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"New Options/Working Solutions ," Conference Panel and Participants , April 29, 1989 at Boston University . 

This issue of exposure is de­
voted to a consideration of issues , prob lems, and 
strateg ies for thinkin g about soci a lly-motiv ated prac­
tice in phot ogra phy today The images and essays by 
the individuals that foll ow originated at a one-day 
workshop, "New Opti ons/Workin g Solutions," held 
on April 29, 1989 at Bos ton University. The work­
shop was co-s ponsored by the Bos ton Center for 
Ph otogra ph y and Criti c ism and the Phot ogra phic 
Reso urce Ce nter and partially fund ed by a grant from 
the Nation al Endowment for the Art s. 1 
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Over I 00 photograph ers, historians, educa­
tors, and students attended the workshop which fea ­
tured prese ntation s by invit ed speakers in the morn­
ing, with orga nized small group di scussions and 
question -and-an swer sess ions in the afternoon. Rich­
ard Bolt on and I planned and conducted the work­
shop and the invited prese nters were Steve Caga n, 
Judith Crawl ey, Connie Hat ch, Diane Neumaier, 
Elizabeth Sisco , and Krzysz tof Wodicz ko. These 
speakers kindly con sented to revise their papers for 
pub lication and the views expresse d in eac h paper, of 



Elizabeth Sisco and Steve Cagan . 

co urse, are sole ly those of its author 2 

Ultimatel y , the aim s of "New Option s/ 
Workin g Solutions" wer e modes t. Origina l appli ca­
tions to the ational Endowment for the Art s and the 
Massac husetts Coun cil on the Art s had prop ose d a 
much mor e ext ensive three -day program , covering a 
wide range of contemporary soc ial issues and diverse 
territories of photographi c practice , includin g race, 
sexualitie s, economi c stratifi cation, educa tion, the 
role of direc t action , neoconservativ e cultural poli cy 
and its impact on arts educa tion and fundin g, current 
art market conditi ons, and alternative forum s and 
network s for ex hibitin g/publi shing critica l works in 
an era of shrinkin g publi c tolerance and support for 
diverse cultural ex press ions. 

Th e fundin g we sec ured compelled us to 
shrink our "dream conference" to a one-day affa ir 
and we dec ided to foc us on the mor e practical issues 
of "fie ldwork" and .distribution for photogra phers 
who were interested in doing soc ially critica l work 
and ge ttin g it shown in an unfavorabl e (and now , 
ove rtly censoring) clim ate. It was taken for grant ed 
by the workshop organizers and speakers that all 
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practices in photograph y, includin g those defi ned as 
"arti stic" or "se lf-express ive ," are also always so­
cia lly instrument al- an assertion that still frustrates 
many art photogra phers and has produced major 
phil osophic a l rifts amon g SP E's constituencies , as 
those who have attended rece nt national conferences 
can attest. 

The workshop organizers were neither in­
terested in rehashing that issue nor engag ing esse n­
tiali st arguments about "art" versus "propaga nda" 
that continu e to police so effec tive ly the boundaries 
of libera l discou rse and practice in photogra phy 
Rather, we wished to move beyond such questions to 
examin e spec ific case histories ("new options") of 
useful strateg ies ("wo rkin g so lutions") for critica l 
practice, recog nizing that any such practice is prov i­
sional and co ntingent, useful for an immediate his­
torica l moment and an archaeo log ica l artifac t there­
after (perhaps to be ga llery-fied and mu seumif1ed if 
market standards of visual nove lty and co llectib ility 
are met). 

Fo r soc ia lly-co nscious arti sts who a lso 
teac h from a critica l perspec tive, the contrad ictions 
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of working within the belly of the culture industry 

"beast" are unavoidable in late capitalist society Yet 

rather than being paralysed by them, it seems more 

productive to see the bea st as itself a contradictory 

creature, driven by conflicting intere sts and produc­

tive of conflicting truths . To be an artist and a teacher 

with a critical vision is to see one's cultural privilege 

as a tool of access to a site where power and knowl­

edge are produced and where opportunities to inter­

rupt their flow s 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 institutional discourse keep the 

door s revolving for those whose speech and work is 

deemed "too political" and not sufficiently "a rtistic." 

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 period s of exile among 

the exploited ranks of the part-time. 

But employment issues (though by no 

means trivial) were but a secondary concern to the 

participants in this workshop . More pertinent were 

the ways in which these artists identify their diverse 

constituencies and put their skills and image savvy to 

work within and for those communities. This kind of 

knowledge-sharing and networking is generally ab­

sent in art education programs where it is often as­

sumed without question that photographers and art­

ists-to-be will produce work for one venue only-the 

commercial gallery and the fine art museum . Stu­

dents are rarely acquainted with alternative practices , 

nor are they encouraged to create or seek out alterna­

tive networks for production and dissemination . 

The artists represented here have been en­

gaged in socially-motivated photography and/or 

intervention s in diverse public settings for a number 

of years. To varying degrees , art-market discourse s 

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 

aesthetics is a fate these artists have managed to 
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elude, either becau se they work resolutely in extra­

art contexts or because their work is just too barbed 

and explicit in its references to be politely absorbed. 

(The discourse of liberal plurali sm is nothing if not 

polite.) 
What unites these individuals is that their 

work proceeds from a conscious politic s and not 

vice-versa . Their art is "e ngaged" 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 to be artists. 3 The 

claiming and deployment of identities may change 

from person to person, issue to issue , practice to 

practice . One artist can work simultaneously on sev­

eral "fronts" and in different styles/media , doin g a 

"ga llery 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 constituency 

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 

shirts, and other "zap" paraphernalia for street ac­

tions , while designing front window installation s at 

the New Museum and the Whitney Krzysztof Wod­

iczko provides another example: his polemical slide 

projection s for elite art institutions restore an image 

of resistance to those he calls "ev icts" (rather than the 

usual victim-term, "homeless "). At the same time, he 

design s and attempts to market functional prototype s 

of his Homeless Vehicle to industrial manufacturer s. 

Elizabeth Sisco, Loui s Hock , David Avalos, and 

Deborah Small have taken on San Diego 's "c ity fa­

thers" with their acerbic photomontage s on bus post­

ers and billboards , exposing the city's hypocrisy 

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 coopt critique. 

Along with pursuing their own personal 

projects , Steve Cagan, Judith Crawley, and Diane 

Neumaier offer their "documentary services" to ac­

tivist groups, declining the role of "a rtist/author " in 

favor of the needs and concerns of the collective. In 
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an art market that rewards only bankable signs of 

individual authorship and "mastery," these commit­

ments have been costly in the conventional terms of 

exhibition opportunities, job retention, and grant-get­

ting. But the rewards in terms of personal integrity 

(another term debased in formalist art criticism, 

where "integrity" refers to the work , not the maker) 

are far greater 

Finally, in response to those who will insist 

that these sorts of practices have nothing to do with 

"photography" or "photographic education ,"4 (and I 

only engage this issue because this is exposure, the 

journal of the Society for Photographic Education), it 

is worth noting that most of us who organized and 

participated in this workshop are graduates of M.F.A. 

photography programs of the 1970s , the heyday of 

Szarkowskian aesthetics. Among our former teach­

ers are some notable members of the art 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

tographic practice we were taught, it should not be 

construed as a market-oriented stylistic maneuver 

nor as some sort of oedipal rebellion against "the 

fathers" (which only matters in the case of the white 

sons, anyway). For we were also affected by the 

social upheavals of the 1960s and 1970s (civil rights, 

the antiwar movement, the women ' s movement , gay 

liberation) which coincided with our socialization as 

artists and which made agonizingly clear, if only 

retrospectively, the importance of acknowledging 

those other personal and political identities that we 

had been taught to deny "as artists." 

Now , as teachers ourselves , we often find 

ourselves addressing a new generation of students 

whose birthdates coincide with those very years and 

whose understandings of "the Sixties" have been 

formulated during a period of conservative backlash 

and liberal retrenchment. The political environment 

has become harsher for those who challenge the 

status quo and there is little popular sympathy for 

those who try 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 vote of 96 to 2) of Senator Helms' obscenity 

restrictions into the National Endowment for the Arts 

guidelines .5 Shortly thereafter, Endowment director 

John Frohnmayer withdrew funds for a show on 

AIDS curated by Nan Goldin, "Witnesses : Against 

Our Vanishing" (though funding was restored due to 

public pressure). 

Indeed, Nan Goldin ' s exhibition title took 

on an unintended irony, for "vanishing " is precisely 

what is at stake in the works and practices repre­

sented here, both literally as in the case of Connie 

Hatch's work, and implicitly No longer a luxury, it 

becomes a necessity to integrate social identities and 

experiences with artistic practices and pedagogies­

not to get rid of the historical contradictions as the 

neoconservatives pretend in their appeals to Art ' s 

universality, but to acknowledge them and use them 

as a weapon against our silencing. 

Endnotes 

The Boston Cent er for Photograph y and Criticism is an ad hoc 

group of photo grapher s and critic s interested in issues of 

social practice in photo graph y, and in heightenin g awar eness 

of thi s activity in the Boston area . 

2 Krzysztof Wodic zko 's pre sentation and remark s are not 

included here , but exten sive documentation and discussion of 

his work may be found in Octo ber 38 (Fall 1986), pp. 3- 51. 

3 Thi s, as opposed to the commonly -heard formulation , "I am 

an arti st who ju st happ ens to be a wom an, black, gay, etc." 

The fact that the diver se identitie s listed here are commonl y 

assoc iated with " le ft progre ss ive" rather than " right" political 

tend encie s in the U.S. only indicate s that the very claimin g of 

these identitie s as fundamental to one ' s vision and work is 

itself a profound challenge to con servative orthodox y. 

4 See Bill Jay , "The Fascism of the Left ," Shots (Januar y/ 

February I 989) and reprinted in PhotoMetro (April 1989); and 

Richard Margoli s, "The Battl e at the SPE Conf erenc e," 

Images INK 4 :2 ( 1989), pp . 39-42. 

5 And that wake-up call came late . The neocon servative s, led by 

Hilton Kramer and Samuel Lipman , have been chipping away 

at artistic and critical freedom at the NEA for many year s 

under Frank Hod soll ' s tenure as director. Remember the 

abolition of NEA critic s' fellow ship s durin g Reagan 's first 

term because of alleged " left bias" in peer review panel s? 

What is so frightening in retro spect about the Helm s 

"obscenity" amendment is not onl y that it was propo sed and 

passed , but that so few arti sts and liberal intellectual s found 

the outri ght cen sorin g of undefined "homoeroti c" or " sexual" 

content in publicly-funded artwork s problematic or even 

worth prote sting. 
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"New Options/Working Solutions," panelists (left to right) Diane Neumaier Connie Hatch, and Judith Crawley. 

What can we say about so­

cial ex perience afte r the Reaga n era and the renewa l 
of patriotism , and after the decl ine of voter partic ipa­

tion? Wh at are the co nditi ons of represe ntation, pub­
lic express ion, and partic ipation to which artists mu st 

now respond? Wh at does it now mean to work fo r 
soc ial change through the visual arts? 

Further, what can we say about the repre ­
sentation of soc ial ex perience , after postmode rni sm, 
afte r the fame and fort une of its lead ing arti sts, and 

the acco mpanying decl ine of thi s once soc ially-e n-

and of itse lf to be a suff ic iently critica l stra tegy, but 

now it is an acce pted pa rt of the language of the status 

quo, from MTY -ified te lev ision comm ercials to the 

Hollywoo d-soaked pastiche that info nn ed Pres ident 
Reaga n 's wi ldest fo re ign po licy rumin ations. Meth­

ods once thought to encourage critica l thinkin g are 
now put to wo rk co lonizing co nsc iousness. This out­

come is not so hard to understand, g iven that many 

post mode rni sts re fused to articulate in any de tail the 
relationship betwee n the ir theo ries of simul ation and 

inauthentic ity and the socia l wo rld to which these 
gaged cr itical approac h? Over the las t deca de, theo ries refe rred. Many pos tmode rni sts, dee p dow n, 
post mode rni sm has been conside red by many to be see med to believe that soc ial communi ca tion was 
synonymous with critica l prac tice . Now the tenn imposs ible-a point of view that of ten see med nos­
"postmodern" fades from usefuln ess. Fo r exa mpl e, talg ic fo r rational ord er, and if not nos ta lg ic, then still 
postmodernist app ropriation was once co nsidered in constructed upon a kind of abso lute, now the abso-
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lute of inco herence . But whose interests are served 
when we declare the imposs ibili ty of communi ca­
tion? 

No t a ll pos tmodernist practice acce pted this 
cy nica l view of co mmuni ca tion, or its acco mpanying 
quiet despair Postmodernism has been a compl ex 
move ment, with prod uctive as we ll as pernicious 
strand s. In the last ten yea rs we have see n many 
works that speak de liberate ly and spec ifica lly about 
soc ial conditions. These works have he lped us to 
understand a grea t dea l about publi c speec h and the 
instituti ons that frame speec h, about the charac ter of 
the audience, and about the strugg les many of us 
face . These works have at times laid bare the contes t 
of powe r that info rms represe ntation. 

Yet I doubt that soc ially-motivate d artists 
any longer have a need to refer to this wor k as 
"postmode rn"; I doubt there is any longer much point 
in discuss ing the term . For soc ially-motivated artists, 
the greater question lies in the re lationship of artwork 
to eve ryday life . Th ere was always talk in postmod­
erni sm of worldlin ess , but if we are to take worldli ­
ness seriously we must move into a rea lm of ethica l 
analys is and dec ision-m aking that lies beyo nd the 
scope of pos tmodern practice . Loo king at art in this 
way we don ' t find a move ment, or a style, or eve n a 
typica l set of be liefs- instead , we d iscove r a co llec­
tion of tempora ry, particular, contingent prac tices 
that spea k to a variety of issues, chose n for a var iety 
of soc ial and politica l ends. 

Thi s variety is ev idence of a fund amenta l 
shift in our thinkin g about the audience, a shift in our 
understandin g of the publi c itse lf. Over the last dec­
ade, co nservatism has emph as ized the unit y of the 
Amer ican publi c. A c itizenry has bee n fashioned out 
of patrician and patriotic rhetoric, out of a myth of 
reenergized eco nomic and democra tic participation. 
Aga inst this, of co urse, we can point to a stea dy 
decl ine in voting (the last e lec tion dec ided by only 
50% of the e ligible population), and we can point to 
the emph atic reasse rtion of class and ed uca tional 

diff ere nces that charac terized the Reaga n yea rs. Fur­
ther, the publi c is not simpl y split along class lines; it 
is a complex heteroge neo us public organized across 
a variety of issues and sites of co ntest. We are lea rn­
ing to pay attention to these diverse strugg les, and 
lea rnin g to apprec iate the d ifferences and complex i­
ties they represe nt. One gro up might concern itse lf 
with issues of sex uality, another with hea lth issues, a 
third eco log ica l issues , and a fourth gro up might 
work to so lve homeless ness . These gro ups may work 
throu gh acce pted politica l channels, but they proba ­
bly try as mos t grassroo ts organize rs do, to invent 
new forms of public partic ipation, to find ways to 
change lives outside of the e lec tora l process . We 
must recog nize the necess ity of brid ging these d i­
verse strugg les to arrive at a larger progra m for soc ial 
change . We as ci tizens must lea rn to see ourse lves as 
part of a large r emerging politica l structure, one 
based on loca l initiatives, and on coa lition politics , 
on the creation of comm on bonds dra wn across di­
versity 

When we consider what visual pract ices are 
bes t suited to such a conception of politics , we d is­
cove r that we must give up the notion of art as a 
unified or eve n a coherent fie ld. We must instead 
stretch our thinkin g to includ e a wide variety of 
cultu ral prac tices , inc ludin g practices that may be so 
integrated into the ir co mmuniti es that they do not 
strike us as art at all. The important question is not 
"Wh y is this art?", but "Does this represe ntation 
enlar ge soc ial ex perience? " Sin ce represe ntation 
remains crucial to the exe rcise of powe r it also re­
mains crucia l to challenges to this powe r. Visual 
work can be an important part of larger projects of 
soc ial analys is and change , helping to crea te forms of 
politica l engage ment more co mplex than those usu­
ally to lera ted in the e lectoral process . Cultu ral work 
can help create a forum for publi c analys is and defi­
nition, and thu s provide a partial correc tive to the 
dimini shment of democracy that we have witnesse d 
in rece nt yea rs. 
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Giving Birth is Just the Beginning: 
Women Speak About Mothering 

Donner naissance n 'est qu'un debut: 
Les femmes parlent de maternite 

Judith Crawley , cover Giving Birth is Just the Beginning . 
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Giving Birth is Just the Beginning 

Judith Crawley 

Judith Crawley, from Giving Birth is Just the Beginning . 

My ph o tog raph y is no t 
about Art or the Simul acrum or the Semiotic Rec ­
tangle (a term I picke d up at the 1989 SPE co nference 
in Rochester); it 's not about Appropri ation or Reap­
propriation or Pos tmode mi sm or any of the other 
trends currently domin ating the art sce ne and pass ing 
me by My approac h uses photogra phy to make pub­
lic and concrete the iso lated ex periences that are 
shared by many wo men within my ow n cultur al con­
text. 

Mothering has a "bad rep" in our soc iety 
And that 's not "MOTH ERHOOD AN D APPL E 

PIE," a cas ua l expression I frequently hear tossed off 
by admini strators (and of ten by fe llow teac hers) to 
mean somethin g we can take for granted , a forego ne 
co ncl usion, somethin g we ca n alway s depe nd on, 
like a dish rag or a door mat. Wh en I hear thi s, I stop 
the d isc uss ion right away and inte rject: "H EY 
what ' s so easy about mothering?" Mother ing is not 
the simpl e, natural, spontaneo us, and de lightfu l ex­
perience it 's cracked up to be. If it were, why are n ' t 
men do ing it at home (s ilently suffe ring and poor ) or 
at the day ca re ce nter or e lementary schoo l? Mot her­
ing, a soc ially constructed ro le, is a low status job 

13 



Judith Crawley, from Giving Birth is Just the Beginning. 

with little social support; yet women who are moth­

ers have three or four jobs: childcare, housework, 

wife/partner work, and often salaried work outside 

the home. 

Single parenting has been a main factor in 

my life for almost 12 years , since the father of my 

two teen s died in a motorcycle accident. I love my 

kid s. But depending on isolated women to do this job 

alone is an absurd way to ensure the survival of 

humanity And an unequal way, too . My imagery is 

al I about showing the effects of this social imbalance . 
That 's my "new option ," my "working solution. " My 

camera is not pointed up at the rich, nor down at the 

poor , nor at the sensational or the foreign. Rather I 

document my immediate community of friends, 

work , and family I look to our lives to understand 

how social forces function and how the personal and 

the political are interconnected. 

I interviewed women whom I had been 
photographing for years. Here, in the photograph 

above , Shirley has spread my photographs around 
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her and is organizing them. Note the tape recorder In 

the interview , we talked about what was included and 

what was missing in these images about mothering . I 

printed extracts from our discussions beneath the 

images-first as an exhibition , Giving Birth is Just 

the Beginning Women Speak about Moth ering and 

later as a book of the same title. The book is divided 

into five section s: "A Rude Awakenin g," "Single 

Parents, " "Unpaid Labour ," "Role-modeling, " and 

"Women are Going on Strike ." 

To raise money to self-publish this project , I 
tried a "new option ," a "working solution. " A com­

mittee of friends wrote to all of the participant s in my 

project, friends and contacts , family , the Women 's 

Caucus of SPE , co-workers , and so on. Many sup­

porters , already familiar with the exhibition , were 

very generou s and made it possible for me to convert 

the project into book form . The proces s was very 

demanding, exciting , and finally gratifying , since the 

audience for the work now stretches beyond the art 

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

Jue 
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I worry mor e about Sarah 
beca use women have a roug her 
time . There a re more 
opportunities for men, th ey a rc 
led to exp ect to take ca re of 
thems elves. Gir ls are rais ed to 
loo k for th e best husb and who 
will g ive th em th e best lil e. So 
th ey don ' t hav e to go out ther e 
and do an ythin g excep t loo k 
bea utiful a nd a ttra ct one of th e 
ma le spec ies 10 ta ke ca re of 
them. I was led to believe that. 
ca n't remember any o th er 
message, ju st attract somebod y 
wea lthy eno ugh to keep you. 
That"s what I did, o nl y I happ en 
to be from th e wo rkin g class, so 
I end ed up attracting a nd being 
with so mebody from my own 
class . Whi ch is o k, bu l you do n · I 
serve cav iar 111 1he work in g 
class. 

J udy 

Judith Crawley , page 52, Giving Birth is Just the Beginning. 

J e suis inqui ete pour Sarah 
parce que c'es t plu s dur pour Jes 
femm es. II y a plus 
d 'oppo rtunit es pour !es hommes, 
il s sonl eleves a penser qu'ils 
devront se pr endre en mains. Les 
fill es sont elevees a cherch er le 
meill eur parti qui leur offrir a la 
meill eur e vie. Ainsi elles n'ont 
pas a sort ir ,1 agir Elles Ont a 
etre belles et ,1 attirer un 
specimen ma le qui s'occupera 
d 'e lles . C'est co mm e <;a qu e j'ai 
ete elevee. J e ne m e rapp elle 
d 'a ucun message a utr e qu e: 
"accroc he-toi quelqu'un d 'assez 
ri che pour t'entr etenir " C'est ce 
que j 'a i fait, sauf qu e, de classe 
ouvriere, j 'a i fini pa r accrocher 
qu elqu 'un de ma classe et... <;a 
va, ma is tu ne sers pas de caviar 
da ns la c lasse ouvri ere . 

Judy 

15 



If I could chang e my moth ering 
si tu ation, I wou ldn 't make 
radical changes . I'd extend wh a t 
I lik e best about it-sharin g it 
with other peopl e. Not 
exchanging kids so that you can 
have free time, but spending 
time with kids and o th er peop le; 
it tak es care of a lot of th e 
boredom . I lik e th e nois e and 
confusi on and kids running a ll 
over the p lace, getting toge ther 
mea ls. 

I ha te comin g home and facing 
a mea l a lone with the 3 kids, 
which I do regul a rly. You know 
th a t 5 to 7 blah, I just ha te th a t 
tim e. 

Ar lene 

Judith Crawley , page 67 Giving Birth is Just the Beginning . 
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Si je pouvais changer ma 
conditi on de mere, ce ne sont 
pas des cha ngement s radicaux 
qu e j 'apporterais. J e mettr ais 
l' emph ase sur ce qu e j 'a im e le 
plus , sur le partage avec les 
autr es. Pas echan ger les enfant s 
pour avoir p lu s de temps, mais 
passer plus de temps avec des 
enfant s et d'aut re gens pour 
elimin er le gros de !'ennui . 
)' a im e le bruit, la confu sion, les 
enfan ts qui cour ent partout et 
les repas tous ensemb le. 

J e deteste rentrer ,1 la maison et 
avoir a fair e face a un soupe r 
seu le avcc les 3 enfant s, cc qui 
m'arrive regu liereme nt. Yous 
savez, le flou entr e 5 ct 7 heures, 
je deteste ~a. 

Ar lene 
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Cover of publication from Montreal Health Press. 

packag ing and mailing boo ks befo re I connec ted 
with severa l small press and art book distribut ors: 
Inland Book Company Bookpeople, and Artexte. 
Publi city is st ill in my lap and takes away tim e from 
new projects. 

This kind of approach to phot og raph y 
brou ght me to the attention of The Montr ea l Hea lth 
Press, a co llec tive of women who write, mass- pro ­
duce, and mass -di stribute inform ation book s on is­
sues of hea lth and sex uality Th e Press has its roots in 
late 1960s student activism at McG ill University , at a 
time when publi shing inform ation on birth control 
was illega l in Canada. The Birth Control Handb ook 
precee ded Our Bodi es, Ourselves, publi shed by the 
Boston Wom en ' s Hea lth Collective , our sisters in 
survi va l ove r the years. Now we have four books­
about birth control, sex ua l assa ult , sex ually tran smit­
ted diseases, and menopau se . These book s appea r in 
English and in French , the dominant language in 
Quebec. We continu ally update them and print edi-

Cover of publication from Montreal Health Press. 

tions of 50 ,000 copies eac h time. We worry when our 
sa les dip to only a few thou sand a month . In fac t, we 
prob ably se ll more books than any other publi sher in 
Canada. But you don ' t buy them in a bookstore . 
Standard in size and weight to simplif y shippin g, the 
boo ks are so ld in bulk to school s, clinics, communit y 
gro ups, doctors off ices-a nd eve n to the U.S. Army 
for distribution. Our audience is broad and North 
American. The writing style is clear and direct. Sen­
sitive med ica l illustrati ons and photogra phs are com­
bined with the tex t. 

The produ ction work of resea rch, debating 
of position s, writing , revising, editin g, layo ut, proof 
readin g, and so forth is done in va riou s combin ations 
by all of us-so metim es supported by gove rnment 
gra nts, but usually unpaid . Two part-tim e workers 
who run the office and ship books are paid throu gh 
sa les. The collective meets monthl y and at least once 
yearly for a long plannin g and rev iew meeting. We 
fondly ca ll thi s the May Mee ting since it occ urs in the 
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Cover of publication from Montreal Health Press. 

Spring , away from the city, job s, kids , and hu sbands 
(w here the y ex ist). Co llec tive dec ision-makin g and 
crisis reso lution have long bee n a basic principle of 
the gro up. 

Th e bas ic orientation of the Hea lth Press is 
to challenge the medical es tabli shment ' s monopoly 
on hea lth de livery se rvices by providing peop le with 
info rmation and strat eg ies for appro achin g and dea l­
ing with the medica l world. Informati on is not neu­
trall y prese nted, but within a feminist political per-

Cover of publication from Montreal Health Press. 

discussed. 

In 1973 , the Health Press ca used a sca nda l 
at Princet on University Thi s was not beca use birth 
co ntrol inforn1ation was be ing disseminated, but be­
ca use the Health Press ca lled for bas ic soc ial chan ge. 
The boo k was charged with bein g "a Mao ist politi ca l 
tract ma sq uera din g as a how-to sex ual pamphl et." 
That same yea r in Florid a, stud ent gove rnm ent di stri­
bution of the Birth Control and VD handbo oks ca me 
und er s imil ar attack. In an important se nse , the 

spect ive. We ca ll into quest ion mal e authority which charges are true-we ' re not ju st di stributin g how -to 
so stro ngly gove rns peo ple ' s lives . We atte mpt to informati on. We want to und erstand the soc ial co n­
crea te ex pec tations for peop le abo ut appropriate tex t that leads us to make ce rtain dec isions. 
hea lth ca re. Probl ems are und erstood within a soc ial I bec ame invo lved with thi s gro up when the 
and political framework. But while the co ntex t is Hea lth Press ca lled me in 1980 lookin g for photo­
always soc ial, dec ision s and choices are faced in gra ph s hour s befo re press time. Surprised that photos 
privat e and are made, or not made, individu ally were a last- minut e co ncern , thou gh so integra l to 
Thu s, both individu al and co llective so lution s are es tabli shin g the mea ning of the text , I urged them to 
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pay more attention to the use of visual material. 
Months later , I was invited to join as Photo Coordina­
tor to work throughout the whole production process. 
My first project for the collective was a rewrite of the 
VD Handb ook into a book about sexually transmitted 
diseases. Now we are involved in preparing a new 
book about birth control. 

The Health Pre ss moved from liftin g photos 
uncredited out of The Family of Man in 1968 to 
knocking on local photographers' doors for last-min­
ute photographs to sending out posters and notice s to 
new spa pers , feminist journal s, co mmunity and 
women's centers all over Canada. We invite photog­
raphers, both amateur and professional, to send us 
photographs for use in our material. I try to use 
image s from everyone who contributes and to pay for 
each photo used. Local photographer s are delighted 
to open their files to me and welcome the opportunity 
to see their images reproduced in the Health Press 
context. This continually pulls more people into our 
work, both as photographers and subject s. For in­
stanc e, friends like to joke about being the "g on­
norhea girl," not just as a joke , but as a way of 
expressing prid e in their participation and drawing 
attention to the book. 

In summary , my soc ially-motivated photog­
raphy emerges from a soc ially- co mmitted , feminist 
outlook on life . It affects everything I do-a s a par­
ent, friend, teacher , union member women's studies 
activist , and so on. Now I am working on a project 
about single parenting , using as a starting point im­
agery of my own two children that I have been mak­
ing since the death of their father Future plan s in­
clude a series about the volunteer work of tho se who 
organize the Women ' s Studies program where I 
work and another about single women over 40 . Both 
use photograph s I have been making for years. 

Giving Birth is Just the Beginning Women 
Speak About Mothering 

by Judith Crawley is available from: 
$20. U.S.: 

Inland Book Company 
P.O . Box 261 

254 Bradley Street 
East Haven, CT 06512 

(203) 468-0589/ (800) 243-0138 
Book people 

2929 5th Street 
Berkeley , CA 94710 

( 415) 549-3030/ (800) 227-15 16 
$25. Cdn.: 

Artexte 
3575 St-Laurent , Suite 303 , 
Montreal , Quebec H2X 2T7 

(514) 845-2759 

Montr ea l Health Publication s are available 
from: 

Montreal Health Press, Inc. 
P.O . Box IOOO 

Station Place du Pare 
Montreal , Quebec H2W 2N I 

(5 14) 272-5441 
Single copies are $4; bulk order price s are 

available on request. 
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Photographing AIDS 

Diane Neumaier 

A principl e underlying cur­
rent gove rnment policy is that one of the best ways of 
exert ing socia l control is through sexual control. One 
way that sexual repress ion is effec ted is by withhold-

support for people living with AIDS. It has crea ted a 
communit y that has suffered and grieved together; 
that has formed deep bonds and brought about pro­
found perso nal changes under the most brutal condi-

ing the medica l care necessa ry to healthy sexuality tions. 
In our soc iety today , the withholdin g of hea lthcare on Within the AIDS activist culture there has 
two critica l fronts- AIDS and reproductive rights­
revea ls a policy of sexual repress ion that must be 
understood in the larger context of politica l repres­
sion. These lega l, economic, and social hea lthcare 
policies specifica lly wage an attack on socially and 
economically marginalized groups: gays and lesbi­
ans, women, people of color, and poor people . 

During the last few years , there has been an 
energe tic response by artists to the soc ial crisis 
brought on by the AIDS epidem ic. Throughout the 
country, there have been many exhibitions and other 
cultural events promotin g an enlightened discussion 
of AIDS .1 These activities seek to interrupt com­
monly ex isting (mis)represe ntations of AIDS in the 
med ia that isolate and soc ially victimize people with 
AIDS, people who are often marg inalized already for 
other reaso ns. 

Consequently there has been a concerted 
political effort on the part of AIDS act ivists not to 
equate AIDS with illicit behavior, shame, secrecy, 
guilt, and panic; that is, to res ist the hyster ia to which 
the public has been subjected. The intention is to 
empower people, to learn to live with AIDS, to faci li­
tate prevention, and to insist upon seek ing and find­
ing a cure. This is a liberat ion movement that ulti­
mately promotes safe , hea lthy sex. The AIDS resis­
tance movement has engaged with unrelenting vig­
ilance in its public strugg le aga inst unreaso nable 
AIDS policies , while at the same time providin g 
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been a wide variety of photographic production. The 
strengths and probl ems of thi s work reflect the 
strengths and problems of all contemporary photo­
grap hic practices. Although I will avo id a discussion 
of the politics of representation, I am making the 
assumption that the critical debate surrounding the 
issue of representation is carefully considered by 
act ive photograp hers. Represen tations, including art­
works, must be understood as soc ial interac tions 
rather than as isolated objects; all images-as well as 
the artworld itself-a re part of a larger socio-politi ­
ca l discourse. 

In order to produce effec tive work, photog­
raphers must conscientiously devise strateg ies . The 
audience must be identified; that is, artists must de­
term ine whether a practice will operate within the 
artworld or in a larger or different specific arena. 
Methods of distribution must be deve loped. Artists 
may choose to co llaborate with other artists, activ­
ists, intellectuals, or politica l groups. Activist pho­
tographers must make formal choices regarding how 
their photogra phs will function-as illustration , as 
information , as research, as argument, as metaphor , 
as evidence, as bait, and so on. Ultimately , these 
strateg ic concerns are all embedded in the ideo logi­
ca l struggle to make meaning that is at the heart of all 
contemporary art making. 

Workin g in assoc iation with New York 
ACT UP (AIDS Coalit ion to Unleash Powe r) 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 
AIDS. Using a variety of dynamic graphic ap­
proache s, their public intervention s 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 strategie s are the works of many art photogra­
phers including Doug Ischar and Joe Ziolkowski. 
Ziolkow ski 's Beyond Bounda ries, a photograph that 
shows two naked men embracing, their peni ses 
touching, was the center of censorship controversy 
last year in Chicago. Ziolkowski 's clever resolution 
of the problem was to display the work provocatively 
covered with a wrapper under which the viewer 
could choose to look. 

Another way of using photography to ad­
dress the AIDS crisis is the journalistic or documen­
tary approach of Jane Rosen and others. Rosen has 
covered many movement rallies, demonstration s, 
civil disobediences, and other events. Her records 
protect actions from being forgotten and are useful 
for movement promotion and for cata lyzing new 
energy Portrait s of people living with AIDS have 
also been an important part of the communal resis­
tance to 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 portrait s and many others, in­
cluding those made by Tom McGovern and Neal 
Rantoul , have helped disarm sensationalist media 
stereotypes that have unrelentin gly plagued us. 
These portraits have also been important within the 
community in the mournin g process. 

In order to encourage the production of ef­
fective, empowering imagery and to avoid the para­
lyzing pitfalls of "v ictim photography ," it is impor­
tant to analyze some troubling photographic work 
that has received numerou s accolades in the art mar­
ketplac e. Nicholas Nixon's celebrated work-in­
progress People With AIDS is not only voyeuristic at 
the expense of his subjects, but it actually constructs 
the image of AIDS victimhood for the viewer-a 
horrific freak-show that equates AIDS with morbid­
ity and death.2 The squalor of these pictures margi-

nalizes those PW As put on display as well as the 
historical AIDS crisis itself. Meanwhile, Nixon is 
seen to take a personal risk in his willingness to 
expose himself to PW As when ju st the opposite is 
true. It is the outsiders who put people with impaired 
immune systems at risk. Like most media representa­
tions of AIDS, these photograph s are more invested 
in fear than in action or resistance . 

Nixon's AIDS portraits are consistent with 
the rest of his personal fine art practice , a pre-requi­
site to artworld success. By photographing the visible 
surface of the flesh, his recent work consistently 
features the decay of the body Nixon is well known 
for his fascination with the aging of the flesh of his 
wife 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 various scat­
tered cities. Nixon identifies categories of people but 
never addresses the socia l conditions that make the 
categories significant. He is the ideal Museum of 
Modern Art formalist: the artist is the subject, those 
he photographs are objects. Ultimately, Nixon ' s 
"v ision" is a celebration of impotence and powerless­
ness. 

In developing an alternative strategy to such 
dominant photographic practices for AIDS, activist 
photographer s must consider some limitations inher­
ent in the medium. Many find a need for a verbal text 
to channel intended meaning s. 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 is much more political cultural activity 
in video than there is in still photography One of my 
favorite examples is John Greyson's The ADS Epi­
demic ( Acquired Dread of Sex). Instead of construct­
ing victimization, Greyson's entertaining and sexy 
videotape constructs erotic pleasure, convincingly 
arguing for safe(r) sex by advocating the use of con­
doms. 

Perhaps the lesson to be learned is that in­
stead of an alternative photographic practice , we 
need an alternative to photographic practice. After 
all, it' s been 150 years! 
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Endnotes 

A few of the many inc lude: Jan Zita Grove r and Lynette 

Mo lnar, eds., AIDS. The Arrists ' Response, exh. cat. 

(Co lumbus: the Oh io State Univers ity, 1989); Sunil Gupta and 

Tessa Boffin , Ecstatic Antib odies: Resisting the AIDS 

Mythology (London : Rivers Ora m Press, 1990); Douglas 

Crimp , ed ., AIDS: Cultural Analys is/Cultural Activism, a 

spec ial issue of October 43 (Wint er 1987 reprinted; 

Cambridge : The M IT Press, I 988): and , Kim Abeles and 

Russe ll Moore , eds., Living with AIDS: A Collaborative 

Reflection. All of the artists discussed in this article are 

represented in these publicat ions. 

2 Pete r Ga lassi, ed., Nicholas Nixon: Pictures of People (New 

York : Museum of Mode rn Art , 1988). Nixo n 's work was 

uni formly we ll rece ived in the popular press. For exa mple, see 

Andy Grundberg, "Nicho las Nixon Seek s a Path to the Heart," 

New York Times , Septembe r 11, 1988 , p. 37 For cr itica l 

asse ssments of Nixo n's work , see Jan Zita Grover, "Essay­

rev iew ," exposure 26 :4 ( 1989) , pp. 35-39; and Anne 

McCa uley , "The Body Photograp hic: Nic holas N ixon's 

Pictur es of People ," Views. The Journal of Photography in 

New England 10 (Summer/Fa ll 1989) , pp. 14--16, 22. 

STREET GRAPHIC INTERVENTIONS documents an informational poster campaign , anonymously and 
clandestinely posted throughout the New York subway system by the Metropolitan Health Association. 
This underground campaign protested discriminatory policy and misinformation on AIDS by hanging 
posters informing subway riders of concrete ways of preventing the further spread of AIDS. These "how­
to" posters, which were quickly removed by transit authorities , instruct New Yorkers on how to properly 
clean drugworks and how to properly use condoms-for each campaign there were Spanish and English 
versions. Along the same lines there were anonymous campaigns of rubber stamp and bumper sticker 
types of messages posted on subway advertisements . My photographs document the short lives of these 
graphic displays. By capturing the clever juxtapositions that the activists establish , I ultimately seek to 
expand the audience of these witty subway interventions. 

Diane Neumaier Street Graphic Interventions , 1988-1989 . 
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l/FE BE0/116 AT 80° 
PAN AM HOllDAY VACATIONS TO THE CARIBBEAN. 

Diane Neumaier Street Graphic Interventions , 1988-1989. 

KEVIN BACON tlllABETH McGOVERN 

SHE'S HAVING A BABY 
I-..-~< ,.,,..,1, 11,.,r 11,., 1.,t,.,, ~ ( ,1, 

Diane Neumaier Street Graphic Interventions , 1988-1989 . Diane Neumaier Street Graphic Interventions , 1988-1989. 
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89. 

After the FACT ... Some Women 

Connie Hatch 

Conni e Hatch , Installation view from After the Fact .. Some Women. Positive transparencies wit h 
shadow s and legends. 

After the FACT Some nated, eac h tran sparency casts a d istorted shadow 
Women is an installation that pur sues ideas initi ated 
in my ea rlier proj ec ts, Serv ing the Status-Quo ( 1984) 
and Force d to Disappea r · A Displ ay of Visual Ineq­
uity ( 1987-89). Us ing publi shed and persona l docu ­
mentary, I see k comp arisons betwee n the famous and 

When the light is interrupt ed by the viewe r ' s move­
ment , the shadow momentarily qui vers, shifts, and 
"d isappea rs." Integra l to the insta llation is the em­
phatic use of the viewer ' s body at self-co nscious 
play 

the anonymous. Ce ntra l to thi s inves tigation is the There are severa l metaphors at work here. 
historica l aes thetic of"wo man" as constructed objec t On e is our co llusion with the prefe rential editin g of 
of des ire, while suspect and subjec t of co ntempt. Ex- traditi onal history Another is our co mpli city with 
aminin g photogra phi c portra it conventions, l 've se- somethin g ca lled "co mmon know ledge," which cen­
lected ind ividu al women who are either imm ediate ly so rs by omission unpl eas urable or less sensational 
identifi able or altoge ther unfami liar Eac h woman 's 
portra it is print ed as a fine-gra in transparency and 
mounted at an angle from the wa ll. Ca refull y illumi -

facts. Cru c ial for me in thi s 150th annive rsary year of 
phot ograph y is the continu ing debate betwee n pho­
togra phy as a too l of historica l verity and a fantastic 
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BRIEFING/LEGEND 

NAME OF SUBJECT: 

NATIONALITY: 

SOURCE OF PHOTOGRAPH: 

ORIGINAL PHOTOGRAPHER: 

SUBJECT LAST SEEN: 

CIRCUMSTANCES OF DISAPPEARANCE: 

BESSIE SMITH 
1898?-1937 

United States Citizen . 

The Bessie Smith Story-Vol, 1, Columbia 
Records #CL 855 LP, liner notes by George 

Avakian 1951. 

Carl Van Vechten, 1936. 

September 26, 1937 
On a highway south of the Tennessee state line 
on the main road to Memphis . 

Bessie Smith was born in Chattanooga Tennessee, overcoming dire poverty to become the "Empress 

of the Blues ." She left behind over 160 vocal recordings (every one of them, incidentally, the property 

of Columbia Records). A mistress of vocal inflection and an artist of impeccable taste, Bessie was 

also blessed with a huge, sweeping voice . Combining strength and even harshness with an irresistible 

natural beauty, every note she sang had in its interpretation the history and heritage 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 entertainer in the country, and her records were to outsell those of any 

other Columbia artist before her time . She died in circumstances so bitter that they became a symbol 

of the tragedy of her race. On September 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 

becau se of her color, she died on the way to another . 

Connie Hatch, Briefing/Legend #3. 
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BRIEFING/LEGEND 

NAME OF SUBJECT: 

NATIONALITY: 

SOURCE OF PHOTOGRAPH: 

ORIGINAL PHOTOGRAPHER: 

SUBJECT LAST SEEN: 

CIRCUMSTANCES OF DISAPPEARANCE: 

AMELIA EARHART 
1898-? 

United States Citizen . 

Atlantic Wings by Kenneth McDonou gh, 
Model Aeronautical Press, Ltd . 1966 . 

Unknown, perhaps publicity portrait. 

July 1937 
New Guinea. 

Amelia Earhart wa s the first women to make a solo flight over the Atlantic Ocean. Amon g 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 di sappeared mysteriously in mid-Pa cific . A m ass ive naval searc h 
involving government , commercial, and private vessels , failed to find any trace of either the plane 
or crew 

Connie Hatch, Briefing/Legend #4. 

device to conjure the viscera l. I present both a photo­
graphic transparency fa ithful to a past reality, the 
"face value" of objectivity, and its distorted shadow, 
an exaggera tion of the connotative aspect inherent in 
even the "straightest" photograph. In exploring this 

These "briefings" disclose pertinent information 
about each of the images: name of subject, 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" I 

paradox, I wish to elucidate a range of vexing contra- do not mean to refer only to those who have vanished 
dictions, ju xtaposing the trivial with the profound , without a trace. Important are the women "not al­
and the famous with the forgotten. lowed to appear" in the major activities of their 

Across from each transparency is a legend lives- those who were exiled, banished, imprisoned, 
sheet and photograph in the style of a police report. or silenced by violence, fear, or coercion. 
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Connie Hatch, 1898?- 1937 · 1898- 1937? Installation view from 
After the Fact ... Some Women. Translite on acrylic panels with 
legends . 

My versions of the circumstances of disap­
peara nce attempt to reproduce as close ly as poss ible 
the written style and emotional tone of the media 
source. This var ies widely from the chatty goss ip of 
People magaz ine to the somber reports of Amnesty 
Internat ional. The physica l distance betwee n these 
doc uments and the life-s ize portra it transparencies 

tive construction of what co nstitutes leg itimate his­
tory, work with and aga inst this display of the illu­
sionistic quality of photogra phy Common know l­
edge and publi c information are cultural blind spots; 
full disclos ure is limited by the information inequi­
ties displaye d through the med ia and consumed by 
our collective memory After the FACT Some 

aga in "plays" with the viewe r's know ledge and rec- Women proposes a visual dialectic that interroga tes 
ollect ion of women seen only in the pr int medium . that ghost of historica l ove rsight---o ur own uncon­
(Yiewe rs must walk to the oppos ite wall to see the sc ious prejudice. 
briefing doc uments, either substantiating their first 
impress ions or correcting them.) 

Memory, mistaken identity, and the subjec- ©1990 Connie Hatch 
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Notes on "Activist Photography" 

Steve Cagan 

Not so long ago, a dean at my 
schoo l looked at my resume and profess ional activi­
ties, sniffed, and sa id, "Thi s looks more like labor 
education than art." 

Thi s off ic ial was te llin g me c learly, if 
obl iquely that he does n ' t intend to let me get tenure 
at the schoo l. Thi s is obviously an important personal 
concern for me. But his remark indicates a broader, 
more significant problem as well-th e enforced dis­
tinction betwee n photogra phy as art and photogra phy 
as soc ial communi cation . Thi s is a distinction which 
all of us who are workin g for a soc ially significant 
photogra phy run into. A given set of images, if 
shown in a ga llery or publi shed in the "co rrect" 
places, are seen as "soc ially engage d" "politica l" art, 
but if the same images are used for their communi ca­
tive value in publi cations or other venues which are 
overtly political, then these images lose their value; 
they are see n as less significant. 

Thi s distinction, deeply rooted in the domi ­
nant understandin g of "a rt" (an understandin g pro­
moted not only by the art es tablishment but also by 

people like Martha Ros ier and Allan Sekula. I par­
ticularly remember an interview between Martha and 
a Mex ican journalist durin g a 198 1 co lloquium in 
Mex ico City on Latin American photogra phy The 
writer asked her how politica l photogra phy is re­
presse d in the United States-a serious question, 
co nsidering the physical repress ion experienced by 
progress ive photogra phers in some countri es in Latin 
Amer ica. (One Gu atemalan woman scheduled to 
partic ipate in the co lloquium was "disappeare d" 
shortly befo re the eve nt.) Roster 's answer was, " In 
the United States , it ' s represse d by being hung in 
ga lleries and museums." It took a moment for me to 
rea lize what a good answe r that was . 

In those days, I didn ' t have many problems 
with the distortion of politica l photograph y in the 
ga llery since I wasn ' t be ing shown in any ga lleries. 
Rece ntly I ' ve begun to exhibit in art spaces , and so 
I've started to think about the issue aga in. I 've begun 
to ask myse lf: Given the probl ems inherent in exhib­
iting politica l photogra phy in ga lleries, why not go 
with my original impul se and recog nize that my work 

some on the Left who disdainfull y dismiss what they is most effec tive out side the art world? Given the 
call " instrument al" activiti es), raises for me a crucial problems of the gallery, why do we keep show ing 
question: Are those of us who are interested in hav­
ing a politica l impact throu gh our work really served 
by photogra phy' s acce ptance as art? 

To put thi s anoth er way· what I wanted to 
say in response to the dean 's comment was "Thank 
you." The probl em is that such a response would 
have hurt my chances to stay in my job; I also fear 
that it would hurt my standin g among Left criti cs. 

Anoth er story· Like man y Left photogra­
phers, the deve lopment of my theoretical position 
was strongly influenced by articles and statements by 

there? 
One more story· At a rece nt national SPE 

conference, I presented my own politica l practice by 
giving a slide-talk about the situation of Sa lvadoran 
refugees in a camp in Co lomoncag ua, Honduras. A 
friend and co lleag ue congra tulated me in very com­
plim entary terms on the talk, and her enthusiasm 
made me uncomfortable. It took me a while to under­
stand why Finally, I realized that my friend was 
treating my prese ntation as something unusual and 
new within art; for me, active in politica l organizing, 
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such talks are standard , norm al activitie s. 

These three stories illustrat e the dilemm as I 
enco unter when I con sider what my work is rea lly 
about. My fir st and fund amental goa l is to contribut e 

to politi cal move ments for soc ial change . The ques­
tion for me is not whether phot ograph y is "goo d" 

enough to be considered art, but whether the rece ived 
notion of art is good enough-broad enou gh, serious 
enou gh-to encomp ass much of what is valu able, 
important , and worth while in soc ially con sc ious pho­
togra phic practic e. I ' m not saying that art theory and 
criticism have nothin g to offer us--o n the contrar y, I 
think they do, and they have been import ant in the 
deve lopment of my ow n practice . But art theo ry and 
critica l writin g have a way of pushing themse lves to 
center stage . Rather than engage radica l politica l 
phot og raphi c practice on the ground and on its own 
terms, they draw politica l or soc ial practices into a 
debate within the terms of the art world , ignoring the 
co ndition s and goals particular to the produ ction and 

distribution of politi ca l work. Unfortunat ely, this re­
writin g of politi ca l practice is done not only by main­

line critics, but also by those who are on the same 
side of the metaphorica l barricades as politi ca l pho­

togra phers. 

No w, I am not say ing that political photog­
raphers should neve r see themse lves as artists or 
engage in art-w orld activiti es and strugg les . On the 
contrar y, I think that such work is a real and seriou s 
part of the spec trum of politica l photographi c prac ­
tices . But I do want to insist on two thing s. 

Fir st, that artists and art critics take an ade­
quat e ly modest stance with respec t to the importan ce 
of their work . Exhibit s and publi cations that deco n­
struct the function of photog raph y, or that critic ize 
and undermin e domin ant art-world ideas and va lues, 
are ce rtainly contributi ons to the strugg le to change 
our soc iety, but they are not particularl y central to 
that strugg le. Certainl y they are not so import ant that 
they should be allowed to totally displace content­
oriented activist practices addresse d to a wider audi­
ence . Not all politica l photog raph y can be, should be , 
needs to be, or wa nts to be jud ged by art criteria. 
Thu s, for exa mpl e , the criticism that my own images 
are not v iable beca use they reca ll Lew is Hin e 
(whether or not this is true is another ques tion) is 
based on the totally fal se assumption that mo st, or 
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even a substantial part of my audience know s who 
Hine was , think s about the way Hine fit s into the 
history of socially-conscious photograph y, or cares 

about these issues. 

Secondl y, we should recog nize that any at­
tempt to prescrib e which activities are rea l or serious 
or acce ptable or (God save us!) "co rrect" is prob ably 
a big mistake. Con sequently I'm not ca lling on any­
one to abandon the art world or the ga llery scene. 
Rather, l 'm asking that we recog nize that we can deal 

with the probl ems art prese nts to politics simply by 
workin g in other areas. If we enco urage such think­
ing, I be lieve that the catego ry of photogra phy will 
end up broader, mor e interes ting and more useful 
than the ca tegory of art. Such thinkin g will also in the 
end lead us to a discussion of audience- who we are 
address ing, what we are trying to say to them, and 
what we want the con sequences of our communi ca­
tion to be . Radi ca l critic ism, to be mor e broadly 
useful , might con sider the meanings and approa ches 
of political work produ ced for audiences beyond the 
art world . 

• • • 
J like to think of my own work as "ac tivist 

photogra phy " I came to this activity not as an artist 
co ncerned with social issues, but as a social activi st 
who dec ided to work with photogra phy For mor e 
than fifteen year s, mos t of my photogra phy has been 
done within the fram ework of politica l campaigns 
and activities . Whil e I don ' t have the space be low to 

pro vide a detailed autobiog raph y, I would like to 
outlin e the major areas in which I have worked. For a 

long time, my work had esse ntially two outl ets- it 
appea red in various publi ca tions of the politi ca l 
move ments l re lated to, and it was exhibit ed in stree t 
fairs and peace fa irs in my own communit y The 
politi ca l goals of my ac tivity were pretty clear if 

somew hat unexa min ed. I wanted to provid e visual 
material for the periodi ca ls, lea flets, and posters of 
the move ments in which I was workin g. The in­
tended audiences includ ed both the constituencies of 
those movements and peo ple to whom we we re 
trying to reac h out. J also want ed to help develop a 
cultural current within these politica l mov ements. I 
still be lieve very stron gly in this kind of activit y-
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Steve Cagan , illustrations for The Cleveland Beacon , 1981 

again , an activity which has not received much atten­

tion from the art world. 

My earliest political photography was done 

for the movement against the war in Indochina, a 

movement in which I was active for many years . In 

the late 1970s my attention shifted to other areas. 

Although I remained intere sted in foreign policy 

questions , and did produce a slide show for the Coali­

tion for a Democratic Foreign Policy I spent nearly a 

decade focusing more closely on issues in Ohio , the 

state in which l live. I began to examine the conse­

quences of factory closings , working with a major 

community organization on this issue. At the same 

time , I began to do freelance work for progres sive 

publications and for unions and other organizations. 

Out of this work came an exhibit on plant closings , a 

photo-and-text display on laminated panels , which I 

have shown both in the art world and in more activist 

environments. 

In the late 1970s I was also part of a group 
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Steve Cagan , illustrations for The Cleveland Beacon , 1983. 

the Rosenberg case, some posters , and a series of 

concerts and cultural activitie s in the area. Thi s group 

failed to attract more than a handful of member s, and 

we eventually drifted apart. One activity which I 

drifted into was the production of an outreach maga­

zine called The Cleveland Beacon. Although this was 

a very interesting project, it, too , ultimately failed 

after a few years , due to lack of funding . 

The decline of these project s, and the in­

creasing prominence of Central America after the 

Sandinista victory in 1979 , along with the profound 

effect of a personal visit to Havana that same year , 

helped turn my attention to the Central America soli­

darity movement. I 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 image s have 

been produced , and on the ways in which my image s 

have been disseminated. In the first place, project s 

are taken up not only because I am intere sted in them , 

of "culture workers" in Cleveland. Our work in- but sometimes because they fit the needs of the ­

eluded the production of a multi-image slide show on movement. My work on the project "Let Nicaragua 
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Steve Cagan, illustrat ions for PROCARES brochure , n.d. 

Live" (which involv ed photogra phin g in Nicaragua 
in an effo rt to raise money for loca l deve lopm ent 
pro gra ms) and for the Salvadoran project PRO­
CARES (which runs soc ial service s and trainin g pro­
grams for refu gees) was in response to the needs and 
requests of the spec ific organizations involv ed. Some 
of this work fit closely into what I was personally 
intereste d in, some less so. A year ago, I photo­
graphed the first New Song Festival in El Salvador 
because it was needed and useful for the movement; 
unlik e my students, I ' m not espec ia lly interested in 
conce rt photography That's not to say that it was n ' t 
a wonderfu l experience for me; it 's just that it wasn ' t 
particularly important to me as a photograp her 
Howeve r, it was important to me as an act ivist. 

One of the very positive consequences of 
this approach to my work is that when I am in "the 
field," my relation ship to the people I am photo­
graphin g is that of an activist, rather than that of a 
symp athetic artist. Que stion s about my right to pho-
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tograph , and my re lation ship with my "subject s," are 
cast in a very spec ial light. I am less of an outsider. 
This is a double-edged swo rd-my particip ant status 
often means that I must devote time to other activi­
ties , such as tran slat ing. I'm ambivalent about this 
beca use I want to "be a photo gra pher," but eve n mor e 
I want to be an activist/photographer. 

My images have been used in numerou s 
publications of the mov ement, both in this countr y 
and abroad. Such use implie s an acce ptan ce on the 
part of the audience , the users (sometimes that mean s 
me), and the photo gra pher (which always means 
me), that despite the insights of critical theory, pho­
tography co ntinue s to asse rt itse lf as a fairly transpar­
ent and direct represe ntation of a world which rea lly 
ex ists. Such use also demon strat es little concern with 
the image as an "a utonomou s" work of art. Dec isions 
abo ut the use of my images are made frequently in 
co llaboration with editor s, writers , and others, some­
times without any seriou s input from me as photog ra-
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Steve Cagan, postcard of Esteli, Nicaragua, 1984. 

pher (w hich is fine with me). 

In other wo rds, in the d istribut ion or di splay 

of my wo rk , ex plic itly po litica l cr ite ria play an im­

portant ro le in determ ining both what I will do and 

how I will do it. This does not mea n, however , that I 
always wor k acco rdin g to a gro up dec ision-mak ing 

process. There are some form s of prese ntation ove r 

which I have more co ntro l. I g ive many slide talks in 

schoo ls, churches , and other places. I ' ve already re­

fe rred to a recen t talk I have bee n giving about the 

refugee camp at Co lomoncag ua. This wo rk close ly 

integra tes the photograp hic and organizing impul ses 

which motiva te me. Th e slide ta lk is the only fo rm of 

prac tice that competes with my publi ca tion wor k, 

and in fact it has probably ove rtake n my publi ca­

tions. I have not thus fa r crea ted audio tapes to ac-
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The Plain Dealer Magazine 

Steve Cagan , Cleveland Plain Dealer Magazine , 1984. 

company slides, becau se I like to go myself into 
various environment s, repre sentin g and speaking for 
different organizations. (Fo r example, in the case of 
Colomoncagua, I work with a group ca lled "Voice s 
on the Bord er.") This allows me to shape my presen­
tation acco rding to the occasion and audience . Still , I 
am interested in the possibilitie s of producing and 

The fir st set of postcard s I did was for the touri sm 
office in the Nicaraguan town of Estelf. There exist 
very few postcards in that country, but they are a 
useful thin g for icara guan s to have , both to give 
away and to sell, and post ca rds are especially appre­
ciated by people who visit out of motives of so lidar­
ity I was also asked by the Nicaraguan Mini stry of 

distributin g slide/tape program s, and may soo n ere- Culture in the northern Atlantic coast area to produce 
ate one about Colomoncagua. 

Another form of alternate display for me 
has been the production of posters and postcard s. 
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a set of cards for that region . My postc ard s have been 
distributed by other Nicaraguan agencies , and so ld in 
the Unitect-s-tates as well to raise money for solidarity 
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Steve Cagan , Cleveland Plain Dealer Magazine, 1986. 

organizations. Mos t rece ntly, I have been invo lved in 
the produ ction of postcard s fo r the ca mpaign in sup­
port of the Salvadoran re fugees . 

I have also produ ced a display of photo­
gra phs and tex t about the situati on of Sa lvadora n 
refugee s in the camp at Mesa Grande, Hondu ras . 
Thi s display, ca lled " How Sad My Peo ple Seem," 
was crea ted for an international campaign to supp ort 
the refugees' des ire not to be re loca ted from the 
border zone into the interior of Hondura s. Th e dis­
play is traditi onal in many respec ts. It was erec ted at 
a sprin g stree t fair in Cleve land , where it was used to 
enco urage peo ple to j o in in a postca rd-writin g ca m­
pa ign. Wh en a slightly more deve loped ve rsion of 
thi s same display was show n in a po litica l art show at 
the art ga llery of SUNY -Bin ghamton, the postca rds 
in supp ort of the refugees we re also put out fo r the 
ga llery audience to sign. 

Rece ntly, I have had two articl es print ed in 
the Sund ay magaz ine sec tion of the Cleve land Plain 
Dealer Thi s wo rk lies close to what is traditi ona lly 
thought of as j ournalism . I want to emph asize that 

oi.-,,,._.M-1M,.,,_d,Mrna11,MaJ1.,... ... ,"'-"II ~ •l..a1'1·a.tM't, ...... c. flll'u--l,.,r,,,,,~, IMlr ...... ....,..~ .. ..,•flatl.&- .,"""""-flldiio ~~.M.d,-i- .... 1~t.-- • JJl.t ...... -...-
~ ........ ...,,.~ .1wno c..t,,_,u11, 1iotu..•­""""'""''"'•i.o..l -~UIIO-.el.S....i....•11u. eo,. .... ,.,.._ 

here aga in I do not seriously challenge the notion that 
photogra phy is a transpare nt , acc urate medium for 
representin g the wo rld. I think the benefits of pub­
lishing articl es that report pos itive ly on some of the 
deve lopments of the Sandinista revo lution and nega ­
tive ly about the crimes of the contra , and publi shing 
these articl es in a form which reac hes half a milli on 
peo ple, are so grea t that it is better for me to be direct 
and tru sting about my wo rds and image s, so as not to 
make them the issue. 

Finally I want to desc ribe briefly a way of 
distributin g image s in which I rece ntly (and unint en­
tiona lly) engage d, and whi ch remains uniqu e in my 
persona l ex perience . I have mentioned photogra ph­
ing a rece nt mu sic fes tiva l in El Salvador It took 
place in three major cities , all of which were und er 
gove rnment control. Afterwards, it was important to 
these revolutionary artists and cultur e workers to be 
able to share their experiences with peo ple in zones 
und er the control of the FMLN . I found out severa l 
month s later that the set of black-and- white contact 
sheets I had pro vided to the organize rs had been 

35 



circulating in these zones. Later, when I visited , I played in art ga lleries or publi shed in art journals, 
discove red people who had seen them and desc ribed and if we ignore issues of concern to that art world 
them (and through them, the eve nts) with grea t en- audience, then we are being irresponsible. On the 
thusiasm. It was a great moment for me. 

• • • 
Serious politic al activit y always invo lves a 

set of goals and criteria fo r success. Th ese vary 
wid ely Co nsequently, as I 've already indica ted, I 
think that there is not a single co rrec t line or a single 
correc t activity that Left or radica l phot ography must 
take. How are we eve r go ing to mov e seriou s num­
bers of peo ple in this countr y, or supp ort a spontane­
ous move ment , if we restrict ourse lves to a strugg le 
agai nst hege monic ideas within the tiny, cla ss-based 
world of art? 

But eve n with a broader concept of practice, 
we still must contend with the probl em of est abli sh­
ing reaso nable goa ls and criteria for politica l work. 
Intentions a lone are not suff ic ient , nor is clea rly iden­
tifiable politica l content enough. We need to know 
what happens to content, what purp ose it serves, and 
whether our intentions can be rea lized by the forms, 
methods, and arenas we choose for our work. 

If we do work which is intended prim arily 
fo r an art world audience, work which will be dis-

36 

other hand, if we are concerned most of all about 
having a politica l effec t in the world , about buildin g 
and supporting a popular movement, we may ask 
ourse lves about the politica l eff icacy of doing this 
work in ga lleries. And if, in our concern that the art 
world is too small or too restrictive, we turn our 
attention to a wider audience, but address that audi­
ence with only our art world concerns, we may only 
crea te furth er barriers to communi cation. It is a prin ­
ciple of radica l educa tional theory as we ll as radica l 
organizing theory that you have to address people 
about issues which are of interes t to them, in terms 
which they can understand. Thi s prin ciple might also 
be applied to radi ca l art and cultu ral work . 

We must deve lop a deeper understandin g of 
our politica l intentions. We must understand our ow n 
soc ial pos itions, and the soc ial positions taken by our 
work . Work within and fo r the art world will invoke a 
certain set of goa ls and criteria. Work within an 
activist move ment will invoke a diffe rent set. We 
should try to understand , co ntrol, and expand the 
limi tations and poss ibili ties in whateve r contex t we 
choose to work . 

WO 

of 

see 

nar 

rigt 

and 

defi 

ofo 

aim 

for 
limi 

ofe 

to t~ 

area 
gov( 

nore 

us a1 
new 

pres< 
the I 

from 
as oL 

struc 
work 
serve 

stant 

We/c 
( 1981 
work 

then 



mals, 

orld 

~ the 

bout 

ding 

ask 

this 

e art 

our 

IUdi­

only 

Jrin­

jical 

ople 

!TTnS 

also 

g of 

own 

our 

kea 

1 an 

We 

the 

we 

Public Art at Work: Democracy Untested 
is Democracy Denied 

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

Th rough o ur collaborative 
work as publi c artists, we have engaged the narrati ve 
of pow er which governs San Diego. We not only 
see k to make visible the network that crea tes this 
narr ative of pow er, but a lso to make clear how c ivil 
rights in our city are subvert ed by co rpora te age ndas 
and the touri st indu stry We wish to parti c ipate in the 
definition of our c ity, and to enco urag e the prese nce 
of other vo ices and perspectives . In the pur suit of thi s 
aim , while working to create a genuin e publi c space 
for our work , we hav e revea led the c ity's practice of 
limitin g constitutional liberties, es pec ially freedom 
of express ion . 

All of our project s ra ise que stion s re leva nt 
to the current deba te surroundin g publi c art , de facto 
raci sm, and censorship. Our work lays bare sensitive 
areas that the loca l interlocking powe r structure of 
government, indu stry , and press would prefe r to ig­
nore. Thi s pow er structure attempt s to delegitimate 
us as politi ca l actors, and therefo re we mu st create 
new ways to control the mea ning of our work and its 
prese ntation. Th e press freq uently attempts to shift 
the focus of our work from politi cs to personalit y 
from soc ietal racism to what some comm entato rs see 
as our hypocri sy as middle-cl ass cr itics of the pow er 
structure. To defy these attempt s to triviali ze our 
work , and to increa se the publi c that our artwork 
serves, we have found it necessa ry to improvi se con­
stantly 

Our fir st publi c proj ec t was the bus poster, 
Welcome to Ameri ca's Finest Tourist Plantati on 
( 1988) , which addre ssed the role of undo cumented 
workers in San Die go's touri st-base d eco nom y We 
then crea ted Welcome to America's Finest a) City 

b Tourist Plantati on or c Convent ion Center( 1989), 
a billboard which addr esse d the city 's re lation ship to 
the Rev Dr Martin Luther King, Jr Our most rece nt 
proj ec t was the m edia ca mp a ign and s tr ee t 
perfo rmance Welcome Back Emma (1989) , an his­
tori ca l ree nact ment of th e I.WW 's (Ind ustrial 
Work ers of the World ) strugg le aga inst raci sm, and 
the fight for free speec h in San Diego in 1912 . 

In Sept ember 1989, severa l San Diego art­
ists organized a large group exhibiti on, No Stomach , 
to address the then-p endin g Helm s amendment. We 
created the fo llowing essay for the show to articulat e 
our opposition to censo rship in the arts , includin g the 
censorship of the ga llery which spon so red our bill­
board proj ec t. 

Censorship and the San Diego 
Connection 

Every time I hear the word culture I reach for 
my pistol . 

-attributed to Hermann Goering 

Jesse Helms and Company have their six­
guns loaded, po inted , and ready to fire, and their 
bull ets aren ' t blank s. Con gressional reco mmenda­
tion s to puni sh organization s that hav e fund ed and 
exhibited artwork by Andres Serrano and Robert 
Mapplethorpe are extraordinary acts of ex post facto 
censors hip , but no more dramatic than what is hap­
pening in San Diego. The abuse of pow er by politi -
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cians who restrict and contro l art that is controve r­

sial, provoca tive, and critica l is already the sta tus quo 

locally 

In San Diego, politicians have what Helms 

can only dream of-fin al approva l on fundin g to 

artists and art organizations. San Diego doesn ' t need 

six-g uns, not with Mayo r O 'Co nnor and her e ight 

C ity Co uncil cohorts who appro ve or reject fundin g 

to protec t the c ity ' s corpora te age nda and tourist 

indu stry In May, the San Diego Council 's Publi c 

Serv ice and Safety Committ ee (PS SC) "ju st sa id no" 

to a recom mendation by the c ity's ow n Commi ssion 

fo r Arts and Cultur e to fund San Diego ' s Insta llation 

Gallery The PSS C withdr ew $42,000 in fundin g 

intended fo r Installation, hoping to puni sh the ga llery 

fo r sponsor ing a controve rsial work of publi c art , our 

billb oard address ing San Diego's relationship to the 

Rev Dr Martin Luth er King, Jr. Later, when the full 

co uncil narrow ly ove rturned the PSSC's dec ision 

and restored $37,500 to Insta llation, the Co uncil still 

res tricted the use of those fund s, thereby retainin g 

contro l ove r the arts. 

limit artistic free dom of express ion in the name of 

dece ncy, mora lity, and the American way are the 

same crew who support the corpora te age nda of 

max imized profits. Helms find s "ev il" in gove rnm ent 

funding for the arts, but "goo d" in gove rnm ent subsi­

dies fo r the tobacco indu stry Anyone who sugges ts 

otherwise- that what 's goo d fo r corporate America 

is not necessa rily goo d for the communit y-is auto­

matica lly labelled disloya l and subvers ive . 

We live in an era when it is far more re­

spec table to restrict constituti onal rights than to de­

fend the liberties guaranteed by the Co nstitution. Bu t 

pointin g the finger exclu sive ly at Helms suppr esses 

inquir y into the soc ial climate that makes the e limi ­

nation of First Amendm ent rights poss ible. It ab­

so lves Helms' congress ional partners of their com­

plicity in undercuttin g freedom of express ion, their 

respo nsibilit y fo r erod ing democra tic va lues, and 

their culpabilit y fo r underminin g institutions like the 

NEA . Freedo m of ex press ion is already dimini shed 

by the censorship impli cit in corpora te fun ding for 

the arts. Now the gove rnm ent, in lock-step with cor-

II 

pora tions, wa nts to tighten the noose of censorship 

Politically , the crusade against the NEA by elimin ating fundin g for dissen ting vo ices. 

{National Endowment for the Arts] displaces The ease with which we foc us on the point 

scandal and charges of dishonesty from the man fo r the co nservative age nda can blind us to the 

attackers to those attacked . need to look critica lly at the very instituti ons we are 

-Carole S . Vance , "The War on Culture ," supporting aga inst congress ional attack. Museums 

Art in America (Sept. 1989 ) and ga lleries are already in the business of censoring 

The Helms Amendm ent is not about censor­

ship vs . freedo m of speec h. It is about adding to the 

leve l of censors hip that now ex ists. Co ngress ional 

attempts to limit artistic freedo m of express ion con­

stri ct partic ipation in alrea dy narrowe d debates. 

(Witn ess, fo r exa mpl e, the absence of soc ial critic 

Noa m Chomsky fro m the editorial pages of major 

American newspapers, or the continued banishment 

art. Demonization of Helms diver ts attention from 

the fac t that museums and ga lleries are not bastions 

of free express ion. Mu seums still promote rac ial 

separa tion, soc ial hiera rchies, and cultu ral hege m­

ony The challenge to artists is not mere ly to defea t 

the Helms Amendm ent, but to rest ructure cultural 

ga tekeeping institutions so they fully represe nt the 

diversity of our soc iety 

of nove list Go re Vid al from netwo rk te lev ision Ill I kept giving them credit for being our kind of 

people , but they 're dictators! They're people 

who will try to hold power even if they have 

to poison the town to do it. 

twenty yea rs after his on-the-a ir skirmi sh with Wil­
liam F. Buck ley, Jr.) Our access to info rmation will 

be eve n more limit ed in the near futur e. Acco rdin g to 

media analyst Ben Bagdiki an, five to ten co rpora- -Dr Stockmann in Henrik Ibsen 's 

tions wi II contro l product ion of mos t of the world 's An Enemy of the People 

info rm ation , inc ludin g news papers, magaz ines , 

books, data bases , broadcas t stations, mov ies, re- In San Diego, the narrow ing of diversity at 

cordin gs , and video casse ttes . The people who would the natio nal leve l is mirror ed in the loca l trend to -
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Elizabeth Sisco, Louis Hock, David Avalos , Welcome to America 's Finest Tourist Plantation , 1988. 

ward homogenization of thought. City promoter s aim 
to further the entertainment model of di sco urse, 
viewing all issues through the twin lenses of public 
relations and consumerist marketin g strate gies . City 
officials rationalize existing social, economic, and 
political relation ship s by constantly referrin g to San 
Diego as "A merica 's Finest City," a rhetorical man ­
tra that sanctifies the status quo . Thu s art that is 
critical of San Diego, according to city officials, 
subverts America 's Finest City The city council 
wants to promote civic pride and consensus throu gh 
fabricated postcard image s of San Diego rather than 
through extended discussion about pre ss ing local is­
sues. 

As public artists, our work see ks to pre serve 
and expand constitutional libertie s in general and 
freedom of expression in particular ; in addition, we 
aim through our work to expose the local power 
structure that subverts the se rights in favor of corpo­
rations and the touri st industry We insi st on partici ­
patin g in the definition of our city rather than accept­
ing the fantasy ima ge conjured for marketin g. As part 
of our commitment to the real issues San Die go 
confronts, both as a major border region and as a 
growing metropoli s, we have created a series of pub­
lic artworks. The se artworks have had broad reper­
cussions, includin g censorship by the city 

1987 was a pivotal year in San Diego . The 

Plantation " appeared on the back of half the buses 
operated by San Diego Transit. 

Thi s appropriation of the city's se lf-ag gra n­
dizing slogan was super impo sed on a tripty ch of 
photograph s. The central image was of a Border 
Patrol agent handcuffin g two Mexican men arrested 
on a San Diego Transit bus. To the left and to the 
right of this ima ge were photo gra phs of the hand s of 
a dishwa sher and a chambermaid , repr ese nting the 
undocumented and invi sible workers of the tourist 
indu stry 

The image was unavoidable . Clearly in­
tended to provok e controversy and media scrutiny , 
the poster was delivered to people 's home s via televi­
sion, and radio, and the daily new spaper San 
Die go's se lf-promotion apparatus exploded with 
criticism and the news media jumped , fuelin g the 
co ntrover sy and activating the artwork. 

The poster served as a catalyst for public 
debate. Our intention was to focus thi s debate on the 
raci sm implicit in buildin g a touri st economy by 
exploiting an undocumented labor force. How eve r, 
in San Die go, the c ity hotel-mot e l tax is used to fund 
works of art; the fact that our work was in part 
sponsored throu gh thi s tax created the loude st pro­
tests from the warden 's of San Diego 's official im­
age. " I have trouble usin g taxpayer s' dollars to put 
down thi s beautiful city of San Diego ," sa id Coun-

city began construction on the We st Coast's larges t cilwoman Gloria McColl. 
convention center It also won the bid to host the 
following year's Superbowl , to be held on January 
31, 1988. On Januar y 4, 1988, our poster with the 
greeting " Welcome to America ' s Finest Tourist 

The city ' s repressive apparatus was mobi­
lized throu gh a series of behind-the-scene s and pub­
lic actions de signed to censor our exa mination of the 
underpinnings of the local economy· 
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Newspaper coverage of Welcome to America 's Finest Tourist 
Plantation, 1988 . 

I) Press ure by the mayor 's office on the Metro­
politan Transit Deve lopment Board (MTDB ) to re­
move the poster 

2) Ca lls from San Diego Channels 8 and 39-
broadcas t ove r eac h station--<le manding that the 
MTDB remove the poster. 

3) Reass urances fro m the c ity co uncil that, 
through the estab lishment of a Commission for Arts 
and Culture, c ity money wo uld neve r aga in be allo­
cated for such artworks. 

4) Rev ision of MTDB policies to allow the re­
ject ion of any images critica l of any law enforcement 
agencies. 

5) Inves tigation by the Ca lifornia Leg islative 
Council, at the reques t of State Asse mbl yperson 
Larry Stirling (R-San Diego), to determine whether 
public funds could be used to support opinions criti ­
ca l of the city (No illega lity found .) 

In April 1989, with a $ 100 budget from In­
stallation Gallery in San Diego and billb oard space 
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donated by Gannett Outdoor Advertising, we created 
Welcome to America's Finest a) City b Tourist Plan­
tation c) Conventio n Center The project addresse d 
the city's inabilit y to find a fittin g tribut e for the Rev 
Dr Martin Luth er King, Jr City off icials proposed 
that the new convention center be named after King, 
but later changed their mind s when their Port Com­
miss ioners voted aga inst it. In this effo rt to avo id 
co nt rove rsy, c ity off ic ia ls c lea rly demonstra ted 
whose voices matter---ce rtainly not those of the Afri­
can-American communit y or those who want the c ity 
to acknowledge its diversity 

In our effort to contribut e to this publi c 
debate, we experienced yet another attempt by the 
city to stifle contro versy, and we were threatened 
with corpora te censorship . Dec laring that the bill­
boa rd was not art , Gannett tried to get Installation 
Gallery to remove the artwork. Two months later, 
city officials voted to defund Installation. When City 
Co uncil member Ron Roberts was asked by The San 
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Newspaper coverage of Welcome to America 's Finest Tourist 
Plantation , 1988 . 

Diego Union if Installation' s money was cut becau se IV 
of budgetary problems or becau se of his opposition 

The lords of the global village have their own 
political agenda . All resist economic 
changes that do not support their own finan­
cial interests. Together they exert a ho­
mogenizing power over ideas, cultures, and 
commerce that affects populations larger 
than any in history. 

to the billboard , Roberts replied ,"! guess I would 
have to admit to both . I'll be stupid enough to do 
that. " In the debate surrounding the denial of fund s to 
Installation, Robert s stated,"The First Amendment 
says that there should be free speech ... It doesn' t 
mean that the City Council has to be payin g for that. " 

Although part of the funds slated for Instal­
lation were eventually provided to the gallery, the 
fallout from this project has blanketed the art com­
munity with worry over future funding and self-cen­
sorship. Asked by the Village Voice if he would work 
with us on a billboard project in the future , Hugh 
Davie s, director of the La Joll a Museum of Contem­
porary Art , stated that if "[ they] don ' t get anyone to 
pick up their next billboard, it'll be because we're all 
cowed by the prospect of censorship." 

-Ben Bagdikian, "The Lords of the Global 
Village," The Nation (June 12, 1989) 

We see ourselves as part1c1pants in a de­
mocracy , not as an audience in a San Diegoland 
version of our city We feel that a multiplicit y of 
voices and perspective s are basic to the health of any 
democracy But instead of a dialogue contributing to 
the planning of upcomin g San Diego events, we hear 
the single voice of Mayor Maureen O 'Co nnor In 
keeping with the trend toward cultural engineering, 
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. Jj Welcome to America's Finest 
<;, , a) city 

~:, b) tourist plantation 
IMPERIAL BANK c) convention Center 

Deborah Small , Elizabeth Sisco, Louis Hock, David Avalos , view of Welcome to America's 

Finest a) city b) tourist plantation c) Convention Center, 1989 . 

the Mayor has taken it upon her self to become lord of 

the city 's cultural village. 

For the San Diego Arts Festival , local politi-

Diego Mini stry of Cultur e to centralize and control 

the content and character of a festival that should 

involve full community participation . 

cians have gone beyo nd censorship. Censorship re­

strict s the right of expression. In San Diego , the arts V 

community has not been restricted, but eliminated. 

In the year of a Soviet arts festival, it 's par­

ticularly ironic and depressing that a form of 

censorship we associate with totalitarian 

regimes should be visited on a San Diego 

institution [Installation] that has pioneered 

free speech in our community. 

The Mayor , as corporate raider, has appointed herself 

the board of director s, the museum administrator, 

and the curatorial staff for the entire upcoming Festi-

va l, which will ce lebrate the "Treasures of the Soviet 

Union." She did not seek 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 $3 million 

of taxpayer money , and ga ined a commitment from 

the city to raise a matchin g amount from local corpo­

rations. O 'Connor also appointed all festival execu­

tive s, who report to her. She has extended this bu­

reaucratic purview by incorporating the staffs of all 

cultural institution s that will participat e in the Festi­

val. And finally , she has assumed dictatorial author­

ity in dec isions about which events will or will not be 

a part of the Festival. She has formed her own San 

42 

---tjugh Davies, "America 's finest censors 

or just plain budget cut? " 

The San Diego Union (June 5, 1989) 

Some politician s want us to believe that 

because they are able to appropriate funding for the 

arts, they should be able to appropriate the rights of 

artists. We must resist the sophisticated organiza-

tional tactic s of those who would impo se a conserva-

tive agenda. In San Diego we must take concerted 

actions to eliminate the abuse and censorship that 

exists within the local proce ss of public funding for 

the arts. The City Council of San Diego must get out 

of the censorship business, and must trust their own 
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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 cultural 
identity Democracy untested is democracy denied. 

• • • 
In keeping with our commitment to partici­

pate in San Diego's cultural identity, we applied for 
and received a 1989 Inter-Art s NEA grant to create a 
series of works addressing San Diego's historic 
struggle s 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, The San Diego Union. It subsequently 
ran in a local week ly paper , with a new headline 
declaring: "THE AD THE SAN DIEGO UNION 
DOESN 'T WANT YOU TO SEE. " The performance 
went on as planned , drawing 200 people out into the 

streets of downtown San Diego to 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. 

Shortly after the ad was censored, Elizabeth 
Sisco, a member of the collaboration , resigned from 
an NEA Visual Arts Organizations panel review, 
claiming that the peer review process had been sub­
verted by internal censorship of so-ca lled controver­
sial grant app lications. In an effort to expand com­
munity awareness about current NEA practi ces 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 Arts, the gallery that sponsored the Robert Map­
plethorpe exhibition after the Corcoran 's cancella­
tion .) 

To continue to participate in the 
community 's cultural identity , we, like peopl e in all 
communities, must develop strategie s to address the 
censorship of ideas , the stifling of diversity , and en­
demic racism. 
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Essay-review 
by Jan Zita Grover 

Krzysztof Wodiczko , Projection on the Balboa Park Museum of Man, 

San Diego, California , 1988. 

The Photography of Invention : American 

Pictures of the 1980s 

Essay by Joshua P. Smith 

Introduct ion by Merry A. Fore sta 

Cambridg e : MIT Press , 1989 

HB , $39.95 
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editors are active shapers of the canon, 

whose differing aims and assumptions de­

termine what will seem central and what 

peripheral. ' 

Arti sts buckin g fo r tenure or dependent on 

the marketplace are ca ught betwee n a roc k and a hard 

place . Acquirin g recog niti on and makin g sa les often 

depend upon a not-too- close scrutin y of what uses 

curators and dea lers and critics mak e of one's work ; 
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it ' s difficult to refu se showin g beca use the curator is 
a jerk or the critic has it all wrong . The end-tenure , 
a name, sa les, a place in history , whatever-is used 
to justify the means. It ' s a tradeoff for which no artist 
I know , save those with private incom es and/or ten­
ure, has found a satisfac tory solution. 

I brin g this up because I have in front of me 
a 2.5 lb., hardbound , full-co lor cata logue that pro­
poses itse lf as "The photography of invention. 
American pictures of the 1980s." The catalogue in­
cludes mo st of the photo graph s that appeared in the 
National Museum of American Art/Smith sonian In­
stitution show (28 April-JO September 1989) , which 
I didn't see . What we ' re offe red here is one photo­
gra ph per photographer, title, medium , dim ensions, 
source of the photograph , photo gra pher's birthd ate, 
place, and current res idence. 

My 20 year-old daughter asked me about 
that. "Why do they only give you the birthplac e and 
res idence of all the photographers? " she aske d. 

Why indeed? The mo st obvious answer is 
that thi s is a catalogue organized around the prin­
ciples of co llec ting. According to Joshua P Smith, 
the co llector who wrote the introducti on, the cr iteria 
for choosing work were 

"photographers and other artists who 
use photography extensively " 
"[photographers] who did not receive 
curatorial or critical attention before the 
eighties " 

"[photographers} who did their first (or 
very different) nontraditional work in the 
eighties." 

The cr iteria for ignoring work were 

"similar earlier photography , however 
significant " 
"work by artists for whom photography 
is not a major activity " 
"works that literally incorporate other 
media : photographs whose surfaces 
are marked with other materials such as 
paint or ink; photographs combined with 
other forms in one piece or as part of an 
installation ; and photosculptures. " 

If this system of inclu sions and excl usions 
leaves you wondering what e lse (if anything) the 
photo gra phs inscribed by these condition s share, 
here is Smith ' s answer· "A usefu l approach to the 
pictures in this exhibition is to see them as made, not 
take n." Got it? 

A more ahistor ic bas is for se lection would 
be difficult to imag ine. It excl udes manipul ative 
work from the past simply because it was produced 
befo re 1980; earlier work by the same photographers 
beca use they produced it befo re 1980; other work by 
the ex hibit ed photogra phers if it " inco rporate[d] 
other med ia"; work by anyone, includin g the ex hib­
ited photogra phers, produ ced befo re their photogra­
phy became "a major activity " In other words , the 
work show n in The Photograp hy of In vention is pre­
sented as sui generis, as source less. Thi s is the sort of 
shallow marketp lace va lue- it' s completely new!­
that moves print s amon g uninforrn ed people , but it is 
not a connoi sseurial value, which savo rs the lineage 
of art, and it is not a curator ial va lue, which draws 
con nections betwee n present and past works and 
their makers. It is above all not a critica l value, which 
seeks, in the words of Jane Tompkin s, "the notion of 

texts as doing work, express ing and shaping the 
soc ial con text that produ ced them 

Tompkin s, who was discuss ing American 
litera ture when she wrote this, went on to say that she 
"w ish[ed] to substitute" this idea of texts as doing 
work "fo r the critical perspec tive that sees them as 
attempt s to achieve a timeless, universa l idea l of 
truth and forrnal coherence." 2 

Foresta and Smith pump for a forrnal coher­
ence among these photographs based on the "made" 
vers us "taken" thes is. They propose these photo­
gra phs as a radical departure from photogra phy 's 
history And beca use they have rad ica lly exc ised the 
photographsji-om history, they enco unter no internal 
contradictions to their argument. But in te lling us that 
the exhibit ed photographers "of ten are unawa re of or 
deny the medium 's own history ," that the "ar tists 
violated the limi tatio ns imposed by critics and histo­
rians [who are] invested in categor ies and a forrnal 
appro ach to the medium ," that "T hey make photo­
grap hs that are nontraditional in size, sty le, appear­
ance , and presentation," that their arti sts are "F reed 
from traditi onal constraints,"3 they continuall y raise 
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the spectre of history-as-straw-man. Whose history , 

if not collectors , curators ', historians '? What limit a­

tions are or can be imposed by these people? In what 

sense are these photograph s nontraditional " in size, 

style , appearance, and presentation ?" Freed from 
whose "traditional constraints"? 

Neither Foresta nor Smith grasps the fact 

that simply because they repudiate history or reduce 

it to a straw man , it doe sn ' t cease to exist or to be less 

determining of their own thinking. Each of the pho­

togra pher s in their show has a history and has pro­

duced photograph s outside their procru stean curato­
rial limit s. Each of the break s-with-histor y that they 

celebrate - ignorance of photography ' s past, huge 

size , fabrication for purpose s of bein g photo­

graphed-has extensive historic precedent. It is only 

by igno ring these , by celebrating their own ahistori­

cism, that Foresta and Smith can begin to make their 

inflated claims for thi s work . A dead giveaway to this 

kind of ungrounded thinking is their use of that locu­

tion , the agentless process , in which abstractions 

rather than people do thing s: 'The medium's ability 

to produ ce direct images satisfied modernity 's desir e 
to co nfront the present."4 

So where does this leave the artists in the 

show ? In very odd company , most of them . 

Krzysz tof Wodic zko, for example , is characterized 

as an artist using "nontraditional support s"- in his 

case , "even real environmental displays." Wodiczko 

is represented here by a photo gra ph of his projection 

on the Museum of Man in Balboa Park (San Diego ). 
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In that projection , the dem anding , "feed-me" gesture 

of the white (Euro-American) world contrasts with 

the shackled , food-bearing gesture of the colored 

(co lonial) world, played out on the faux Spanish 

colonial facade of the museum. In The Photograp hy 
of Invention, Wodiczko 's work is represent ed as 

bein g about making photographs on "nontradition al 

supports. " At least a dozen other artists who have 

written or spoken widely about the commitment of 

their work to a variety of causes are reduced here to 

an exploration of purely formal issues. 

In return for an unremarkabl e-a nd cer­

tainly reductive---curatorial premise , the artists in 

this ex hibit rece ived credit on their c.v., the very 

real-and not to be undere stimated---chance to have 

a wide audience see their work , and a four-color 

illustration in a luxe catalogue . What they did not 
receive was a ser ious consideration of their work "as 

doing work" in the world, except insofar as it pro­

vides opportunities for collectors to carve up their 

output. A Solomon's choice , and one that did not 

serve these artists well. 

Endnotes 

Jane P Tompkin s, Sensational Designs: the Cultural Work of 

American Fiction, 1790-1860 (New York: Oxford Univers ity 

Press , 1985) , p. 188 . 

2 Op. cit. , p. 200. 

3 Emp hasis mine . 

4 Emp has is mine. 



Essay-review 
by Mary Warner Marien 

Mind's Eye, Mind's Truth 

FSA Photography Recons idered J arnes Curtis 

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

Reconsidered 
by James Curti s 

Philadelphia: Temple Universit y Press , 1989 

HB , $29.95 

A decade ago, M ind's Eye M ind's Truth 

co uld have been an importa nt book. In conjun ction 

with the theo retica l questions pose d by wr iters like 

Allan Sekul a, John Tagg, Wendy Kozo l, Sa lly Stein, 

Andrea Fisher and Maren Stange, James Curtis ' s 

ev idence that the rea lism portra yed in Fa rm Sec urit y 

Symbols of Ideal Life: Social Documentary Admini strati on photogra phs "was de libera te, ca lcu­

Photography in America, 1890-1950 lated , and highly stylized" wo uld have been more 

by Maren Stange illumin ating . 

New York: Cambridge University Press , 1989 But today, the doc umentary premise that 

HB , $34 .50 once equated see ing and know ing is in tatters. More­

ove r, the propa gandi stic uses of FSA photogra phs 
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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 

ter It is guardedly sentimental in the manner of a 

PBS documentary In the end, Curtis's emphasis on 

the personal occludes the political aspects of the 

hiccup . For the popular press , like Time , Newsweek , picture . 

and U S. News & World Report , the 150th birthday The chapters on Walker Evans and Arthur 

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 magazine's writers acknowl­

edged the "autocratic hand of Roy Stryker ," director 

of the FSA historical unit. Further , the issue's epi­

logue cautioned " it is possible to be entranced by 

photography and at the same time disquieted by its 

powerful capacity to bypass thought. " 

At the outset, then, Curtis's assertion that 

there is "academic praise for the FSA collection as a 

repository of revealed truth " , or an unsullied under­

standing of FSA work as objective reporting in the 

culture at large, must be questioned. Just as Marcel 

Duchamp drew some facial hair on the Mona Lisa , 

critics have put a moustache on the Migrant 

Mother-and a great many of her relatives. 

Yet the battle fatigue of Curtis ' s thesis is not 

its most fundamental flaw In the book ' s four essays , 

on Walker Evans , Dorothea Lange, Arthur Rothstein, 

and Russell Lee , and in its introductory chapter, 

Curtis ' s commentary tends to move haphazardly be­

tween the private and the political. Unmoored by a 
theory that might relate the two , his observations 

fluctuate unpredictably 

For example , in the chapter on Dorothea 

Lange, which narrates the production of images lead­

ing up to the Migrant Mother , Curtis contends that 

"the power of Lange's work came directly from her 

own personal values and from her heartfelt need to 

communicate with her contemporaries in term s they 

would understand " (p. 47). To his credit , he does 

discuss the social iconography of the Mi grant 
Mother , now familiar from Wendy Kozol's " Madon­

nas of the Field : Photography, Gender and the 1930s 

Farm Relief. " 1 But he continually returns to elements 

of Lange's biography to amplify the work , as if the 

photograph were a more or less simple example of 

self-expression. 
The concluding paragraph , devoted to 

Florence Thompson, the woman who was the Mi­

grant Mother, typifies the mood swings of the chap-
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Rothstein, though filled with intriguing anecdotes, 

have been upstaged by a decade of books, articles, 

and doctoral dissertations on the FSA. Ironically, 

neither they, nor the section on the Migrant Mother 

prepare one for the sharp political analysis offered in 

the concluding chapter on Russell Lee and his photo­

graphs of Pie Town, New Mexico. Here the personal 

and the political are interrogated and interrelated , 

yielding a powerful scenario . 

Curtis wisely does not accept Lee ' s recol­

lection that his Pie Town pictures were the result of a 

chance assignment. Instead , he examines the visual 

and textual evidence to prove that this series "was the 

culmination of more than four years of FSA focus on 

American community life" (p. 94). 

In Pie Town, both Roy Stryker and Russell 

Lee believed that they had located an environment 

that combined rugged individualism and community 

cooperation-the symbolic tonic needed during the 

Great Depression . After the limited success of the 

Hightstown, New Jersey cooperative community and 

the Greenbelt new towns , both New Deal projects, 

Stryker needed an emblem of communalism so un­
questionably American that it was beyond red-bait­

ing. Pie Town fit the bill. 
Further , small-town life worked as an intel­

lectual counterweight , a nagging exception, to socio­

logical critiques like that presented in Robert and 

Helen Lynd ' s influential study , Middletown (1929). 

Where Middletown recorded the decline of tradi­

tional values in the wake of urbanization, the small 

town implicitly argued for their persistence. After a 

meeting with Robert Lynd in 1936, during which 

Lynd mused about the American small town as a 

bastion of American values , Stryker returned to 

Washington and worked out a shooting script for his 

photographers that centered on family church , 

home , self-sufficency and frontier enterpri se. 

To accord with Stryker's shooting script, 

Lee selected his subjects judiciously , taking care , for 

instance, to eliminate the many vestiges of Native 

American culture in Pie Town. Log homes were 



SYMBOLS·OF 
IDEAL· LIFE 
SOCIAL DOCUMENTARY 
PHOTOGRAPHY IN AMERICA 
1 8 9 0 --- 1 9 5 0 

fea tured, even though they had mostly served as 
temporary dwellings and were now either aba ndoned 
or used as out-buildings. Relatedly , Lee did not give 
much attention to the new hom es that Pie Town 's 
initi al sett lers built to replace the log buildings . 
Eve ntually Lee 's picture s of church suppers, com­
munit y sings, and square dance s were publi shed in an 
abbrevia ted version by U.S. Camera (October 194 1 ), 
the larges t co llect ion of a single FSA photo grapher to 
be publi shed in a major print outlet. 

Curti s's chapter on Russe ll Lee ach ieves 
many of the goa ls Mar en Stange profe sses in Sym­
bols of Ideal Life Social Documen tary Photography 
in America , 1890 -/950 . Stange' s purview is wider, 
of course, extendin g from the soc ial refo nn photo-

graph s of Jacob Riis and Lew is Hine, throu gh the 
FSA, to the prologue of"T he Family of Man" exhibi ­
tion at the Museum of Mode rn Art in 1955 . Like 
Curtis in his writing on Russe ll Lee , Stange refuses to 
stress individuality and inventio n. Far more than 
Curtis , she attempt s to sketch the sys tems of produ c­
tion , dissem inatio n, and use that crea te photographic 
meaning. 

Stange sets Jacob Riis's work in the co ntext 
of the pre-exis tent visual image ry of how the other 
half lived. She shows that Magic Lantern exhibiti ons 
like Rii s's had previously been used for amusement, 
instructi on, profit , or a mixture of the three. More­
over, Riis's photograp hs of sa loons, police precin cts, 
flophou ses, and the like echo both iconogra phic pat-
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terns and ideo log ica l connotations ava ilable in the 

popul ar press. Ri is was reca pitul ating current ideas 

when he explained that " the bea uty of lookin g into 

these places without actually being prese nt there is 

that the exc ursionist is spared the vulgar so und s and 

odious sce nts and repul sive exhibi tions attendant 

upon such a personal exa min ation." Far from being 

uniqu e, thi s j ustifica tion was shared by a great many 

wr iters and illustrators as we ll as by the po lice , settle­

ment wo rkers, and soc ial refo rmers. As Stange con­

cludes, there is a close practica l and ideo log ica l re la­

tionship betwee n desc ripti on and surve illance. 

Sta nge's wo rk on Lew is Hine and the Pitt s­

bur gh Survey is prin cipally a rev iew of American 

refo rm move ment deve lopments dur ing the early 

part of thi s ce ntur y Th e newes t methods of sc ientifi c 

inquir y and fac t-gat hering were allied to prog ress ive 

hum anist endeavo rs. Wh ere Jaco b Rii s appea led to 

the hea rt (and the hankie), later refo rmers ph rase d 

the ir mi ss ion in more rati onal term s. 

Hin e's " hum an doc uments" we re some­

tim es circumscribed or eve n contradicted by the tex t 

of other writers wo rking on the Pitt sbur gh Survey 

To Stange, the res ultant tension and irreso lution of 

meaning have an importa nt fun ction . Inexpli citness 

avo ids the tr iteness and voye urism of work like that 

of Jacob Rii s. She argues that in effec t the Pitt sbur gh 

Survey managed to deco nstruct and critique the prior 

dom in ant docu m ent a ry trad iti o n. T he Sur vey 

showe d subjects-in-p rog ress , not permanent victim s. 

That may we ll be so. But any picture edit or who has 

strugg led in va in to match text and image fo r a publi ­

cat ion could offe r a more mund ane explanation for 

the variance of caption, tex t, and photogra ph than 

Stange offers. Her asse rtion begs additi onal supp ort­

ing resea rch. 

Clea rly, Stange va lues Lew is Hine and his 

work. She applauds his "masterfu l and co ntro lled 

ca mera prac tice [ wh ich] prese nted a conca tenation of 

soc ial and hum an mea ning" (p. 86) . Whil e Sta nge 

c ites "Hin e 's be lief in the authority of exact informa­

tion about people" as inev itably "frag ile," Hine , un­

like Rii s, is neve r jud ged compli cit in the manufac­

ture of the soc ial enginee ring men tality that eve ntu­

ally came to charac terize the chariti es (p . 86). Her 

critique only goes so fa r as to observe that The Sur­

vey yoked Hine's admi rable documentary style to an 
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antith etica l soc ial prac tice . 

Lik e ly enough, the diff erences betwee n 

Curti s and Sta nge are most apparent when Stange 

tac kles the analys is of FSA photogra phy Beca use of 

her wider range and coherent methodology , she ca n 

interpret New Dea l photograp hy in the con tex t of 

soc ial changes and doc umentary modes that ex ist 

outside the foc us of Curtis's stud y Stange traces Roy 

Stryker ' s va lues to those of his mentor Rexfo rd 

Tu gwe ll, Resett lement Admini strator direc tor, and 

through Tugwe ll to the progress ive phil oso phy of 

John Dewey Wh ere Curtis is anxious to show that 

indiv idual photogra phs were stage d and manipul ated 

by FSA photogra phers, Stange sets out to demon­

strate how the conventions of the doc umen tary style 

were empl oye d to leg itimi ze co rpora te capit alism . 

Th e last chapter of Symbols of Idea l Life 

de lineates the mu seumi zat ion of documentary pho­

togra phy in America. In the 1942 "Road to Victory" 

ex hibiti on at the Mu seum of Mo dern Art, Edward 

Steichen, direc tor of the photogra phy department , 

rev ived Jacob Ri is ' s blend of photogra phy and enter­

tainment. The relabe lling of photogra phs and other 

deco ntex tualizing strateg ies that Steichen proudly 

prac ticed in "Road" fo rmed the prac tica l and phil o­

sop hica l fo und ation for the 1955 "T he Famil y of 

Man" show 

It is temptin g to see these books as antago ­

nistic. With the exce ption of his wo rk on Russe ll Lee, 

Curti s's writin g extends the hum anist va lues that 

have drenched FSA photogra phy fo r fifty yea rs. The 

defi niti on of the mind 's truth that he pur sued ex tends 

to, but not far beyo nd , the mind 's eye. Hav ing re­

vea led that ma ny FSA photos were not taken sponta­

neo usly, but were "delibera te, ca lculated , and highly 

stylized," he frequently fa lls back on tac it ass ump­

tions he might have critiq ued. Wh en, in the co urse of 

his chapter on the makin g of the Migra nt Mo ther , he 

gets to that "o ne final picture," the faucets rea lly 

open: 

A beautiful metamorphosis occurred in the 

next few moments. Migrant Mother surren ­

dered herself to Lange 's expert direction , 

striking a pose that would burn itself into the 

memory of American culture . (p. 65). 
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Curti s ' s work res ts on the notion, popular­

ized by John Szarkowski in The Photograph er's Eye 

( 1966) , that the medium, poor at narrative, moves 

beyond pure desc ription to find its prin c ipal and de­

finin g strength in symbol-making. For Szarkows ki, 

the rea l and the true are not synono mous in photogra­

phy At roo t, the integ rity of the photogra ph rests on 

the integ rity of the photogra pher, not as the co llec tor 

of little verities , but as the creator of important sym­

bols. 

By contrast, Stange sees the photog raph er 

as ju st one component in the making of photogra phic 

truth . She fo llows out the network of instituti ons and 

ideas, as we ll as perso nalities , responsible for the 

photog raph . She argues that doc umentary has been 

"a central mode of communi cation," ass isting "the 

liberal co rpora te state to manage not only our poli­

tics, but also our esthetics and our art" (p. xv) . 

But does loo king close ly at the produ ction 

of pictures necessa rily exclud e look ing broadly at 

their product ion? In the last deca de, expos ing the 

raph ers, it is important to remember how much pho­

togra phy is unconfigured, unkn own, or both . Most 

photog raphi c history slumb ers outside the usua l 

mu seum co llec tion s of masterworks . 

A rough para llel from art history might be 

instructive. Eve n those whose admi ration for Le­

onardo DaYinci is unbounded grudgingly admit the 

soc io-politica l importan ce of the lesse r lights, like 

Bernardin o Luini and the hos t of epigo nes who 

feas ted on Da Vinci' s reputation fo r deca des. 

As Allan Sekula point ed out ove r a deca de 

ago , revea ling the myth of documentary is a pre­

requi site fo r reinventin g the genre. The d ismantlin g 

of documentary is not an end in itse lf, but a "prelimi ­

nary detour "2 In the 1980s, critics exa min ed how 

doc umentary's Da Yinc is came to promin ence in the 

academy, the museum, and in the cultur e. Buildin g 

on that work , the fund amental challenge for photo­

gra phic studi es in the 1990s continu es to requir e that 

the fie ld advance from the deco nstructive analys is of 

masterworks to a mult iva lent political/c ultu ral analy-

soc io-politica l va lues encoded in photo graph s has sis of epigonic and anonymous photogra phy 

been instrum ental in uproo ting unexa min ed hum an­

ist ass umpti ons, like the transparency of photo­

graphs, and in expos ing the role these ass umpti on 

play in the wider cultur e. 

At the same time, howeve r the macro-v iew 

has resulted in an inadvertent and subtle devaluation 

of initi al archiva l rese arch. Whil e it would be cava­

lier to sugges t that the world does not need one more 

book on Jacob Riis, Lew is Hin e, or the FSA photog -

Endnotes 

Wendy Kozo l, " Madonnas of the Fie ld: Photography, Gender 

and the 1930s Fann Relief," .Genders 2 (Jul y 1988) , pp . 1-23. 

2 Allan Seku la, "Dismantl ing Mode rn ism, Reinventing 

Documentary (Notes on the Politics of Represe ntation)" in 

Sekula, Phorography Against the Grain. Essays and Photo 

Works / 973 -1983 (Halifax: The Press of the Nova Scotia 

Co llege o f Art and Des ign, 1984 ), pp. 53-75. 
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Opportunities Abound: Inquire Within 

Jeff Gates 

Recent eve nt s sur ro und ing 
censors hip in the arts have highlighted the suspicion 
and marginalizatio n that acco mpany artists in this 
culture. That artists are find ing themselves in a de­
fensive pos ition today should not be surpri sing. Our 
soc iety has long va lued the art prod uct rather than the 
process of being an artist. No simple so lutions are 
fort hcomin g, in part, beca use the issues are deeply 
roote d in our cultur e's soc ial, politica l, and eco nomic 
fabr ic. Even within the art communit y there are vari­
ous lines of thought and competing ideo log ies. 

It is important to understand that this art 
communit y is not a homoge neo us group of peop le , 
but rather a stratified conglomera tion of entrenched 
institutions, burgeo ning non-profi ts, and individual 
artists, both conservative and libera l, all with their 
own age ndas. The mu seums, for exa mpl e, are con­
cerned that high price tags and prese nt tax laws have 
fo rced them out of the art market. Non-profit s, while 
not directly affec ted by the market , have beco me 
more vulnerab le to its effec ts beca use of increased 
depe ndence on the pri vate sec tor as gove rnm ent aid 
is reduced. Some artists are co nce rned that a narrow 
vision of what se lls plus our culture's limi ted idea of 
what constitut es art and art pract ice have seve re ly 
res tricted the ir support. In the past all of these gro ups 
have loo ked to the Na tional Endowment for the Arts 
(NEA) to co unter these effec ts. 

Th e Right has made art fundin g a mora l 
issue. Like flag burnin g, homosex uality, and abo r­
tion, they wo uld like the public to be lieve there is 
only one way to look at the work of artists like Robe rt 
Mapplethorpe and Andreas Serrano. Th e cultura l 
co ntex ts in which the ir work was made is never 
d iscussed . Many, like Congress man Richard Armey 
(R-Texas) and New Criter ion editor Hil ton Kramer , 
c laim that elimin ating NEA fundin g for art it consid-
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ers "o bscene" and art that is not deemed to have 
"se rious litera ry, arti stic, politica l or sc ientific va lue" 
is not censorship as no one is limiting an artist 's right 
to make art, ju st to what the gove rnment will fund. 
Armey has stated: "Thi s is not a matter of censorship , 
it is a matter of ju dg ment, of va lues . In a way I 'm 
aski ng the NEA to live by the same standa rds that I 
set for my daughter· He who pays the bill , sets the 
standards. My da ughter wanted to go to co llege . I 
to ld her yo u ' II go to a schoo l I approve of and major 
in an area I approve of. I didn ' t want her to major in 
art or history or litera ture or anythin g e lse that would 
leave her unempl oyed." 1 Ar mey ass umes we a ll 
share his va lues. 

As we enter a new decade, the importance 
and strength of photograp hic images to affect as we ll 
as to inc ite is beco min g clea rer. Yet many questions 
remain fo r us to consider. Wh at va lues are important 
to us as a soc iety? Does the gove rnm ent have the 
right to enforce those be liefs? And, if so, to what 
deg ree? Should the gove rnment support cultu ral d i­
vers ity or make va lue ju dgments? How are we as a 
soc iety go ing to dea l with the cultural texts and im­
plica tions of the images we are mak ing and using? 
And what are we, as photogra phers, go ing to do with 
this powe r to crea te something that appears to be a 
direc t reflec tion of rea lity, yet is full of nuances and 
laye rs of meaning? 

The English cultu ral critic Raymond Wil ­
liams has stated: "The true cris is in cultu ral theory, in 
our ow n time, is betwee n the view of the wor k of art 
as object and the alternat ive view of art as practice." 2 

Spec ific to our pos itions as teac hers, what is our 
responsibilit y to our students-are we cultu ral as 
we ll as technica l and aes thet ic educators? If so, how 
can we effec tive ly dea l with these ideas? Whil e Co n­
gress man Armey 's des ire to see his daughter ga in-
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full y employed is unders tandable, why is art practice 
so underva lued in our soc iety? Why is the art com­
munit y under attack at th is time? What are the rea l 
agendas here? And why are we on the defe nsive? 
Most importantly, what are we go ing to do about it? 

Jesse Helms ' attac k has acce lerated the 
reeva luation of art practice begun by the clash be­
tween Modernism and Post Modernism. By ga lva­
nizing the arts co mmunit y, Helms is providin g us 
with an opportunit y to work for an exp ansion of art 
prac tice into other communiti es we are part of. Thi s 
goes beyo nd the prese nt fig ht ove r censorship and 
free speec h. As artists and teac hers we have the 
chance to counter the prese nt notions that good art 
represe nts only beauty and success ful art is only art 
that se lls by deve loping program s and prac tices that 
seek to widen these defin itions to includ e ques tion­
ing, controve rsy, audience, and dialogue. 

In a rece nt editor ial in The Washington 
Post, Jonathan Yardley ques tioned why a "s trugg ling 
young artist [should] be entitl ed to a gove rnment 
subsidy when the strugg ling young mechanic or ac­
countant is not."3 We must be prepared to answe r 
questions like this. It is important to establish a link 
betwee n the creative process artists understand and 
its value to a mec hanic, an acco untant, or anyone 
else . By go ing beyo nd the tradition al art view ing 
audience, we can prese nt our images and practices as 
ways to empowe r ourse lves, our students, and the 
communiti es we inhabit. Thi s is the time to build 
coa litions within those communiti es for what we 
think and do has much greater value than what soc i­
ety chooses to hang ove r its sofa or se ll at auction. 

Helms, Armey , et al. are not interested in a 
vibrant multi-l aye red cultur e and its impli cations. 
Rather, they would like to elimin ate the Endowment 
and all government support of culture . Put simply, 
knowledge is powe r and thi s is a strugg le for that 
power. Now that the Co ld War is windin g down, 
these reac tionaries must resuscitate the spectre of the 
enemy within . Thi s attack on the arts is a convenient 
cove r for not dea ling with the rea l issues we face, 
such as pove rty, drugs , the environment, the home­
less , AIDS , and issues of race and gender. 

As artists, we mu st be willing to expand the 
parameters of art practice by broadening our soc ietal 

base of support and by buildin g alliances with people 
who can use our expertise . The attempt to control 
artists by discreditin g them has happened befo re. If 
we miss this opportunit y, what we do and what we 
think will remain suspect. History will continu e to 
repeat itse lf, and , like Sisyphus, we will be doomed 
to foreve r rollin g that rock uphill , only for it to roll 
back over us. 

• • • 
In Nove mb er of las t yea r, the National 

Board of SPE sent a letter to John Frohnm aye r, Chair 
of the National Endowment for the Arts, supporting 
the NEA and the peer panel rev iew process. After 
polling the membership and through discuss ions held 
durin g the censorship panel, the plenary sess ion, and 
the Board meeting at the National Conference in 
Santa Fe, the Board sent letters supporting the En­
dowment to members of the Senate Subcommitt ee on 
Education, Arts and Hum anities , the House Subcom­
mittee on Post Seco ndary Education and to those 
NEA Rev iew Commi ss ion members already ap­
pointed. At this point , full congress ional hearings on 
the Endowment 's reauthor ization are taking place. It 
is vitally import ant to let your Represe ntative and 
Senators kno w your views on this subject. 

In March of 1990 The National Campaign 
For Freedom Of Express ion was form ed as a lobby­
ing organization to strenuously and politica lly fight 
for arti sts' rights to freedom of express ion. Their first 
effo rt will be to insure that reauthorization of the 
NEA is without restrictions. They will also be work­
ing to increase leg islative backing by helping to e lect 
Co ngress ional supporters and defea t opponents. The 
Campaign is interested in prom oting the politica l 
empowerment of arti sts and is in the process of hirin g 
a politica l organizer and strateg ist who will direct 
and co llaborat e with many of the coa litions, organi­
zations, and individuals who are fighting censorship 
issues. For more information they may be reac hed at 
P.O. Box 502245, F Street Station, Washington, D.C. 
20004 , (202) 393-A RTS . 

SPE is workin g with the National Assoc ia­
tion of Arti sts ' Organizations (NAAO ) to keep you 
informed on issues concernin g the NEA and censor-
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ship. In addition, the National Board has enacted an 

advocacy policy in order to effectively deal with 

important social and political issues which directly 

affect us as photographers , educators, and artists. It is 

printed below in full. 

As Chair of the Advocacy Committee, wel­

come your input and suggestion s on issues pertaining 

to SPE 's involvement in advocacy issues. Plea se 

send correspondence to me at 1440 E. Baltimore 

Street, #2E , Baltimore , MD 21231 1404. 

Endnotes 

Mary Battiat.a, '·NEA Pom Rucku s," The Washing/ on Pos t 

(September 12, 1985), pp. C I C6 . 

2 As quoted by William Olander , " Material World ," Art /11 Amer­

ica (January 1989), p. 127 

3 Jonathan Yardley , "The NEA Debate , Derail ed by Drama ," The 

Washin gton Pos t (April 9, 1990) , p. C2. 

This is an expanded version of Gates' open­

ing remarks for the panel "The State and the Arts. 

Funding Censorship, and Artistic Freedom in the 

1990s, " presented at the 1990 SP£ National Confer­

ence, Santa Fe NM 

Advocacy Policy 

I When determin ed by the member ship and the deadline , a 60 % majority in favor of advocating for a 

National Board (as indicated below ), the Society of 

Photo gra phic Education will advocate certain posi­

tion s on national issue s pertaining to photography , 

education, and art. 

II The National Board will set up a standing Ad­

vocacy Committee (AC) for the determination of 

issues of advocacy 

A. This committee wi ll consist of two Na­

tional Board Members ( one of which is the AC chair) 

and three people from the general member ship. 

1) The members of the AC will serve for 

one year 

III The AC will periodically poll the member­

ship on which issues of advocacy SPE should be 

involved in. The member ship is also encouraged to 

make suggestion s directly to the AC Chair 

A. From this input the AC will develop a gen­

eral membership que stionnaire/ballot which will be 

used to determine issues of advocacy 

B. The SP£ Newsletter will be used to dis­

tribute the questionnaire. 

C. The SP£ Newsletter will also be used to 

report the AC's findings to the membership . 

IV When memb ers hip has been polled and spe­

cific issues identified , the National Board can speak 

for the membership and take action. 

A. Of the ballot s returned by a determined 
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particular issue is required for the National Board to 

take action. 

V At certain times , and with certain issues, im­

mediate action by the National Board will be nece s­

sary in lieu of polling the member ship. 

A. ln order for the National Board to take ac­

tion and speak for the member ship , without a mem­

bership vote, a majority of the National Board (9 

votes) must vote to take action. 

1) National Board members can give a 

proxy to other Board memb ers when they will be in­

communicado for a short period of time. 

VI Method s of Action 

A. Lon g term 

1) After a vote of the member ship , the AC 

reco mmend s specific action to the Executive Com­

mittee which will report to (but not have to get ap­

proval from) the National Board . 

B. Short term 

1) The AC will recommend specific ac­

tion to the Board Member s (as stated above). After 

approval of the Board the vote result s will be re­

ported to the Executive Committee prior to taking 

action. 

C. After action is taken a report will be sent to 

the National Board, Caucus Repre sentative s, and Re­

gional Chairs. 
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Contributors 

Richard Bolton is an artist 
and a writer who teaches in the 
Visua l Arts Progra m at the 
Massac husetts Institute of 
Technolo gy He is the editor of 
The Contest of Meaning Critical 
Histor ies of Photography ( 1989). 

Deborah Bright is an artist 
and a writer who teache s at the 
Rhod e Island Schoo l of Design. 

Steve Cagan is a photo gra­
pher who teache s at the Maso n 
Gro ss School of the Art s at 
Rut gers University 

Judith Crawley is a photo g­
rapher who teache s at Vani er 
Col lege, Montr ea l. She is the 
author of Giving Birth is Just the 
Begin ning Women Speak About 
Mothering. 

Jeff Gates is a member of the 
National Board of SPE and Chair 
of its Advocacy Committee. He 
is also a photo gra pher and 
Dire ctor of ArtFB I a nation al in­
formation-gathering and advo­
cacy organization which collects 
and monitor s stereotype s of 
artists in contemporary medi a. 

Jan Zita Grover is a critic 
and historian livin g in Oakland , 
CA. She is a recipient of the 1990 
College Art Association 's Frank 
Jewe tt Mather A ward for 
distinguished art criticism. 

Connie Hatch is an artist 
who teaches in the School of 
Visual Art at the California 
Institute of the Art s. 

Mary Warner Marien 
teaches art criticism and photo­
gra phic history in the Dep artment 
of Fine Arts at Syracu se Univer­
sity She has ju st comp leted a 
book tentatively tit led, Photogra­
phy and Cultural History. 

Diane Neumaier is an artist 
and a writer who teache s at 
Rutgers University and at the Ty­
ler School of Art. She is the co­
editor (with Dou glas Kahn ) of 
Cultur es in Contention ( 1985). 

Deborah Small, 
Elizabeth Sisco, Louis 
Hock, and David Avalos 
are a collaborative gro up of 
public artists livin g in San Diego . 

Back Issues 

Li sted below are the issues that are still 
avail able. Some of these (in particular , 
the earli er issues) are in very short supply; 
the more recent issues may be obtained in 
quantit y for classroom or other uses. 
Back issues are $3.00 unless otherw ise 
noted. 

27:2 Kaplan on Hine's Phtoto 
Stories, Kester on 

Documentary in the Great 
Society Era 

27:1 Meiselas on Approp riation and 
Documentary Photographs, 
Wi lson on The Los Angeles 
Times Series, Stein on 
Appropria tion, Co loriza tion 
and Femini zation 

26:4 Johnston on Steichen 's 
Commercial Photography, 
Underhill on NEA 
Fell owships , Special Report on 
Faculty Hirin g, Grover on 
Photographers and PW As 

26:2/3 DeGenevieve and Bri ght on 
Teaching Theory , Hornsby on 
Photography in Secondary 
Education, Matth ews on 
Barbara P Norfl eet, Special: 
Report Survey of Women and 
Persons of Color in Post-
Secondary Photographic 
Education 

26 :1 Biesele on Anthropolo gical 
Photography, Chri s on 
Witkin 's Others, Rule on Juli a 
Margaret Cameron, Campbell 
on Surreali st Photography 

25:4 Seigel on Synthetic Color, 
Maddow on PhotoBio graphy, 
Blakeney on Arc hetypes, 
Stokes on Representation 

25:3 Sites from the Nat ional 
Register of Hi storic Places 

25:2 Jacobs on Adams and Lange, 
Stein on FSA Medical 
Photography 
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Index 1980-86, Volumes 18-24 

25:1 Pomeroy on photo 

genrefication, Smallenbur g on 

ce lestial photography, Lord on 

Nocturn a l Emul sions, 

expos ure index 

24:4 Rosenblum on Women in 

Photograph y; Mill er on 

Itinerant Photogra phy 

24:3 Spec ial Issue on Briti sh 

Alternative Photograph y 

24:2 Swee tman on C lark; Ruskin ; 

Lesbian Represe ntation 

24:1 Stott on Evans, Coo k on 

Frank , Stark : MFA 

Bibli ogra phy 

23:4 Bright on Landsca pe, On g 

interview, Aiken on Dinesen 

23:3 Lord on Arbus, Arnheim 

interview, Bolton on Berger 

23:2 Milanows ki on Co lor, 

editorials, Weegee 

22:4 Coo k on gra duate rev iew s, 

Andr e on dialectica l criticism 

22:2 Wh at You Staring At? 

Femini sm and Photogra phy 

21:4 NEW HISTORIES 

21:2 Samore, Photography and 

Indu stria lization, lantern 

slides , Postmodernism, flash 

photography 

20:4 Sex as Subject, John 

Kouwenhoven 

20:3 Co lor Stabilit y, Jacob Riis, 

John Pfahl , MFA Surv ey 

20:2 John G. Morris Memoir, Yan 

Deren Coke Interview 

19:4 Penc il of Nature II , Imo 's 

Photogra phers, Bibli ogra phy 

19:3 WOMEN IN PHOTOGRAPHY 

Lacy, C larke, Bibli og raph y, 

Portfo lio 

19:2 Black Stereotypes: Wright 

Morris, Bravo, Reflections 

Portfo lio 
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19:1 

18:2 

18:1 

17:4 

17:2 

17:1 

16 :4 

16:3 

Varnadoe , Joe Jachna, John 

Divo la, Marked Landscapes 

Portfo lio 

R. Adams, Gree ting Cards, 

West Coas t 50s , Ste ichen 

Brumfi eld, Schlereth , Sea rle, 

Estaboo k 

Snapshots, Advertising, 

Polaroid , Walter Benjamin 

Shorr, Siege l, He inec ken, H.H. 

Smith 

B. Dav idso n, Ros ier on 

Audience, Bonfil s 

Kozloff , Indian Photos , 

Criticism, China, Hungary 

Rothstein, FSA , Yoruba 

Photographers, Ta lbot 

16:2 

14:4 

14:3 

Resnick, Photograph s and 

History, Co leman, Lange 

Outerbrid ge , Patterson , 

Malco lm, Rejl ander 

Minor Whit e , Rea lism, 

Monograph s, Freund 

13:1, $6 .00 

3&4 

To order, send no money now : simp ly 

indicate the quantity of each issue you 

wo uld like to rece ive . You will be billed 

for those issues that are ava ilabl e, plus 

postage charges. Allow 4-6 wee ks for 

delivery. 

Send orders to: Society for 
Photographic Education, 
Campus Box 318, University of 

Colorado, Boulder, CO 80309. 

MASTERS OF FINE ARTS 
IN PHOTOGRAPHY 

Summer Program 
at 

BARD COLLEGE 
This unique interdisciplinary program in the arts offers 
photographers the opportunity to study for three summers 
among painters, sculptors, writers, film-makers and 
composers. For eight weeks each summer students pursue 
their own work under the guidance of a distinguished faculty, 
participate in daily critiques, and examine their medium in 
the context of the other fine arts. 

Photographers who have participated as visiting artists and 
faculty in the program include: John Coplans, Jan Groover, 
Frank Gohlke, Larry Fink, Elaine Mayes, Zeke Berman, 
Hope Sandrow, Stephen A. Scheer Joseph Bartscherer, 
Lorie Novak, Michael Spano, Nancy Hellebrand, Ben Lifson, 
and Francene Keery. 

1990 Session: June 25th to August 17th. 
For a descriptive brochure and application write: 

Milton Avery Graduate School of the Arts 
at 

AARD 
Box EX 

Annandale-on-Hudson, NY 12504 ♦ (914) 758-6822 ext. 483 
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