-
ally tolerated in the electoral process. Cultural work
can help create a forum for public analvsis and defi-
nition, and thus provide a partial comective 1o the
diminishment of democracy that we have witnessed
in FECET years.



Giving Birth is Just the Beginning:
Women Speak About Mothering

Donner naissance n'est qu'un début:
Les femmes parlent de maternité

Judith Grawday, cower Gaving Birth 15 Jush the Baginmng.
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Giving Birth is Just the Beginning

Judith Crawley

Judkth Crawley, from Giving Birth is Just the Bagining

M'_-. photography is not

about Art or the Simulacrum or the Semiotic Rec-
tangle (a term | picked up at the 1989 SPE conference
in Rochester): it's not about Appropriation or Reap-
propriation or Postmodemnism or any of the other
trendks currently dominating the an scene and passing
me by My approach uses photography to make pub-
lic and concrete the isolated ex pericnces that ane
shared by many women within my own culiural con-
fex
Mothering has a “bad rep” in our society

And that’s nol “MOTHERHOOD AND APPLE

PIE.” a casual expression [ frequently hear tossed of
by sdministrators (and often by fellow teachers) o
mean something we can take for granted, a foregone
conclusion, something we can always depend on,
like a dish rag or a door mat, When | hear this, | stop
the discussion right away and imterpect: “HEY
what's so easy about mothering™™ Mothering is not
the simple. natural, spontancous, and delightful ex-
penence it & cracked up o be, IF it were, why aren’t
meen doing it an home (silently suffering and poor) or
at the day care center or elementary school? Mother-
ing. a socially constructed role, is a low status job

13
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Judith Cearadey, Irom Gaving Bath i3 Jusr the Baginming.

with hitle social support; vet women who are moth-
ers have three or four jobs: childcare, housework,
wife/partner work, and ofien salaned work outside
thi home,

single parenting has been a main factor in
my life for almost 12 vears, since the Ther of my
fwio feens died m a motorcyecle sccwdent. 1 love my
kids, But depending on isolaed women 1o do this job
alone 15 an absurd way to ensure the survival of
humanity And an unequal way, o, My imagery is
all about showing the effecis of this secial imbalance.
That’s my “new option,” my “working solution.” My
camera 15 nod poanied up at the nich, nor down at the
POOF, MHOF il the sensationl or the !-:'-rcll:rl Bather |
document my immediate community of friends,
wiork, amd Tamily 1 ook 1o our lives 10 understamd
o social forces function and how the personal and
the podincal are merconnecied

I interviewed women whom | had been
photographing for vears, Here, in the photograph

abowe, Shirley has spread my photographs around

14

her and i= organizing them. Mote the tape recorder In
thee mnterveew. we Llked about whal wiss included and
what was missing in these images aboui mothenng. |
printed exiracts from our discussion: beneath the
images—iirst as an exhibition, Civing Birth is Susr
e Bewinmine  Wownen Speak ahomt Mothering and
later as a book of the same title. The book is divided
ey hive sechons: A Hude \u._lkrnlnr__" "Rlngln_'
Parents,” “Unpaid Labour,” “Role-modeling,™ and
“Wormen are { i;:-nl.J_: on Sinke.

To raise money io scli-publish this project,
el @ “'niew -:1p|,u|r|_" oW -:'-rl.,|r|J__- soldution.” A com
mittec of fnends wrote to all of the participanis in my
progect, Inends and conlacts, 1;|l|||'|:-._ e Woanen s
Caocus of SPE, co-workers, and so on, Many sup-
poriers, ;|]r{'.||_1:-. famhar with the exhibibion, were
viery generous and made it possible for me (o convert
e project ko bk torm. The PTOCEsS Was Very
demanding, exciting, and finally gratifying, since the
audhence for the work now stretches beyvond the an

gallery and friends. | spent a lot of my own energy

MF
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I worry maore about Saral
berause women have a rougher
tiimie. 1 bhirse are mpore
oppotiumiiies for men, they bie
bed 8o EXPCE b ke cape of
themaelves, Gigls are ransed o
Bk Basr il et husband wlso
will give ihem the best lale, Sa
they dbon’t have to go out there
and do anvihing excega book
beewatilugl o @uract oawe o e
male syscies o take care of
theemn. 1 owias Dol e Delieve dliai, 1
can B pensinber any oiher
ISR, LS GIREradn snrie Doy
wealihy exnoigh io Lu_—la Wi
Pha's wehat 1 dul, only 1 happen
1oy b Broam thee working class, so
I emaled wp nnnrmcting aasl benag
witli soinclesly Toam oy own
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J'r LIl angguecie peour Sarah
paree guer o'esl plus dur pour les
lemmes. Il v a plus
opporiunités pear e hommes,
ils sont dlesds & penser qu'ils
devtont se prendre en mains Les
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meilleur pani qui leur olinra ks
meilleure vie. Ainsi elles n'om
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Judith Crawley, page 52, Gaang Bath i Jus! the Begimning.




If 1 could change my mothernng
situation, | wouldn't make
ralical h.lll_t;_n. I'il exeemsd what
I likr bt aboun st—shanag o
with other people. Mot
exchanging kids so that you can
have Irec tamee, but spending

time with kids and ather people;

it takes care of a lod ol the
baredom. 1 like the nocse and
l_l_l|1|.l,.|'|.|l_ll| .||:1t kids lulltlill:l.; all
over the place, geitng wogether
mincals

1 haate coeming home and (acing
a mesl alone wilh the 3 kids,
which 1 do regularly. You know
that 5 1o 7 bah, 1 jusi have that
e,
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autres. Pas dchanger les enfinis
PO A ||||,.|\. e IETFIfrs, Ty
passer plus de pemps avec des
i'||.|'.\,|||l:'\.. SARIF LIS L LW EEIE]
eliminer be gros die ennian
J'.ulﬂl.' ke bruit, ka conlusion, les
emlanis Ejan £l paridgl of
les repas was ensemibile

Je dbeiese renareT Gi ka Fnakson o
avinr & laine [Boe & i so4jsy
sewtle aved bes 3 enfadils, o qgua
marrive régulremeni. Vous
saved, le [hoas eniore 5 o1 7 heuires,
je abfieie ga
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Judith Crawiey, page 67 Gasng Bith i3 Just the Blaginming




Cover of pubbcation from Mentreal Heallh Prass

Caver of publication from Monsreal Health Prass

packaging and mailing books before | connected
with several small press and ant book distributors:
Inland Book Company Bookpeople, and Anexie.
Publicity is still in my lap and mkes away time from
MW Projects.

This kind of approach to photography
brought me 1o the antention of The Montreal Health
Press, a collective of women who write, KIS~ -
duce, and mass-distribute information books on js-
sues of health and sexuality. The Press has its roois in
late 1900k student activism ai MeGill Uniy ersily, al o
e when publishing information on binh control
was illegal in Canada. The Birth Control Handbook
prececded Or Bodies, Qurselves, published by the
Boston Women's Health Collective, our sisters in
survival aver the years. Now we have four books
about birth control, sexwal assault, sexually transmit-
ted discases. and menopause. These books appear in
English and in French. the dominam language in
Quebec. We continually upsdate them and print edi

tions of S0.000 copies each time. We wormy when our
sules dip 1o only a few thousand a month. In fact, we
probably sell more books than any other publisher in
Canada. But you don’t buy them in a bookstore
Standard in size and weight 1o simiplify shippang, the
books are sold in bulk 1o schools, clinics, COMTITHERILY
groups. doctors offices—and even to the U5, Army
tor distribution. Our audience is broad and Nonh
American. The writing style is clear and direct, Sen-
sitive medical illustrations and photographs are com-
bined with the text,

The production waork of research, debating
of positions, wriling. revising, editing, lavout, prosf
reading, and <o forth is done in various combinations
by all of us—sometimes supported by government
grants, bul usually unpaid. Two pan-time workers
who run the office and ship books are paid through
sales. The collective meets monthly and an least opee
yearly for a long planning and review meeting. We
fondly call this the May Meeting since it occurs in the

17T



Cover of publicatian from Montrial Healih Press.

Covirr of publication Iroen Montreal Haalih Press.

Spring, away from the city. jobs. kids, and hushands
{where they exist). Collective decision-making and
crisis resolution have long been a hasic principle of
ihe group.

The basic orientation of the Health Press is
o challenge the medical establishment’s monopoly
on health delivery services by providing people with
information and strategies for approaching and deal-
ing with the medical world. Informstion is not neu-
trally presented. but within a feminist political per-
spective. We call into question male authority which
so strongly govemns people’s lives. We attempt 10
create expectations for people aboul appropriate
health care., Problems are understood within a social
amd political framework. But while the context is
always social, decisions and choices are faced in
prvate and are made, or not made, inclividheally
Thus, both individual amd collective solutions are

18

discussed,

In 1973, the Health Press caused a scandal
at Princeton University This was not because birth
conrol informistion was being disseminated, b be-
cituse the Health Press called for basic social change.
The book was charged with being *a Maoist political
tract masquerading as a how-to sexual pamphler.”
That same vear in Florida, snsdent govermment dizir-
bution of the Birth Controf and VI handbooks came
under similar attock. In an impornant sense, the
charges are true—we're nod just disiributing how-1o
information. We want 10 understand the social con-
text that leads us 1o make certain decisions,

| became involved with this group when the
Health Press called me in 1980 looking for photo-
graphs hours before press time, Surprised thar plwatos
were a last-minute concern. though so integral 1o
establishing the meaning of the text, 1 urged them 1o
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pay more aiention 1o the use of visual maerial,
Momhs Ler, | was invited 1o join as Photo Coordina-
tor io work throughout the whole production process,
My first project for the collective was a rewrite of the
VI Hamdbaek into o book abour sexually transmined
diseases. Now we are involved in preparing a new
ook about birth control.

The Health Press moved from lifting photos
uncredited out of The Family of Man in 1968 10
knocking on local photographers” doors for last-min-
ute photographs o sending oul posters and notices 1o
newspapers, feminist journals, community and
women s centers all over Canada. We invite photog-
raphers, both amateur and professional. 1o send us
phoiographs for use in our material. [ iry o use
images from everyone who contributes and to pay for
each photo used. Local photographers are delighted
1o open their Diles o me and welcome the opporunity
to see their images reproduced in the Health Press
context. This continually pulls more people into our
work, both as photographers and subjects. For in-
stunce, fricnds like o joke about being the “gon-
norhea girl,” not just as a joke, but as a way of
expressing pride in their participation and drawing
attenteon 1o the book.

In summary, my socially-motivated photog-
raphy emerges from a socially-commutted, feminisg
outlook on life. It affects everything | do—as a par-
ent, fmend. teacher, union member women's studies
activist, and so on. Now [ am working on a project
about single parenting. using as a starting point im-
agery of my own two children that [ have been mak-
ing since the death of their father Fulure plans in-
cliede a series aboul the volunteer work of those who
rganize the Women's Swdies program where |
wiork and another about single women over 40, Boh
use photographs | kave been making for vears.

—

Cerving Bkl is Juse the Beginnimg Women
Speak Abour Mothering
by Judith Crawley is available from:
520, LS.
Inland Book Company
P.0), Box 261
254 Bradley Street
East Haven, CT (6512
{ 203 ) A6E-0589) (R0 2430138
Bookpeople
29240 Sih Street
Berkeley, CA 94710
(4153 549-30307 (BO0) 2XT7-1516
%25, Cdn.:
Artexie
3575 St-Laurent, Suite 303,
Montréal, Québec HXX 2T7
(514) 845-2759
Montreal Health Publicatnions are available
Troamn:
Muontreal Health Press, Inc.
P.0), Box 1000
atatien Place du Parc
Maontréal, Québee H2W 2M |
(514) 272-5441
Single copies are 34 bulk order prices are
available on regues,




Photographing AIDS

Diane Neumaiar

A principle underlying cur-

reml govemment policy is that one of the best ways of
exerting social control is through sexual control. One
way that sexual repression is effected is by withhold-
ing the medical care pecessary 1o healthy sexuality

In our socicty today. the withholding of healthcare on
two critical fronts—AIDS and reproductive rghts—
reveals a policy of sexual repression that must be
understood in the larger context of political repres-
sion. These legal, economic, and social healtheare
policies specifically wage an attack on socially and
economically marginalized groups: gays and leshi-
ans, women, people of color, and poor people,

During the lust fiew years, there has been an
encrgelic response by amisis (o the social crisis
brought on by the AIDS cpidemic. Throughout the
country. there have been many exhibitions and mher
cultural events promoting an enlightened discussion
of AIDS.' These activities seek to interrupt com-
monly existing (misjrepresentations of AIDS in the
meedia that isolate and socially victimize people with
AIDS, people who are often marginalized already for
other reasons,

Consequently there has been a concerted
political effort on the pan of AIDS activisis not 1o
equate AIDS with illicit behavior, shame. secrecy,
guily, and panic; that is, 1o resist the hysteria 1o which
the public has been subjected. The intention is (o
empower people, to leam to live with AIDS, 1o facili-
tate prevention, and 1o insist upon seeking and find-
ing 4 cure. This is a liberation movement that wlti-
mately promaotes safe, healihy sex, The AIDS resis-
tance movement has engaged with unrelenting vig-
ilance in its public struggle against unreasonable
AIDS policies, while at the same time providing

suppon for people living with AIDS. It has created a
community that has suffered and grieved 1ogether;
that has formed deep bonds and brought about pro-
found personal changes under the most brutal condi-
s,

Within the AIDS activist culture there has
been a wide variety of photographic production. The
strengths and problems of this work reflect the
strengths and problems of all contemporary photo-
graphic practices, Although [ will avoid a discussion
of the politics of representation, 1 am making the
assumption that the critical debate surrounding the
issue of represemation is carefully considered by
active photographers. Representations. including ar-
works., must be understood as social interactions
rather than as isolated objects: all images—as well as
the artworld itself—are pant of a larger socio-politi-
cal discourse,

In order 1o produce effective work, photog-
raphers must conscientiously devise sirategies, The
audience must be ddentified; that is, anists must de-
termine whether a practice will operate within the
artworld or in a larger or differemt specific arena.
Methods of distribution must be developed. Antists
may choose 1o collaborate with otser antisis, activ-
ists, intellectuals, or political groups. Activist pho-
tographers must make formal choices regarding how
their photographs will function—as illusiration, as
information, as research, as argument, as metaphaor,
as evidence, as bait, and so on. Ultimately, these
strategic concerns are all embedded in the ideologi-
cal struggle 1o make meaning that is at the hear of all
conemporary an making.

Working in association with Mew York
ACT UP(AIDS Coalition 1o Unleash Power) is Gran
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Fury, a collective of artists producing posters, bill-
boards, stickers, T-shirts, installations, and perform-
ances that forcefully present a social analysis of
AlDS. Using a vanety of dvnamic graphic ap-
prosches, their public interventions cite statistics and
facts, target particular sources of repressive AIDS
policy sometimes make fun and always call for di-
rect action.

Employing more personal and experimental
art strategics are the works of many ant photogra-
phers including Doug Ischar and Joe Ziolkowski.
Zinlkowski's Bevond Boundaries, a photograph thai
shows two naked men embracing, their penises
touching, was the center of censorship controversy
last year in Chicago. Ziolkowski's clever resolution
of the problem was 1o display the work provocatively
covered with o wrapper under which the viewer
could choose o look,

Anather way of using photography 1o ad-
dress the AIDS crisis is the joumnalistic or documen-
tary approach of Jane Rosett and others. Rosett has
covered many movement rallies, demonsirations,
civil disobediences, and other events, Her recornds
protect actions from being forgotten and are useful
for movement promotion and for catalyzing new
energy  Portraits of people living with AIDS have
also been an imponant part of the communal resis-
tnce 1o the AIDS epidemic. Ann Meredith has made
an extensive investigation of women with AIDS that
has helped recognize a problem not ordinarily ac-
knowledged, These portraits and many others, in-
cluding those made by Tom McGovern amd Meal
Ranipul, have helped disarm sensationalist media
stereotypes that have wnrelentingly plagued us.
These ponraits have also been important within the
community in the mourming process,

In order to encourage the production of ef-
fective. empowering imagery and 10 avoid the para-
lyzing pitfalls of “victim photography.” it is impor-
tant 1 analyze some moubling photographic work
that has received numerous accolades in the art mar-
ketplace. Nicholas Nizon's celebrated work-in-
progress Peaple With AIDS is not only voveuristic at
the expense of his subjects, but it actually constructs
the image of AIDS victimhood for the viewer—a
hormific freak-show that equates AIDS with morbid-
ity and death.’ The squalor of these pictures margi-

nalizes those PWAs put on display as well as the
historical AIDS crsis iself. Mcanwhile, Nixon is
seen i0 take a personal risk in his willingness 1o
expose himself 10 PWAs when just the opposite is
true. I is the outsiders who put people wath impaired
immune systems at risk. Like most media representa-
tions of AIDS, these photographs are more invested
in fear than in aclion or resistance.

Nixon's AIDS portraits are consistent with
the rest of his personal fine an practice, a pre-requi-
site to artworld success. By photographing the visible
surface of the flesh, his necemt work consistently
features the decay of the body Nizon iz well known
for his fascination with the aging of the Mesh of his
wifie and her three sisters, the newness of the flesh of
his own children, the degeneration of the flesh of
very old people in nursing homes who are identified
only by their initials, and the wear upon the flesh of
unnamed minority and poor people in vanous scat-
tered cities, Nixon identifies categories of people but
never addresses the social conditions that make the
categores significant. He is the ideal Museum of
Maodemn Ar formalist; the arist is the subgect. those
he photographs are objects. Ultimately, Nixon's
“viston™ is a celebration of impotence and powerless-
ness.

In developing an alternative strategy 1o such
dominant photographic practices for AIDS, activist
photographers must consider some limitations inher-
ent in the medium. Many find a need for a verbal ext
to channel intended meanings. A further extension of
the solution that language offers is proposed by video
which operates in a narrative form and with an audio
component. In fact, perhaps for these as well as other
reasons, there 1s much more political culiural activity
in video than there is in s1ll photography  One of my
fuvorite examples is John Greyson's The ADS Epi-
demic (Acqguived Dread of Sex). Instead of construct-
ing victimization, Greyson's entertaining and sexy
videotape constructs erotic pleasure, convincingly
arguing for safeir) sex by advocating the use of con-
chiwms,

Perhaps the lesson 1o be learmed is that in-
sicad of an alemative photographic practice, we
need an aliemative fo photographic practice. After
all, in"s been |50 years!



Endnotes

& few of the oy include: Ren L Drover and Lymeise
Wiolnar, eds., AIDE. The Arists” Bespease, exh, ¢t

{ Columbus: the Chio Sate Uiy ersity, 1UNYE Suml Cupes amd
Tessa BofTin, Ecaranc Amsibaxdire: Renaring phe AIDS
Mwrialogy | Londos: Rivers Oram Press, 19600; Douglas
Crimg, od., ANIS Cpliurgd Ancnlvon Cedtuns! Activoe, &
swpecial pssme of Doroder 43 (Winler 1987 repringed;
Cambandge: The MIT Press, 1URE) and, koam Abeles and
Rumsgel] Mo, eds. Livrme wiiy ANDS

Refleevion, All off the anisgs discussed s this snicle ase

N o P adiv

reproseried 1 thosg pablsialxomns

2 Peser Calassi, edl., Vichoias Navoa ! Fictured of Propie | s
YWork: Musciam of Modemn Art, |98R). MNiwon s work was
wmilormiy well received an e popalar press Four examsple, wee
Ay Grundberg, “MNichols Nivon Secks & Fath o the Hear,
New Ford Times, September 11, 1958, p. 3T For critical
assgsaments of Miyon's work, see Jas Sila Lirover, “Essay
review, expasure 2604 { 198%), pp. 35-3% and Anne
VicCauley, "The Body Phiographac: MNicholas MNowon s
Portures of Prople,” Views, The Jourmal of Phadrgraphy in

Mot Eaplamd 100 SemmmerPall 1959, pp. Bd=1, rif.

STREET GRAPHIC INTERVENTIONS documents an informational poster campaign, anomymoushy and
clandestinely posted throughout the Mew York subway sysiem by the Metropolitan Health Association.
This underground campalgn prolested discriminatery policy and misinformation on AIDS by hanging
posters informing subway riders of concrete ways of preventing the further spread of AIDS. These “how-
o pasbers, which were quickly removed by transit authorities, instruct New Yorkers on how lo praperly
clean drugworks and how to properly use condoms—Ior each campaign there wene Spanish and English
verglons. Along the same lines there were anonymous campaigns of rubber stamp and bumper sticker
types of messages posied on subway adverlisements. My photographs document the shor lives of these
graphic displays. By capluring the clever juxtapositions that the activisis establish, | ullimately seek to
expand the audience of these willy subway inlersentions.

< DON'TY
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[uane Meumassr Siredl Graphic infasantons, 1988-19859
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After the FACT ... Some Women

Connie Hatch

Connle Hasch, nstallation view from Afer ike Eact

shadows and lagends.

Some Women. Positive ransparanceas, with

fter the FACT Some
Wonten is an installation that pursues ideas initiated
in iy carlier projects, Serving rhee Srarns-Chue (1984
and Forced fo Disappear: A Display of Viswal Ineg-
uiry (19%7-89). Using published and personal docu-
mentary, | seek comparisons between the famous and
the anonymous. Central 1o this imvestigation is the
historical sesthetic of “woman™ as consirucied ohpect
of desire, while suspect and subject of contempt. Ex
amining photographic postrail conventions, ["ve se-
bected individual women whao are either immediarely
idemtifiable or altogether unfumiliar Each woman's
prorimut 15 printed as a fine-grmin transpanency and
maunted at an angle from the wall. Carefully illumi-

nated, each transparency cosis a distorted shpdow
When the light is imerrupted by the viewer's move-
mient, the shadow momentanly guivers, shifis, and
“disappears.” Integral o the insallation is the em-
phatic use of the viewer's body at self-conscious
play

There are several metaphors s work here.
One is our collusion with the preferential editing of
tracitional history  Another is our complicity with
something called “common knowledge.” which cen
sors by omission unpleasurable or less sensational
facts. Crocial for me in this 1 50th anniversary vear of
photography is the continuing debate between pho-
iography as a ool of historical venty and a faniastic



NAME OF SUBJECT: BESSIE SMITH
18987-1937

NATIONALITY: United States Citizen.

SOURCE OF PHOTOGRAPH: The Bessie Smith Story-Vol. 1, Columbia

Records #CL 855 LP, liner notes by George
Avakian 1951.

ORIGINAL PHOTOGRAPHER: Carl Van Vechien, 1936,

SUBJECT LAST SEEN: September 26, 1937
On a highway south of the Tennessee state line

on the main road to Memphis.
CIRCUMSTANCES OF DISAPPEARANCE:

Bessie Smith was bomn in Chattanooga Tennessee, overcoming dire poverty to become the "Empress
of the Blues.” $he left behind over 160 vocal recordings (every one of them, incidentally, the propenty
of Columbia Records). A mistress of vocal inflection and an anist of impeccable taste, Bessie was
also blessed with a huge, sweeping voice. Combining strength and even harshness withan imesistible
natural beauty, every note she sang had in its interpretation the history and henitage of her people.
In short, she combined a prodigious technique with the finest elements of folk art. At her best, she
was the highest-paid black entenainer in the country, and her records were 1o outsell those of any
other Columbia artist before her time. She died in circumstances so bitter that they became a symbol
of the ragedy of her race. On Sepiember 26, 1937, Bessie Smith was in an automobile crash just
below Clarksdale. Her right arm was nearly severed in the collision. Denied admission to one hospital
because of her color, she died on the way to another.

Connie Hatch, Briatng Legend #3.
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MAME OF SUBJECT:

MATIONALITY:

SOURCE OF PHOTOGRAPH:

ORIGINAL PHOTOGRAPHER:

SUBJECT LAST SEEN:

CIRCUMSTANCES OF DISAPPEARANCE:

Or Crew

Amelia Earhart was the first women 1o make a solo flight over the Atlantic Ocean. Among her other
achievements was a solo flight from Hawaii to California. During an attempt in 1937 to fly round the
world, Earhart and her navigator disappeared mysteriously in mid-Pacific. A massive naval search
involving government, commercial, and private vessels, failed to find any race of either the plane

AMELIA EARHART
1898-7

United States Citizen.

Atlantic Wings by Kenneth McDonough,
Model Aeronautical Press, Lud. 1966,

Unknown, perhaps publicity portrait,

July 1937

Mew Guinea.

Cornie Halch, BaslingLiagend #4

device b conjure the visceral. | present boabia photo-
graphee transparency fasthiul o o past weality, the
“face value™ of objectivity, and its distoned shadow,
an exaggeration of the connodative aspect inherent in
cven the “siraightest” photograph. In explonng this
paradox, | wish o eluculate a mnge of veximg contra-
dictions, juxiaposing the tnivial with the profound,
and the famous with the forgotien.

Across from each transparency is a legend
sheet and photograph in the stvile of a police report.

These “briefings” disclose pertinemt information
about each of the images: name of subpect, birth and
nationality, source and original photographer, when
and where the subject was last seen. and the story of
the circumstances of disappearance. By “disappear” |
by nidt meam o refer only to those who have vanished
withowl a trace. Imponant are the women “nod al
lowed o appear” in the major activities of their
lives—ihose who were exiled, banished, imprizoned,
or silenced by violence, fear, or coercion.



Connie Hadch
Afgr the Fact
legends

1RGP 1837 189515377 Instalabion view Inom
Some Women. Trantkte on acrylic panels with

My versions of the circumstances of disap-
pearance attempl 10 reproduce as closely as possible
the wnitcn sivle and emotional 1one of the media
source, This vanes widely from the chaity gossip of
Feople magazine to the somber repons of Amnesiy
International. The physical distance between these
documents and the life-size porml ransparencics
agamn “plays” with the viewer's knowledge and rec-
ollection of women seen only in the print medium.
{Viewers must walk to the opposite wall 1o see the
briefing documenis, either substantating their first
IMPresspons or comeciing them.

Memory, mistaken wentity, and the subjec-

b construction of what constitutes legitimate his-
tory, work with and against this display of the illu
sionistic quality of photography  Common  knowl
cdge and public information are cultural blind spots:
Tull disclosure 15 limited by the information inegqu
ties displayed through the mredia and consumed by
our collective memory  After the FACT Soame
Women proposes a visual diabectic that interrogates
that ghost of historical oversight—aour own uncon-

scionis prejudice

EIE Corerde Marck



Notes on “Activist Photography”

Steve Cagan

N:H a0 long ago, a dean at my

school looked at my resume and professional sctivi-
tees, sniffed, and said, “This looks more like labor
cducation than art.”

This official was telling me clearly, if
obliquely that he doesn’t intend 1o let me get tenure
at the school. This is obviously an important personal
concern for me. But his remark indicates a broader,
meore significant problem as well—the enforced dis-
tinction between photography as an and photography
as social communication. This is a distinction which
all of us who are working for a socially significant
photography run into. A given set of images, if
shown in a gallery or published in the “commect”
places, are seen as “socially engaged™ “political” art,
but if the same images are used for their communica-
ve vilue in publications or other venues which ane
overly political, then these images lose their value:
they are seen as bess significan.

This distinction, deeply rooted in the domi-
nant understanding of “an™ (an understanding pro-
moted not only by the an establishment but also by
some on the Left who disdainfully dismiss what they
call “instrumental™ activities). raises for me a crucial
question: Are those of us who are interested in hay-
ing a political impact through our work really served
by photography’s acceptance as an?

To pun this another way what | wanted 1o
sy In response to the dean’s comment was “Thank
you." The problem is that such a response would
have hurt my chances 1o stay in my job; | also fear
that it would lunt my standing among Left critics,

Another story' Like many Left photogra-
phers, the development of my theoretical position
wiis sirongly influenced by amicles and statements by

people like Martha Rosler and Allan Sekula. | par-
ticularly remember an interview between Martha and
a Mexican journalist during a 1981 colloguium in
Mexwo City on Latin American photography  The
writer asked her how political photography is re-
pressed in the United States—a serious question,
considering the physical repression experienced by
progressive photographers in some countries in Latin
America. (One Gumemalan woman scheduled 1o
participate in the colloguium was “disappeared”
shonly before the event.) Rosler’s answer was, “In
the United States, it"s repressed by being hung in
galleries and museums.” It iook 3 moment for me to
realize what a good answer that was.

In those days, | didn’t have many problems
with the distortion of political photography in the
gallery since | wasn't being shown in any galleries.
Eecently ['ve begun to exhibit in an spaces, and o
I"ve started to think about the 15sue again., ['ve begun
o ask miyself: Given the problems inherent in exhib-
iting political photography in galleries. why not go
with my original impulsc and recognize that my work
i= most effective owside the an world? Given the
problems of the gallery, why do we keep showing
there?

Cne more story: Al a recenl natonal SPE
conference, | presented my own political practice by
giving a slide-talk about the situation of Salvadoran
refugecs in a camp in Colomoncagua, Honduras, A
friend and collecague congraulated me in very com-
plimentary terms on the talk, and her enthusiasm
made me uncomfortable. I wook me a while 1o under-
stand why Finally, 1 realized that my friend was
treating my presentation as something unusual and
new witlia art, for me, active in political organizing,



such talks are standard, nommal activities.

These three stores illustrnte the dilemmas |
encounter when | consider what my work is really
about, My first and fundamental goal is o contribute
o political movements for social change, The gues-
tign for me s nol whether pholography s “pood™
enough 1o be considered an, but whether the received
notion of art is good enough—broad enough, serious
enough—io encompass much of what s valuable,
mmiportant, and worthwhile in socially conscious pho-
tographic practice. I"'m not saving that an theory and
eriticism have nothing 1o offer us—on the contrary, |
think they do, and they have been imponant in the
development of my own practice. Bui an iheory and
critical writing have a way of pushing themselves to
cenler stuge, Kather than engage radical political
photographic practice on the ground and on its own
terms, they draw political or social practices imio a
debate within the terms of the art world, ignoring the
conditions and goals pariicular io the production and
distribution of political work, Unfortunately. this re-
writing of political practice is done nod only by main-
line critics, but also by those who are on the same
sube of the metaphoncal barmcades as political pho-
tographers.

Mow, | am net saving that political photog-
raphers should never see themselves as amisis or
engage in art-world sctivities and struggles. On the
contrary. | think that such work i= a real and serious
pan of the specirum of political photographic proc-
tices, But | do want to insist on two things.

First, that arists and an cntics take an -
quately modest stance with respect (o the importance
of their work, Exhibits and publicanions that decon-
struct the function of photography, or that crincize
and undermine dominant art-world ideas and values,
are cerainly contribations o the siruggle w change
our sockely, bul they are not particelarly cenral to
that struggle. Certainly they are nol so imponant that
they shoubd be allowed o wally displace content-
oricnted activist practices addressed 1o a wider audi-
ence, Mot all politcal photography can be, should be,
needs 10 be, or wanis 1o be judged by an criteria,
Thus, for example. the criticism that my own images
are nod viable because they recall Lewis Hine
{whether or not this 15 e 1= another question) is
based on the totally Talse assumption thal most, or

even a substantial part of my audience knows who
Hine was, thinks about the way Hine (s it the
history of socially-conscious photography. or cares
absout these isswes.

Secondly, we should recognize that any at-
tempt to prescribe which activities are real or serious
or acceplable or (God save us!) “commect”™ s probably
a hig mistake. Consequemly I'm not calling on any-
one 0 abandon the art world or the gallery scene.
Rather, I'm asking that we recognize that we can deal
with the problems an presents to politics simply by
working in other arcas. IT we encourage such think-
ing, | believe that the category of photography will
end up broader, more interesting and more useful
than the category of art. Such thinking will also in the
end lead ws to a discussion of audience—who we ane
addressing, what we are irying to say to them, and
what we want the consequences of our Communica-
ton 1 be. Rodical criticism, to be more broadly
useful, might consider the meanings and approaches
of political work produced for audiences beyvond the
art waorkd.

I like to think of my own work as “activisi
photography ™ 1 came 1o this activily nol as an arist
concened with social issues, but as a social activist
who decided o work with photography  For more
than fifteen years, most of my photography has been
done within the framework of political campaigns
and activities, While | don’t have ihe space below io
provide a detailed sutoblography. | would like 1o
outline the major arcas in which | have worked, For a
long time, my work had essentially two outlels—it
appeared in vanous publications of ithe political
moverments | related 1o, and it was exhibited in street
fuirs and peace fairs in my own community  The
political goals of my actuvity were preny clear
somewhat unexamined. | wanted o provide visual
material for the periodicals, leaflets, and posters of
the movemenis in which | was working. The in-
tended audiences included both the constituencies of
those movements and people to whom we werne
trying to reach out. [ also wanted 10 help develop a
culiural current within these political movemenis. |
still believe very strongly in this kind of scuvity—
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again, an activity which has not recerved much atten-
tow frowm thie ar workd.

My carliesi political photography was done
lor the movement agansl thie war i Indocthon, a
mevement in which | was aciive for many years. In
the late 1970: my attention shifted w olber areas,
Although | remained interested in forcign policy
questions, and did produce a shde shiva for the Coali-
tien for a Democratic Foreign Policy | spent nearly a
decade focusing more closely on 1ssues in Ohio, the
state in which 1 live. | began to examine the conse-
quences of factory closings, working with a mapor
CoMmmunily organization on this issue. Al the same
tmer, | began o do freclance work lor progressive
publications and for unions and other organizations.
Chut off this work coame an exhibat on plant closings, a
photo-and-text display on laminated pancls, which |
hawe shown both i the art workd and inomoee activist
G FOMITICTIS,

In the late 1970s | was also part of a group
of “culwre workers” in Cleveland. Our work in-
cluded the productron of a multi-image =hde show on

the Hosenberg cose, some posters, and a senes ol
concerts and culteral activities in the anca. This group
failed to attract more than a handbul of membsers, and
we eventually drifted apan. One activity which |
dnified inbo was the production of an ouireach maga-
zine called The Cleveland Beacor, Alhough this was
a very inferesting project. i, (oo, ultmately fmled
aller a lew yiars, due 1o lack of l||.|'||,!||'|;.

The declime of these projects. and the -
creasing prominence of Ceniral America afier the
Sandinista victory i 197, along with the profound
effect of a personal visit to Havana that same year,
helped tum my attendion o the Central Amenca soli-
darity movement, | have been active there, both as an
organizer and as a photographer, for about a decade.

The solidarity movement has had great ef-
fect on the conditions under which my images have
been produced, and on the wavs i wihoch my images
have heen disseminated. In the first place, projpecis
are laken up el 1,1n|_1_.' because | am interested 1o them,
but someciimes because they it the needs of the

movement. My work on the project “Let Nicaragua
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Live™ {which involved photographing in Nicaragua
in an effort w raise money for local development
programs) and for the Salvadoran project PRO-
CARES (which runs social services and training pro
grams for refugees) was in response (o the needs and
requests of the specific organiaations involved. Some
of this work fit closely into what | was personally
interested in. some less so. A vear ago, | photo
graphed the first Mew Song Festival i El Salvador
because it was needed and useful for the movement;
unlike my students, I'm not especially interested in
concen phidography  That's not to say that it wasn'y
a wonderful experience for me: it’s just that it wasn't
parteculary important o me a5 @ phorographer
However, it was imponant 1o me as an aclivisl

Une of the very positive consequences of
this approach w my work is that when | am in “the
field.” my relationship to the people 1 am photo
graphing is that of an activist, rather than that of a
sympathetic arist. Questions sbout my right 1o pho-

tograph, and my relationship with my “subjects,” are
cast i oa very special light, 1 am less of an omsider,
my participant status
often means that 1 must devote time © other activi-

This is a double-edged sword

ties, such as iranslating. I'm ambivalent about this
because | wani to “be a photographer,” bul even mione
I wanit 1o be an aerivisyphotographer.

My images have been used in pumeroes
publications of the movement, both in this country
and abroad. Such use implics an acceprance on the
part of the audicnce, the users (sometimes that means
meh, and the photographer (which always means
me}, that despite the insights of critical theory, pho-
ography continues (o assert itsell as a Fairly transpar-
ent and direct representation of a world which really
exists. Such use also demonstrates linle concern with
the image as an “autonomous” work of art. Decisions
aboul the use of my images are made Trequently in
collaboration with editors, writers, and others. some-
i without any serious inpul from me as phologra-
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In other words, in the distrnibution or display
of my waork, exphonly political cnter play an im-
portant robe in determining bodh what 1 owill do and
b 1 will dov it. This does mot mean, however. that |
always work according 10 a group decision-making
process, There are some [orms of presentation over
which 1 have more control. | give many slide talks in

schools, churches, and other places, I've already re-
ferred b0 a recent talk | have been giving about the
refuges camp al Colomoncagua. This work closely
iniggraies the phoiographic and organizing impailses
which motivate me. The slide talk 15 the only form of
practice that competes with my publicanion work,
and i fact it has probably ovenaken my publica-
tioas. | have not thus far creansd aodio pes 1o ac-




The Plam Dealer Magazme

- S AN et

ALl

i

e —

Steve Cagan, Cleveland Plain Dealer Magazine, 1984,

company =hdes, becase | like o go myself into
VITIOLS CTVV ITONINents, representing and speaking for

differem organizations. (For example. in the case of

Colomoncagua, | work with a group called “Voices
an the Border.”) This allows me to shape my presen-
tation aceording o the occasion and audience. Sull, |
am interested i the possibilities of producing and
distributing slidefiape programs, and may soon cre-
ate one about Colomoncaga.

Another form of altermate display for me
has been the prodection of posters and postcards,

34

The first et of posicards | did was for the tourism
office in the Nicaraguan town of Esieli. There exist
very few posicards in that country, but they are a
us¢ful thing for Micaraguans to have, both o give
away and to sell, and postcards are especially appre-
culed by people who visit out of modives of solidar-
iy | was also asked by the Micaraguan Minisiry of
Culiure in the northemn Atlantic coast area 1o produce
a sel of cands for that region, My postcards have been
distrnibuied by other Micaraguan agencies, and sold in
the United-Siates as well 1o raise money for solidarty
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organizations. Mast recently, | have been involved in
the production of postcards for the campaign in sup-
port of the Salvadoran refugees,

| have also produced a display of phiato-
graphs and text about the situation of Salvadoran
refugees in the camp st Mesa Grande, Honduras.
This display, called “How Sad My People Scem,”
wirs created for an intemational CATPIIEN I Suppor
the refugess’ desire not to be relocated from the
border zone into the interior of Honduras. The dis-
play is traditional in many respects. It was erected at
A spring streel fair in Cleveland, where it was used i
encourage people to join in a postcard.w riting cam
pargn. When a slightly more developed version of
this same display was shown ina palitical art show m
the ant gallery of SUNY-Binghamton. the posicards
n support of the refugees were also put out for the
gallery audience to sign.

Recently, I have had two articles printed in
the Sunday magazine section of the Cleveland Plain
Dealer This work lies close 1o what js traditionally
thought of as ournalism. 1 wani 1o emphasize that

here again | do not seriously challenge the notion that
photography is a transparent, accurale medium for
representing the world, [ think the benefits of pails-
lishing articles that report positively on some of the
developmenis of the Sandinista revolution and nega-
tvely about the crimes of the comrg, and publishing
these anticles in a form which reaches hall’ a million
people, are so great that it is bener for me to be direct
and trusting ahout my words and FTRAEE S, 0% A% 0L 10
make flent the issue,

Finally 1 want to describe briefly a way of
distiibuting images in which | recently (and uninten-
nonally) engaged. and which remains unigque in My
personal experience. | have mentioned phatograph-
ing a recent music festival in El Salvador It owk
place in three major cities, all of which were under
government control. Afterwards, it was important 1o
these revolutionary artists and culture workers to be
able to share their experiences with people in pones
under the control of the FMLN, 1 found ol several
months later that the set of black-and-white COnLact
sheets | had provided 1o the organizers had been

g |




circulating in these zones. Later, when | visited, |
discovered people who had seen them and described
them (and through them, the events) with greal en-
thusiasm. It was a great moment for me,

Serious political activity always involves a
sel of goals and criteria for success. These Wary
widely Consequently, as ['ve already indicated, |
think that there is not a single correct line or a single
comect activity that Lefi or radical photography must
take. How are we ever going to move serious num-
bers of people in this country, or support a spontane-
ous movement, il we restrict ourselves 1o a struggle
against hegemonic ideas within the tiny, class-based
world of ari?

But even with a broader concept of practice.
we still must contend with the problem of establish-
ing reasonable goals and criteria for political work,
Intentions alone are not sufficient, nor is clearly iden-
tifiable political content enough. We need 1o know
whit happens 1o content, what purpose it serves, and
whether our intentions can be realized by the forms,
methods, and arenas we choose for our work.

If we do work which is intended primarily
for an an world audience, work which will be dis-

played in art galleries or published in an journals,
and if we ignore issues of concern to that an world
audience. then we are being imesponsible. On the
other hand, if we are concemned most of all about
having a political effect in the world, about building
and supporting a popular movement, we may ask
ourselves about the political efficacy of doing this
work in galleries. And if, in our concern that the an
world is 100 small or oo restrictive, we tum our
attention to a wider audience, but address that audi-
ence with only our ant world concerns, we may only
create further barriers 10 communication, It is a prin-
ciple of radical educational theory as well as radical
organizing theory that you have 1o address people
about issues which are of interest to them, in terms
which they can understand. This principle might also
be applicd 1o radical art and cultural work.

We must develop a deeper understanding of
cur political imtentions, We must understand our own
soctal positions, and the social positions taken by our
work, Work within and for the ant world will invoke a
certain s¢1 of goals and criteria. Work within an
aclivist movement will invoke a different ser. We
should 1ry to understand, control, and expand the
limitations and possibilities in whatever context we
choose 1o work.
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Public Art at Work: Democracy Untested

is Democracy Denied

Deborah Small, Elizabeth Sisco, Louis Hock, and David Avalos

l hrough our collaborative

work as public artists, we have engaged the narmative
of power which governs San Dicgo. We not only
seck o make visible the network that creates this
narrative of power, but also 1o make clear how civil
rights in our city are subverted by corporate agendas
and the tourist industry We wish to participate in the
definition of our city. and 0 encourage the presence
of other voices and perspectives. Inthe pursuit of this
aim, while working 1o create a genuine public space
for our work, we have revealed the city's practice of
limiting constitutional liberties, especially freedom
of expression,

All of our projects rise guestions relevant
to the current debate surrounding public an, de facnoe
racism., and censorship, Our work lays hare sensitive
areas that the local interlocking power structure of
govemnment, indusiry, and press would prefer 1o ig-
nore, This power structure attempts to delegitimate
us a5 political sctors. and therefore we musl create
new ways o control the meaning of our work and its
presentation. The press frequently attempts 1o shift
the focus of our work from politics 1o personality
From societal racism to what some commentators see
as our hypocnisy as middle-class critics of the power
structure. To defy these attempts 1o irivialize our
work, and to increase the public that our anwork
serves, we have found it necessary 1o improvise con-
stantly

Our first public project was the bus poster,
Welcome to America’s Finest Tourist Plantation
(1988}, which addressed the role of undocumented
workers in S5an Dicgo’s tourist-based economy We
then created Welcome fo America’s Finest a) Ciry

fr Teonerise Plasitation or ¢ Convention Centerl | 9849,
a billboard which addressed the city s relationship 1o
the Bev Dr Martin Luther King, Jr Our most recent
project was the media campaign and streer
performance Welcone Back Emmra (1989, an his-
torical recnsctment of the LW W s (Indusirial
Workers of the World) struggle against racism. and
the fight for free speech in San Diego in 1912,

In Seplember 1989, several San Diego an-
isls organized a large group exhibition, No Sromach,
1o address the then-pending Helms amendment. We
created the following essay for the show 10 articulate
our opposition (o censorship in the ans, including the
censorship of the gallery which sponsored our bill-
board project.

Censorship and the San Diego
Connection

| Every tima | haar the wond culture | reach for
iy pistol
—aitribuled o Hermann Goering

Jesse Helms and Company have their six-
guns loaded, pointed, and ready o fire, and their
bullets aren’t Manks. Congressional recommenda-
tions 10 punish organizations that have funded and
exhibited artwork by Andres Serrano and Robert
Mapplethorpe are extraordinary acts of ex post facro
censorship, but no more dramatic than what is hap-
pening in San Diego. The abuse of power by polin-

ar




cians who restrict and control art that s confrover-
sial, provocative, and critical is already the status guo
locally

In San Diego, polincians have what Helms
can only dream of—Ifinal approval on funding o
artists and an organizations, San Diego doesn't need
six-guns, not with Mayor O'Connor and her eight
City Council cohorts who approve or reject funding
o protect the cily’s corporate agenda amnd tourist
industry Im May, the San Diego Council’s Public
Service and Safety Commiitee {PS5C) “just said no™
o a recommendation by the city's own Commission
for Ans and Culiure to fund San Dicgo’s Insiallation
Gallery  The PSSC withdrew 332000 in funding
intended for Installation, hoging o punish the gallery
for sponsoning a controversial work of public . our
billboard addressing San Diego’s relationship to the
Rev Dr Martin Luther King, Jr. Later. when the full
council narrowly overiumed the PSSC's decision
and restored 537,500 to Installation, the Council sull
restricted the use of those funds, thereby retaining
control over the arts,

Il Politically, the crusade against the NEA
[National Endowment for the Arts] displaces
scandal and charges of dishonesiy from the
aftackers fo those atfacked.

—Carche 5. Vance, “The War on Cullure,”
Art in America (Sept. 1983)

The Helms Amendment is not about censor-
ship ws. freedom of speech. It is aboul sdding 1o the
level of censorship that now exisis, Congressional
altempts o limit artistic freedom of expression con-
sifict pamicipation in already narmowed dehates.
{Witness, for example. the absence of social cnitic
Moam Chomsky from the editorial pages of major
American newspapers, or the continued banishment
of novelist Gore Yidal from network 1elevision
tweniy years after his on-the-air skimmish with Wil-
liam F. Buckley, Jr.) Our sccess o information will
be cven more limited in ihe near future. According o
miedia analyst Ben Bagdikian, five to len corpora-
tions will control production of most of the world's
information. mcluding newspapers. magazines,
books, data bases, hooadcast stations, movies, ne-
cordings, and video cassettes, The people who would

limut artishic freedom ol expression in the name o
decency, morality, and the American way are the
same crew who support the corporate agemnda of
maximized profits, Helms finds “evil™ in government
funding for the arts, but “good™ in govermment subs-
dies for the whacco indusiry  Anyone who suggesis
otherwise—that what's good for corporate Amenca
is nod necessarily good for the community—is auto-
matically labelled disloyal and subversive.

We live in an era when it is far more re-
speciable to restrect comstitubonal mghts than o de-
fend the liberties guaranteed by the Constinaion. But
pointing the finger exclusively sl Helms suppresses
ingpuiry indo the social climate that makes the elimi-
nation of First Amendment nghts possible. 1t ab-
solvies Helms' congressional panners of their com-
plicity in undercutting frecdom of expression, their
responsibality for eroding democratic values, and
their culpahbility for undermining institutions like the
MEA. Freedom of expression is already diminizhed
by 1the censorship implicit in corporate funding for
the ans, Mow the government, in lock-step with cor-
porations, wans o tighten the noose of censorship
by eliminating funding for dissenting voices.

The case with which we focus on the point
man for the conservative agenda can blind us to the
need to ook critically ot the very instilulions we are
supporting  againsl congressional attack, Muscums
and galleries are already in the business of censoring
arl. Demonization of Helms diverts attention from
ihe fact that museums and gallenes are not basthions
of free expression, Museums still promote racial
scparation, social hierarchies, and cultural hegem-
ony The challenge 1o antists is nog merely 1o defeat
the Helms Amendment. but to restructure cultural
gutekeeping institutions so they fully represemt the
diversity of our society

1} | keypt giving them cradit for being our kind of
pecple, bul thay're dictalors! They re people
who wall iry o hold power even if they have
fo poison it lown o oot
—Dr Stockmann in Henrilk lbsen's
An Enarmy of the Paopls

In San Dhego, the narrowing of diversity al
the national level is mirmored in the local trend to-
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Elizabeth Sisco, Louis Hock, David Avalos, Wiskcame fo Amernica’s Finest Tourisr Biantation, 1988

ward homogenization of thought. City prometers aim
o further the eniertainment model of discourse,
viewing all issues through the twin lenses of public
relations and consumenst marketing strategies. City
officials rationalize existing social, economic, and
pirlitical relationships by constanily referring to San
Diego us “Amenica’s Finest City,” a rhetorical man-
tra that sanctifies the sttus guo. Thus an that is
critical of San Diegn, according 1o city officials,
subvents America’s Finest City The city council
wants b promote civic pride and consensus through
fabricated postcard images of San Diego rather than
through extended discussion about pressing local is-
SHEs

As public arists, our work seeks 10 Preserve
ardd expand constitutional liberies in general and
freedom of expression in particular; in addition, we
am through our work © expose the local power
structure that subwverts these rights in favor of corpo-
rations and the tourist industry We insist on panici-
pating in the definition of our city rather than asccept-
ing the fantasy image conjured for marketing. As part
of our commitment to the real issues San Dicgo
confronts, both as a mapor border region and as a
growing metropolis, we have creasted a series of pub-
I artworks. These anworks have had broad reper
cussions, including censorship by the city

|97 was a pivotal year in San Diego. The
city began construction on the West Coast’s largest
convention center I also won the bid 10 host e
fodlowing vear's Superbowl, 1o be held on January
A1, 1985, Om January 4. 1988, our poster with the
greeting “Welcome o America’s Finest Tourist

Plantation” appeared on the back of half the buses
aperiled by San Diego Transit.

This appropriation of the city ‘s self-aggran
dizing slogan was superimposed on a npiych of
photographs, The central image was of a Bosder
Fatrol agent handeuffing iwo Mexican men arresied
on & San Diego Transit bus. To the left and 1o the
right of this image were photographs of the hands of
a dishwasher and a chambermaid, representing the
undocumented and invisible workers of the tourist
infustry

The image was unavoidable. Clearly in-
tended to provoke controversy and media scruting,
the poster was delivered to people”s homes via lelevi-
sion, and radio, and the duly newspaper San
Diggo's self-promotion apparatus exploded with
criticism and the news media jumped, fucling the
controversy and activating the artwork

The poster served as a catalyst for public
debate, Cuir intention was to focus this debate on the
racism implicit in buillding a towrist economy by
explmning an undocumented labor force. However,
in San Diego, the city hotel-mote] tax is used o fund
works of art; the fact that our work was in pan
sponsored through this tax created the loudest pro-
tests from the warden's of San Diego’s official im-
age. “1 have rouble using taxpayers’ dollars o put
down this beautiful city of San Diego.” said Coun-
cilwoman Glorna MeColl.

The city’s repressive apparatus was mobi
lized through a series of behind-the-scenes and pub-
he actions designed 1o censor our examination of the
underpinnings of the local economy
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I} Pressure by the mayor's office on the Metmo-
politan Transit Development Board (MTDR) 1o re-
move the poster

2} Calls from San Diego Channels 8 and 39
bropdeast over each station—demanding thai the
MTDEB remove the poster.

3y Reassurances from the city council that,
through the establishment of a Commission for Arts
and Culture, city money would never again be allo
cated tor such artworks

4 Revision of MTDE policies to allow the re-
Jecton ol any images cnbcal of any law enforcement
agencics,

5) Investigation by the Califormia Legislative
Council, at the request of State Assemblyperson
Larry Stirhing (B-5an Dhegoj, 1o determine whether
public funds could be used w suppor opinions crini
cal of the city  (MNo ilbegality found. )

In April 1989, with a 100 budget from In
stallation Gallery in 5an Dhego and billboard space

donated by Gannett Qutdoor Advertising, we cremed
Welconne to America s Finest a) City b Towrist Plan-
tation o) Convention Center The project addressed
the city s mabiliy o fimd a fittimg inbute for the Rev
Dr Manin Luther King, Ir City officials proposed
that the new comvention center be named afier King,
buit later changed their minds when their Pon Com-
missioners voded agamst it In this efford 0 avosd
controversy, cily officials clearly demonsirated
whose voices matter—oertainly not those of the Afn-
can- American community of those who want the ciny
to acknowledge its diversity

In our effort o contribule o this public
debate, we expenenced yet another attempt by the
city 1o stifle controversy, and we were threatened
with corporate censorship. Declanng that the ball-
board was nol anl, Uannetl tned o get Installaton
Gallery o remove the anwork. Two months later,
city officials voted 1o defund Installaion, When Ciny
Council member Bon Roberis was asked by The San
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Diego Untow if Installation's money was cut because
of budgetary problems or because of his opposition
v the billboard, Roberts replied.”] guess 1 would
have to admit to both, Il ke stupid enough 1o do
that.” In the debate surrounding the denial of funds to
Installation, Roberts stated,” The Amendment
says that there should be free speech...
miean that the City Council has to be payving for that.™

Although part of the funds slated for Inseal-
lation were eventually provided 1o the gallery, the
fallour from this project has blanketed the ant com-
miunity with worry over future funding and self-cen-
sorship, Asked by the Village Vaice if he would work
with us on a billboard progect in the future, Hugh
Dravies, director of the La Jolla Museum of Contem-
porary Art, stated thay if “[they] don't get anyone 1o
ik up ther next billboard, i°1] be because we'ne all
cowed by the prospect of censorship,”™

First

i doesn't

I The lords of the global village have thair cwn
polilical agenda. ANl resist econamie
changes that go not suppar hair own finan-
ol interests. Together they exer & ho-
MOGEFUIING DOWET Over ideas, cullures, and
commerce thal affects populations larger
than any i hishony,

n Bagdikian, “The Lords of the Global
Village,” The Mation [June 12, 1989)

We see ourselves as participants in a de-
not as an awdience in a San Dhepoland
version of our city We feel that a muliplicity of
vimces and perspectives ane basic 1o the health of any
democracy  But instead of a dialogue contributing 1o
the planning of upcoming San Diego events, we hear
the single voice of Mayor Maureen O'Connor In

MOCTACY .,

keeping with the trend ioward cullural engineenng.

&1




Dwborsh Smal. Elizabeth Sisco, Lows Hook, David Avalos, view of Wekome lo Amemca s
Finast a) city b) founst plantalion ¢f Conveniion Canlfer, 1989

the Mayor has taken it upon herself 1o become lord of
the city's cultural village.

For the San Dicgo Arts Festival, local politi-
cians have gone beyond censorship. Censorship re-
stricts the right of expression. In San Diego, the ans
community has not been resincied, but eliminated,
The Mayor, as corporate raider, has appointed herself
the board of directors, the museum administrtor,
and the curatorial staff for the entire upcoming Festi-
val, which will celebrate the “Treasures of the Soviet
Union.” She did not seck approval for the Festival
from the City Commission on Arts and Culture. She
used the machinery of her office to establish a sepa-
rate corporate entity, San Diego Festivals, Inc.. and
convinced the city to give this corporation 53 million
of taxpayer money, and gained a commitment from
the city 1o raise a matching amount from local corpo-
rations. O Connor also appointed all festival exccu-
tives, who report to her, She has extended this bu-
reaucratic purview by incorporating the staffs of all
cultural institutions that will participate in the Festi-
val. And finally, she has assumed dictatorial author-
ity in decisions about which events will or will not be
a part of the Festival, She has formed her own San
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Diego Ministry of Culture to centralize and control
the coment and character of a festival that should
involve full community participation.

W in the year of a Soviel ars feslival, It's par-
ticularfy inanic and depressing that a form of
censorship we associale with tolalanan
regimas should be visifed on a San Diego
institution [instafiabon] that has ponsered
free speach in our communily
—Hugh Davees, “Amanca’s finest cansors
or just plain budget cul? ”

The San Diego Uinion (June 5, 1588)

Some politicians want us 1o believe that
because they are able 10 appropriate funding for the
arts. they should be able to appropriate the rights of
artists. We must resist the sophisticated organiza-
tional tactics of those who would impose a conservi-
tive agenda. In San Diego we must lake concened
actions to eliminue the abuse and censorship that
exists within the local process of public funding for
the ans. The City Council of San Dwego must get out
of the censorship business, and must trust their own



Commission on the Arts and Culture to establish a
fair and equitable process of review which avoids
politicization. The Commission should evaluate the
problems created by Mayor O'Connor’s San Diego
Festivals, Inc., and individual politicians must be
discouraged from forming their own cultural appara-
tuses, Finally, the arts community must define its
rightful place in the creation of San Diego's culiural
identity Democracy untested is democracy denied.

In keeping with our commitment 1o partici-
pate in San Diego’s cultural identity, we applied for
and received a 1989 Inter-Ans NEA grant 1o create o
series of works addressing San Diego’s historic
struggles for freedom of expression. In the first of
these works, the full-page advertisement for a street
performance was censored by San Diego's largest
newspaper. fhe San Diego Union. It subsequently
ran in a local weekly paper, with a new headline
declaring: “THE AD THE SAN IMEGO UNION
DOESN'T WANT YOU TO SEE.™ The performance
wenl on as planned, drawing 200 people out into the

streets of downtown San Dicgo o commemorate the
1912 Free Speech movement. In the fall of 1990, our
group will address the relationship in San Diego
between migrant labor and urban development.

Shonly after the ad was censored, Elizabeth
Sisco. a member of the collaboration, resigned from
an NEA Visual Ans Organizations panel review,
claiming that the peer review process had been sub-
verted by internal censorship of so-called controver-
sial grant applications. In an effort 1o expand com-
munity awareness about current NEA practices and
to foster a climate hospitable to dialogue and debate,
we recently organized a forum in San Diego to dis-
cuss censorship issues. (This forum included Philip
Brookman. curator for the Washington Project for
the Ars, the gallery that sponsored the Robert Map-
plethorpe exhibition after the Corcoran’s cancella-
tigm. )

To continue 1o participate in the
community’s cultural identity, we, like people in all
communities, must develop strategies to address the
censorship of ideas, the stifling of diversity, and en-
demic racism.




Essay-review
by Jan Zita Grover
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Krzyszio! Wodiczho, Projection on the Balboa Park Museum of Man,

San Deego. Cakornia, 19688

The Photography of Invention: American
Pictures of the 1980s

Essay by Joshua P, Smith

inireduciicn by Marry &, Foresla

Cambridge: MIT Pross, 1989

HE, $39.95

ad

adifors arg active shapers of the canan,
whase difering aims and assumphons de-
ferming what will seem central and what
peripharal

Artisis bucking for tenure or dependent on
the marketplace are caught between a rock and a hard
place. Acquiring recognition and making sales olten
depend upon a not-too-close scrutiny of what uses

curators and dealers and critics make of one’s work;



is difficult 1o refuse showing because the curator is
a jerk or the eritic has it all wrong. The end—tenure,
a name, sales, o place in history, whatever—is used
to Justify the means. [1°s a tradeofT for which no artisi
| know, save those with private incomes andfor ten-
ure, has found a satisfactory solution,

I bring this up because | have in front of me
a 2.5 Ib., hardbound, full-color catalogue that pro-
poses itself as “The photography of invention.
American pictures of the 1980s." The catalogee in-
cludes most of the photographs that appeared in the
Nutional Museurn of American Ar/Smithsonian In-
stitution show (28 April-10 September 1989), which
| didn’t see. What we're offered here is one photo-
graph per photographer, title, medium, dimensions,
source of the photograph. photographer’s binhdae,
place, and current residence,

My 20 year-old daughter asked me about
that. “Why do they only give you the birthplace and
residence of all the photographers?™ she asked.

Why indeed? The most obvioas answer is
that this is a catalogue organized around the prin-
ciples of collecting. According to Joshua P Smith,
the collector who wrote the introduction, the criteria
for choosing work wene

*  ‘photographers and other artizts who
use photography extensively”
Tohotographers] who did nol receive
curatonal or criical atfention bafore the
giphlies”

*  Tehotographers] who did their firs! for
very different) noniraditional work in ihe
sighties, -

The criteria for igporing work were

= “mmilar earfer phelography, however
significant™

*  Work by artists for whom phofography
is not a major activity™
‘works thal lievally incorporate other
media: pholographs whose swiaces
are marked with other materials such as
paint gr ink: phatographs combined with
other forms in one piece or as part of an
insfallation; and pholpscwlpiures.

IT this system of inclusions and exclusions
leaves you wondering what clsc (il anything) the
photographs inscribed by these conditions share,
here is Smith’s answer “A useful approach to the
pictures in this exhibition is to see them as made, not
laken.” Gt it?

A more ahistoric basis for selection would
be difficult to imagine. It excludes manipulative
work from the past simply because it was produced
before 1980; earlier work by the same photographers
because they produced it before 1980; other work by
the exhibited photographers if it “incorporate]d]
other media™; work by anyone, including the exhib-
ied photographers, produced before their photogra-
phy became “a major activity * In other words, the
work shown in The Photography of nvention is pre-
sented as swi peneris, as sourceless. This is the sort of
shallow marketplace value—ir's complerely new/—
that moves prints among uninformed people, but it is
nol a connoisseurial value, which savors the lineage
of art. and it is not a curatorial value, which draws
connections between present and past works and
their makers. It is above all not a critical value, which
secks, in the words of Jane Tompkins, “the notion of

teals as doing work, expressing and shaping the
social context that produced them

Tompkins, who was discussing American
literature when she wrote this, went on 1o say that she
“wishled] to substitute™ this idea of texis as doing
work “for the critical perspective that sees them as
atempts W achieve a timeless, universal ideal of
truth and formal coherence,™

Foresta and Smith pump for a formal coher-
ence among these photographs based on the “made™
versus “laken” thesis. They propose these photo-
graphs as a radical departure from photography s
history And because they have radically excised the
photographs from history, they encounter no internal
contradictions to their argument. But in telling us that
the exhibited photographers “often are unaware of or
deny the medium’s own history.” that the “antists
viodated the limitations imposed by critics and histo-
riwns  |who are] invested in categories and a formal
approach 1o the medium,” thst “They make photo-
graphs that are sowtraditional in size, style, appear-
ance, and presentation,” that their artists are “Freed
from traditional constraings,”™ they continually raise

A%




the spectre of history-as-straw-man. Whose history,
if mot collectors |, curators’, historians"? Wik limita-
thons are of can be imposed by these people? In wihar
sense are these photographs nomraditional “in size,
style, appearance, and presentation?” Freed from
wioge “traditional constrainis™?

Mether Foresta nor smith grasps the fact
that simply because they repudiate hisiory or reduce
i1 1 i striw man, i doesn ' oemse o exist or o be less
determining of their own thinking. Each of ihe pho-
tographers in their show has a history and has pro-
duced photographs owside their procrustean curalo-
rial limits. Each of the breaks-with-history that they
celebrate—ignorance of photography’s past, huge
size, fabrication for purposes of being photo-
graphed-—has extensive historic precedent. It is only
by ignoning these, by celebraiing their own ahision-
cism, that Foresta and Smith can begin 1o make their
miflated clams for this work. A dead giveaway to this
kindd oof ungrounded thinking is their wse of that kocu-
tipn, the ageniless process, in which absiractions
rather than people do things: “The mediim”s ability
T prowiice direct images satisfied moderniny’ s desire
o confront the presem.™

So where does this leave the artists in the
show? In very odd company, most of them,
Ereysetof Wodiczko, for example. s chamcterized
a5 an artist using “nontraditional supgorts™—in his
case, “even real environmental displays.” Wodiczko
is nepresented here by a photograph of his projection
on the Museum of Man in Balboa Park (5an Dhego),

In that projection, the demanding, “*feed-me™ gesture
of the white {Euro-Amernican) world contrasts with
the shackled, food-beanng gesture of the colored
(eelonial) world, played oul on e fer Spanish
colonial facade of the muscum. In Hive Fhorograple
of Imvenrion, Wodiczko's work s represented as
being ahont making photographs on “noniraditional
supports.” Al least a dosen other antisiz who have
writien or spoken widely abowi the commitment of
their work 1o a vanely of causes are reduced here o
an exploration of purcly formal issues.

In meturn for an enremarkable—and cer-
tainly reductive—curaionial premise, the arisis in
this exhibit received credit on their cov.. the very
real—and not o be underestimaled—chance to have
a wide audience see their work, and a four-color
illustration in a feve catalogue, What they did o
receive was a senous consideration of their work “as
doing work™ in the world, except insofar as it pro-
vides opportuniies for collectors to carve up their
outpul. A Solomon’s choice, and one that did not
serve these artists well,

Endnotes

1 Jane P Tl'm'illh..'i-mmrﬁuml'ﬂ'ruum e il Work of
Ameriomsn Ficiion, [ 790 0860 (New Yoek: Oxford University
Press, 1985), p. 1K8

2 Op cin., p 200,
3 Emphasis mimse,
4 Emphasis mine.
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by Mary Warner Marien

Mind’s Eve, Mind’s Truth

ESA Photography Reconsidered

Mind's Eye, Mind's Truth: FSA Photography
Reconsidered

by Jamaos Curtis

Philadelphia: Temple University Press, 1989

HB, $29.93

Symbols of Ideal Life: Social Documentary
Photography in America, 1890-1950

by Maren Slange

Haw York: Cambridgs Universily Press, 1989

M, 534,50

A decade ago, Mind s Eve Mind's Truh
could have been an important book. In conjunction
with the theoretical questions posed by writers like
Allan Sekula. John Tagg, Wendy Kosol, Sally Stein,
Andrea Fisher and Maren Stange, James Curtis’s
evidence that the realism portrayed i Famm Secuniy
Administration phodographs “was deliberate, calcu-
laied, and highly siylized” would have been mone
illuminating.

But wday, the documentary premise that
orwce equated seeing and knowing is in taners, More-
over, the propagandistic uses of FSA photographs
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has become a scholarly commonplace. Even the sol-
emn and weighty photography sesquicentennial cata-
logs mentioned it—without so much as an apologetic
hiccup. For the popular press, hke Time, Newsweek,
and £ 5. News & Warld Reporr, the 1506h birthday
of photography was an occasion to unmask the fre-
quent duplicitousness of documentary In the special
issue that chronicled =150 Years of Photojourna-
lism™ {Fall 1989}, Time magarine s writers acknowl-
edged the “autocratic hand of Roy Stryker.” director
of the FSA hisiorical unit. Further, ihe issoe’s cpi-
logue cautioned “it i= possible 10 be entranced by
photography and at the same time disguicted by is
powerful capacity to bypass thought.™

At the outser, then, Curtis’s assernion
there is “academic praise for the FSA collection as a
repository of revealed iruth”, or an unsullied under-
standing of F53A work as objective reporting in the
culiure a1 large, mst be questioned. Just as Marcel
Duchamp drew some facial hair on the Wona Lisa,
critics have put a moustache on the Migraar
Maorker—and a great many of her relatives.

Yt the battle fatigue of Curtis"s thesis s nol
its most fundamental flaw In the books four essays,
on Walker Evans, Dorothea Lange, Anhur Rothsizin,
ard Bussell Lee, and in s imroductory chapter,
Curtis"s commeniary ends io move haphazardly be-
pween the private and the political. Unmoored by a
theory that might relate the two, his observations
Nuciuate unprediciably

For example, in the chapier on Dorothea
Lange, which narrates the production of images bead-
ing up to the Migram Motker, Cunis contends that
“the power of Lange’s work came direcily from her
own personal values and from her heanfell need o
communicate with her contemporanes in terms they
would understand™ (p. 4Tk To his credit, he does
discuss the social iconography of the Migrans
Mother, now familiar from Wendy Kozol®s “Madon-
nas of the Field: Photography, Gender and the 19030k
Farm Relief.”™ But he continually returns o elements
of Lange’s biography to amplily the work, as if the
phiograph wene a more or less simple example of
self-gxpression.

The concluding paragraph. devoted 1o
Florence Thompson, the woman who was the Mi-
grant Medher, typifies the mood swings of the chap-

ter It is guardedly sentimental in the manner of a
PBS documentary In the end. Cunis’s emphasis on
the personal occludes the political aspects of the
piciure,

The chapters on Walker Evans and Arthur
Rothstein, though filled with intriguing anecdaotes,
have been upstaged by a decade of books, aricles,
and doctoral dissentations on the FSA. lronically,
neither they, nor the section on the Migrand Mother
prepare one for the sharp palitical analysis offered in
the concluding chapier on Bussell Lee and his photo-
graphs of Pie Town, Mew Mexico, Here the personal
and the political are interrogated and interrelated,
vielding a powerful scenario,

Curtis wisely does not accept Lee’s recol-
lection that his Pie Town pictures wene the resull of a
chance assignment. Instead, he examines the visual
andd textual evidence 1o prove that this seres “was the
culmination of more than four years of F5A focus on
American community ife™ (p. 94,

In Pie Town, both Koy Stryker and Russell
Lee believed that they had located an environment
thit combined rugged individualism and community
cooperation—ihe symbolic wonic needed during the
Cireal Depression. After the limited secoess of (he
Hightstown, Mew Jersey cooperalive community and
the Gireenbelt new towns, both New Deal propects.
Stryvker needed an emblem of communalism so wun-
quesiionably American that it was beyond red-hait-
ing. Pie Town fit the bill,

Further, small-town life worked s an imtel-
lectual counterweight, o nigging exceplion, o socio-
logical critiques like that presented in Robert and
Helen Lynd’s influential study, Middletows (1929).
Where Middlerown recorded the decline of tradi-
tonal values in the wake of wrbanizanon, the small
own implicitly argucd for their persistence. After a
meeting with Bobent Lynd in 1936, during which
Lymd mused about the Amencan small town as a
bastion of Amencan values, Strvker retumed to
Washingron and worked out a shooting script for his
photographers that centered on family church,
home, self-sufficency and frontier enterprise.

To accord with Stryker’s shooting scnipt,
Lee selected his subjects judiciously, aking care, for
instance, o climingte the many vestiges of Mative
American culture in Pie Town. Log homes were
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featured, even though they had mosily served as
temporary dwellimgs and were now either abandoned
or used as oul-buildingz, Relatedly, Lee did not give
much altention 1o the new homes that Pie Town's
mitial seitlers built 1o replace the log buildings.
Eventually Lee's pictures of church suppers, com-
munity sings, and square dances were published in an
abbreviated version by U5, Canrera (Doiober 1941,
the largest collection of a single FSA photographer to
b published in a major print outlet,

Curtis’s chapter on Russell Lee achieves
miny of the goals Maren Stange professes in Svmi-
ls of Ideal Life Social Daocimentary Photograpiiy
i Annerica, FRW-T950. Stange's purview is wider,

of course, extending from the social reform photo-

graphs of Jacob Eiis and Lewis Hine, through the
I3, 1o the prologue of “The Family of Man™ exhibi
tion at the Museum of Modern Ar in 1955, Like
Curtis in his writing on Bussell Lee, Stange refuses o
stress individealny and invention. Far more than
Curtis, she attempts o skeich the systems of produsc-
Uiy, dissemimation, and use that create photographic
mCaning

slange sets lacob Biis’s work in the contexi
of the pre-existent visual imagery of how the other
half lived, She shows that Magic Lantern exhibitions
like Riis's had previously been used for amusemeni,
insiruchien, profil, or a mixture of the three, More-
over, Riis's photographs of saloons, police precinets,

Nophouses. and the like echo both iconographic par




terms and ideobogical connotmions available in the
popular press. Kis was recapitulating current ideas
when he explained that “the beanty of looking into
thiese places without aciually being present there is
that the excursionist s spared the vulgar sounds and
oddious scents and repulsive exhibitions attendant
upon such a personal examinaiion.” Far from being
umigec, this justification was shared by a great many
writers and illustrators as well as by the police, setile-
ment workers, and social reformers, As Siange con-
cludes, there is a close practical and weological rela-
tionship betaeen description and surveillance.

Stange’s work on Lewis Hine and the Pins-
burgh Survey is pnncipally a review of Amenican
reform movement developments duning the carly
part of this century  The newest methods of scientific
ingquiry and fact-gathering were allied to progressive
humanist endeavors, Where Jacob Riis appealed 1o
the heart (and the hankie), Imer reformers phrsed
their mission in more rational temms,

Hine's “human documents™ were somie-
times circumscribed or even comradicted by ihe tex)
of odher wrilers workimg on the Pitishburgh Survey
T Stange, the resuliant ension and irresolution of
meaning have an imporant function, Inexplicitness
aviouds the triteness and voveunsm of work like that
of Jacob Riis, She argues that in effect the Pinsburgh
Survey managed io deconstruct and critique the prior
dominant documentary tradition. The Survey
showed subjects-in-progress, not permanent victims.
That may well be 20, But any picture editor who has
struggled im vain 1o match text and image for a publi-
cation could offer a more mundane explanation for
the variance of caption, text, and photograph than
Stange offers. Her asserion begs additional suppon-
ing rescanch.

Clearly. Stange values Lewis Hine and his
waork. She applauds his “masierful and controlicd
camera practce [which | presemted a concatenation of
social and human meaning™ (p. 86). While Stange
cites “Hine"s belief in the authority of exact informa-
tion about people™ as inevitably “fragile.” Hine, un-
like Riis, is never judged complicit in the manufac-
ture of the social engineenng memality thal evenlu-
ally came 1o charactenze the channes (p. 86). Her
critique only goes 0 far as to observe that The Sur-
vey yvoked Hine s admirable documentary style o an

antithetical social practice.

Likely enough, the differcnces between
Curtis and Stange are most apparent when Stange
iackles the analysis of F5A photography  Because of
her wider range and coherent methodology, she can
inferpret Mew Deal photography in the context of
social changes and documentary modes that exist
ouitsidhe the focus of Curtis's study Stange traces Roy
Strvker's values 1o those of his menior Rexford
Tugwell, Eeseilement Administrator director, and
through Tugwell o the progressive philosophy of
John Dewey Where Curtis is anxious to show that
individual photographs were staged and manipulated
by F5A photographers, Stange sets oul 1o demon-
strate how the conventions of the documentary sivie
were emploved o legitimize corporate capitalism.

The last chapter of Syebaols of fdeal Life
delineates the museumization of documentary pho-
tography in America. In the 1942 “Road 10 YVictory™
exhibition at the Museum of Modem An, Edward
Ateichen, direcior of the photography departiment,
revived Jacob Biis's Mend of photography and enter-
tminmend. The relabelling of photographs and other
decontextualizing sirategies that Sweichen proudly
practiced in “Road™ formed the practical and philo-
sophical foundation for the 1955 “The Family of
Mlan™ show

It is templing 0 sce these books as antago-
nistic, With the exception of his work on Russell Lee.
Curtis’s writing extends the humanist values that
have drenched FSA photography for fifty years. The
definition of the mind's truth that e pursued extends
o, bul not far bevond, the mind’s eyve. Having re-
vealed that many FSA photos wene not taken spoiia-
necusly, but were “deliberate, calculated, and highly
sivlized,” he freguently falls back on facil assump-
tions hee might have critiqued. When, in the cowrse of
his chapier on the making of the Migramr Maother, he
gels to that “one Nnal picture,” the faucels really

O

A beautiful metamarphosis occurred fn the
next few moments. Migrant Mother swren-
dered hersell o Lange’s expert direchion,
sinking a pose that would burn isell into the
memory of Amencan culure. (D, B3
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Curtis’s work rests on the notion, popular-
ized by John Szarkowski in The Photographer’s Eve
(156, that the medium, poor al namalive, moves
beyond pure description o find its principal and de-
fining strength in symbol-making. For Szarkowski,
the real and the true ane nol synonomoas in phologra-
phy Al root, the integrity of the photograph rests on
the integrity of the photographer, not as the collector
of little venities, but as the creator of iImponant sym-
Bl

By contrast. Stange sees the photographer
a4 just one component in the making of photographic
truth. She follows out the network of institutions and
ideas, as well as personalities, responsible for the
photograph. She argues tht doecumentary has been
“a central mode of communication,” assisting “the
liberal corporate siate 1o manage nod only our pohi-
tics, but also our esthetics and our an™ (p. xv).

Bui does looking closely at the prodection
of pictures necessanly exclode looking broadly s
their production” In the last decade, exposing the
socio-political values encoded in photographs has
been instrumenial in uprosding unexaminesd human-
ist assumptions, like the wansparency of photo-
graphs, and in exposing the role these assumplion
play in the wider culture,

At the same ime, however the macro-view
has resulted in an inadvertent and subtle devaluation
of initial archival research, While it would be cava-
lier 1o suggest that the world does not need one more
book on Jacob Riis, Lewis Hine, or the FSA photog-

raphers, il is important o remember how much pho-
tography is unconfigured, unknown, or both. Most
photographic history slumbers outside the wsuoal
miuseum collections of masterworks,

A rough parallel from are history might be
instructive. Even those whose admiration for Le-
onardo DaVinc is unbounded gredgingly admin the
socio-political importance of the lesser hights, hke
Bermardino Luini and the host of epigones who
feasied on DaVinci's reputation for decades.

As Allan Sekula pointed oul over a decade
ago. revealing the myth of documentary is a pre-
requisite for reinventing the genre. The dismantling
of documentary is niod an end in itself, but a “prelimi-
nary detour ™ In the 1980k, critics examined how
documentary s DaVincis came to proaminence in the
scademy. the museum, and in the celure, Building
on that work, the fundamenial challenge for photo-
graphic studies in the 19590 continues o requine
the field advance from the deconstruciive analysis of
masterworks 1o a multivalent polincalfculiural analy-

sis of epigonic and anonymous photography

Endnotes

I Wendy Kavol, ~“Madoneas of the Feld: Phiographn, e
and the ¥4k Farm Relief,” Girmders 2 (uly 1988), pp. 125,

LE

Allan Selula, “Dismastling Modernism, Reinveniing
Daocameniary | Motes om the Palitics of Reprosemiation)™ im
Sckuba, Ploregraphy Agaiasr the Crrane. Eisavs amid Pl
Wnrdn JOFS- P98 (Halifax: The Press of (he Mova Soolia
Collepe off A snd Design, 1984), pp. 5575,



Opportunities Abound: Inquire Within

Jeff Gates

Ruu:m evenls surrounding

censorship in the ans have highlighted the suspicion
and marginalization that accompany artists in this
culture. That anists are finding themselves in a de-
fensive position today should not be surprising. Our
society has long valued the ant product rather than the
process of being an artist, No simple solutions ane
forthcoming, in part, because the issues are deeply
rosleecd i our culiure”s social, political, and economic
fabric, Even within the art community there are vari-
ous lines of thought and competing ieologies.

I is imporiant to understand thar this an
community is not a homogeneous group of people,
but rather a stratified conglomeration of enrenched
institutions, burgeoning non-profits, and individual
arists, both conservative and liberal, all with their
own agendas. The museums, for example, are con-
cemed that high price tags and present 1ax laws have
forced them out of the ant market. Non-profits, while
not directly affecied by the market. have become
more vulnerable to its effects hecause of increased
dependence on the private sector as government aid
is reduced. Some antists are concerned that a narmow
vision of wha sells plus our culture s limited idea of
whal constilules ant and an practice have severely
restricted their suppon. In the past all of these groups
have looked to the National Endowment for the Ans
(NEA) 1o coumter these effects.

The Right has made ant funding a moral
issue, Like Mag buming. homosexoality, and abssr-
tiom, they would like the public 10 believe there is
only one way 1o look at the work of antisis like Roben
Mapplethorpe and Andreas Sermano. The culiural
comlexts in which their work was made is never
discussed. Many, like Congressman Richard Armey
(R-Texas) and New Criterion editor Hilion Kramer,
claim that eliminating NEA funding for ant it consid-

ers “obscene™ and an that is not deemed 1o have
“senous literary, artistic, political or scientific value™
is not censorship as no one is limiting an artist s right
i mske art, just 1o what the government will fund.
Armey has stated: “This is not a matter of censorship,
it is & maiter of judgment, of values,  Ina way I'm
asking the MEA 1o live by the same standards that |
set for my daughter He who pays the hill, seis ihe
standards. My daughter wanted 10 go o college. |
tobd her you'll go o a school 1 approve of and major
in an area | approve of. 1 didn't wamt her 10 major in
art or history or literature or anvihing else that would
leave her unemployed.™ Armey assumes we all
share his values,

As wie enler a new decade, the importance
and strength of photographic images 1o affect as well
as to incite is becoming chearer. Yel many questions
remain for us o consider. What values are important
I us as a sociery? Does the government have the
right o enforce those beliefs? And, if so. 10 what
degree? Should the govemment support cultural di-
versily or make value judgments? How are we o= a
sociely going 1o deal with the culiural texes and im-
plications of the images we are making amnd using?
And what are we, as photographers, going to do with
this power io create something thal appears o be a
direct reflection of reality, vet is full of nances and
layers of meaning”?

The English culural crine Ravmond Wil
liams has stated: “The true crisis in cultural theory, in
our own time, is between the view of the work of an
as object and the alemanve view of art as practice.™
Specific to our positions as teachers, what is our
responsibility 10 our students—are we cultural as
well as technical and aesthetic educators? I so, how
can we effectively deal with these ideas” While Con-
gressman Armey’s desire to see his davghter gain-
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fully emploved is understandable. why is an practice
a0 undervalued in our socicty? Why is the an com-
munity under attack ar this nme? What are the real
agendas here? And why are we on the defensive?
Muost importantly, what are we goang to do about in?

Jesse Helms® attack has accelerated the
reevaluation of ant practice begun by the clash be-
tween Modemism and Post Modemnism. By galva-
nizing the ans communily, Helms is providing us
with an opportunity 1o work for an expansion of an
practice into other communities we are part of. This
goes bevond the present fight over censorship and
free speech. As artists and teachers we have the
chance 10 counter the present notions that good ar
represents only beauty and successiul an is only an
that sells by developing programs and practices tha
seek o widen these defimibions (o mclude question-
ing. controversy, audience, and dialogue.

In a recent editorial in The Waslington
FPost, Jonathan Yardley questioned why a “struggling
young ariist [should] be entitled 10 a govermmem
subsidy when the struggling young mechanic or ac-
countant is not."™ We must be prepared 1o answer
guestions like this. 1t 15 imponant to establish a link
berween the creative process anists understand and
s value o a mechanic, an sccouniant, oF aNYOE
else. By going bevond the wraditional art viewing
audience, we can present our images and praciices as
wiys 1o empower ourselves, our students, and ithe
commaunities we inhabit. This is the time 1o build
coaliions within those communities for what we
think and do has much greater value than whal soci-
ety chooses 1o hang over its sofa or sell a1 awction.

Helms, Armey, et al, are not interested ina
vibrant multi-lavered culture and its implications.
Rather, they would like o eliminate the Endowment
and all govermment support of culture. Put simply,
knowledge is power and this is a struggle for tha
power. Mow that the Cold War is winding down,
these reactinmanies must resuscitale the spectre of the
enemy within. This atiack on the ans is a convenient
cover for ot dealing with the real issues we face,
such as poveny, drugs, the environmend, ihe home-
less, AIDS, and issues of race and gender.

As artists, we must be willing o expand the
parameters of an practice by broadening our societal

base of support and by building alliances with people
who can use our expertise. The attempl to control
arhizis by dhscrediting them has happened before. I
we miss this opportunity, what we do and what we
think will remain suspect. History will continue o
repeat itself, and, like Sisvphus, we will be doomed
i forever rolling that rock uphill, only for it to rall
back over us,

In Movember of last year, the National
Board of 5PE sent a letier to John Frohnmayer, Chair
of the Mational Endowment for the Arts, supporting
the NEA and the peer panel review process, After
pedling the membership and through discussions held
during the censorship panel, the plenary session, amnd
the Board meeting at the Mational Conference in
Santa Fe, the Board sent letters supporting ihe En-
dowment 1o members of the Senate Subcommiitice on
Education, Arts and Humanities, the House Subcom-
mittee on Post Secondary Education and to those
MEA Review Commission members already ap-
pointed. At this point, full congressional heanings on
the Endowment s reauthonization are taking place. [t
is vitally imporant o ket your RBepresemtative and
Aenators Know vour views on this subject.

In March of 1940 The MNational Campaign
For Frecdom OF Expression was formed as a lobby-
ing organization o strenuously and politically fight
for artists” rights to freedom of expression. Their first
effort will be o msure that reauthonzation of the
MEA is without resirictions, They will also be work-
ing o increase legislative backing by helping to elect
Congressional supporters and defeat opponents. The
Campaign 15 inlerested i promotimg the political
empowerment of artisis and is in the process of hinng
a political organizer and strategist who will direct
and collaborate with many of the coalitions, organi-
zations, and individuals who are fighting censorship
issues, For more information they may be reached al
P.0. Box 502245, F Strect Station, Washingtdn, D.C,
2000, (202) 393-ARTS.

SPE is working with the Mational Associa-
tion of Artists’ Organizations (NAAD) 10 keep vou
informied on issues concerming the NEA and censor-




ship. In addition, the National Board has enacted an
sdvocacy policy in order o effectively deal with
important social and polineal issues which directly
affect us as photographers, educators, and arists, [t s
printed below in full.

As Chair of the Advocacy Commties, wel-
come vour inpal and suggestions on issues pertaining
i SPE"s involvement in advocacy 1ssues. Please
send correspondence 1o me at 1440 E, Baltimore
Street, #2E, Baltimore, MD 21231 1404,

Endnotes

1 Mary Hamima, "NEA Pom Rmckes,” The Wahimplon Posr
{Sepiensher 1L 19830 pp. C1 Ca
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A gueied by Willam Clander, “Material World,” Arr fa Asarrs
ara | Jammary 1989, p. 127

3 Jonathan Yardley, “The KEA Debaie, Devailed by Drama,™ The
Washrmpioe Posr (Apad 9, 190, p, U2

This iz an expanded version of Gates” open-
ing remarks for the panel " The Srare and the Aris
Frnding Censorship, and Artistic Freedom i the
F90s,” presented ar the POO0 SPE Narional Confer-
ence, Samta Fe NM

Advocacy Policy

I When determined by the membership and the
Mational Board (as indicated below), the Society of
Photographic Education will advocate cenain posi-
tions on national issues peraming o photography.
cducation, and ari.

Il The National Board will set up a standing Ad-
vocacy Committee (AC) for the determination of
issues of advocacy

A This committee will consist of two Ma-
tional Board Members (one of which is the AC chair)
and three people from the general membershap.

1} The members of the AC will serve for
One year

I The AC will penodically poll the member-
ship on which issues of advocacy SPE should be
imvodved in. The membership 15 also encouraged 10
miake suggestions directly 1o the AC Chair

A. From this input the AC will develop a gen-
eral membership questiionnaire/ballot which will be
used o determine issues of advocacy

B. The S5FE Newslerrer will be used o dis-
tribuie the quesiionnaine.

C. The SFE Newslerer will also be used o
reporn the ACTs findings 1o the membership.

IV When membership has been polled and spe-
cific issues identificd, the National Board can speak
for the membership and 1ake action,

A, OF the ballots reiumed by a determined

deadline. a 60 majority in favor of advocating for a
particular issue is required for the Mational Board 1o
ke action.

Y Al cemain times, and with cerain issues, im-
mdiate action by the Mational Board will be neces-
sary in lieu of polling the membership.

AL In order for the Mational Board to take ac-
tion and speak for the membership, without a mem-
bership vote, a majority of the Mational Board (%
viobes) must vobe to take action.

1) Matkonal Board members can give a
proxy to other Board members when they will be in-
communicado for a shor period of fime.

Y1 Methods of Action

A. Long term

1} Afier a vole of the membership, the AC
recommends specific action 1w the Executive Com-
mittee which will report (o (but not have 1o get ap-
proval from) the National Board,

B. Short term

1) The AC will recommend specific ac-
tioan to the Board Members (as stated abowve). Aller
approval of the Board the vote results will be re-
poried 1o the Executive Commitice prior to taking
action.

., Adver action is taken a repon will be sent to
the Mational Board, Caucus Representatives, amd Re-
gional Chairs,

of
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Contributors
Richard Bolton i: un amis

and a writer who teaches in the
Visual Ans Program at the
Massachusetts Institute of
Technology He is the editor of
The Contest of Meaning Critical
Histories of Photography (1989),

Deborah Bright i an artist

and a writer who teaches an the
Rhsde 1sland School of Design.

Steve Cagan is 2 photogra-
pher who teaches at the Mason
Ciross School of the Ans
Rutgers University

Judith Crawley - a phiog-
rapher who leaches at Vanier
College, Montreal. She is the
author of Criving Birth is Sust the
Beginming Women Speat Abour
Muaothering.

Jeff Gates is a member of the
Mational Board of SPE and Chair
of its Advocacy Committee. He
1% also a photographer and
Dhirector of ArrFRI a national in-
formation-gathering and advo-
cacy orgunization which collecis
and monitors slereotypes of
artists in contemporary media.

Jan Zita Grover is a crinc
and historian living in Oakland,
CA. She is a recipient of the 19940
Caollege Ant Association's Frank
Jewen Mather Award for
distinguished an criticism.

Connie Hatch is an amist
who teaches in the School of
Visual A at the Califomia
Institute of the Ans,

Mary Warner Marien
teaches an criticism and photo-
graphic history in the Department
of Fine Aris at Syracuse Univer-
sity She has just completed a
hook tentatively titled, Phovrgra-
phy and Cultiral History,

Diane Meumaier i an artist
and a writer who teaches at
Rutgers University and at the Ty
ler School of Art. She is the co-
editor {with Douglas Kahn) of
Culriwres in Contention { 1985).

Deborah Small,
Elizabeth Sisco, Louis
Hock, and David Avalos
are a collaborative group of
public artists living in San Diego.
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