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Commiitted to Print
Social and Political Themes in Recent American Printed Art

pprobation, inquiry, and dissent are among the
functions performed by the printed works dis-
cussed here. The art works are presented in terms
of these functions, with particular emphasis on
their subject matter: significant issues and events of our
time. In recent years many artists have made social and
political concerns a focal point of their artistic activity. Yet
often in the modern period art has fulfilled other, less
clearly social aims, a reflection of a preoccupation with the
pleasure or provocation of the eye as an end in itself and
with the concept of “art for art’s sake” The art studied here,
by contrast, was largely created to be, as one artist put it,
“a kind of instrument in the world””

The works in this study are organized by theme, rather
than by style, date of execution, or artist, in order to focus
on the major thrust of their imagery. They are grouped
under the following headings: governments and leaders:
race and culture; gender; nuclear power and ecology; war
and revolution; and economics, class struggle, and the
American Dream. Prints overlapping several categories or
exploring universal themes are presented in an introduc-
tory section. Issues arising from the abuse of power,
however, inform almost all the works under consideration,
appearing so frequently as to suggest that the problem is an
inescapable aspect of human experience. Many of the
prints, with their images of inquiry and protest, are meant
to contribute to the checks and balances necessary to
remedy such abuses.

The points of view reflected in the art presented here
do not represent a full spectrum of opinion. In July 1987
The New York Times noted that a right-wing group had
issued its first political poster, on the Iran-Contra hearings.
A spokesperson for the group was quoted as saying, “The
left wing is generally much better at this than we are. They
are more artsy” And it is the leftist or liberal point of view
which dominates the works in this study In fact, throughout

the history of printed art with social and political themes, a
leftist slant has predominated. As Ralph E. Shikes wrote in
The Indignant Eye (1969), his definitive book on the history
of this material, “the vast majority of art directed against the
abuses of society has been drawn within a liberal or radical
framework.”

For some five hundred years printed works, with their
inherent reproducibility, have served to disseminate beliefs
and commentary to a wide audience. And the tradition of
social and political printed art remains vital today, despite
the fact that other mediums have long since replaced prints
as major vehicles for mass communication. In the fifteenth
and sixteenth centuries printed works by Hieronymus
Bosch, Pieter Bruegel, Lucas Cranach, and others had
powerful propaganda value, particularly on the question of
church abuses. Numerous broadsides and pamphlets influ-
enced public opinion for the cause of Luther and the
Protestant Reformation. Masterpieces of printed art were
created on the cruelty and suffering that war brings, in
series by Jacques Callot in the seventeenth century; by
Francisco Goya in the nineteenth century, and by Otto Dix,
Kithe Kollwitz, and Georges Rouault in the twentieth
century, Other artists, such as Honoré Daumier in the
nineteenth century, did countless prints on war and peace,
as well as on injustice in the legal system, government
corruption, and other social inequities.

In revolutionary Mexico in the twentieth century; artists
spread messages of protest against government oppression
through printed broadsides. José Guadalupe Posada, who
produced thousands of prints on political and religious
subjects, class struggles, and Mexican history and folklore in
the late nineteenth and early twentieth centuries, was an
overriding influence there. In America, in the early
twentieth century; realist artists such as George Bellows,
Stuart Davis, and John Sloan illustrated the socialist
magazine The Masses. And in the thirties, during the Great




Depression, a movement known as social realism gave rise
to many prints on themes from breadlines and strikes to
crowded city tenements. Jacob Lawrence, Jack Levine, and
Ben Shahn, who are represented here, were among those
whose work of the thirties embraced social commentary.

It is the contemporary aspect of this artistic tradition in
America, from the sixties to the present, that is documented
in this survey The particular focus is on printed art by those
working in the tradition of painting and sculpture, as
opposed to those working primarily with the graphic-arts
poster or with political caricature. Ephemeral printed art,
such as banners, leaflets, postcards, stickers, and mailers,
remains an important vehicle for social and political
commentary but is beyond the scope of this exhibition.

Artists working with political and social subjects were
not highly visible while Abstract Expressionism held sway
in the fifties and then led to other abstract movements in
the sixties. By the late sixties and early seventies, however, a
pluralism began to emerge that extended to art with
discernible subject matter. The feminist, ethnic, and other
cultural movements reemphasized content in works of art,
as did conceptual art and its offshoots. The eighties saw an
increase in the prevalence of art about societal issues.
Artists’ groups such as Group Material and Collaborative
Projects, Inc., which count among their members many
who have been influential in the East Village art scene, have
organized numerous exhibitions and projects on social and
political themes. These groups have contributed signifi-
cantly to the visual vocabulary of the period and have
influenced the cultural mainstream.

Certain more established artists who were already
working outside the resolutely abstract movements in the
late sixties and early seventies have become more specifi-
cally political in their works of recent years. These artists
include Vito Acconci, Robert Arneson, Jonathan Borofsky,
Chris Burden, Bruce Nauman, and William Wiley. Others,
such as Robert Morris, turned from abstraction to work of
profound political ramifications. And Leon Golub and
Nancy Spero, who worked in these modes for years in
relative isolation, were by the mid-eighties receiving
widespread attention. The nature of the development traced
above is reflected in the fact that, among the works

presented here, there are many more examples from the
past dozen years than from the years prior.

Although the primacy of the message in the works in
this study cannot be overemphasized, it is interesting to
note that most of the artists communicate their concerns in
the language of modernism. Collage techniques, in which
otherwise familiar imagery or text is arranged in startling
juxtapositions, occur frequently. Flattened surface areas that
push out onto the frontal plane lend immediacy to
confrontational works. Repeated modules of imagery or
lines of text create minimalist, rhythmic patterns that
relentlessly assert particular messages. Isolated images on
stark backgrounds set up iconic figure/ground relationships
that turn subjects into symbols. In addition, violent,
expressionist gesture and color and distortion of the human
figure often come into play in works addressing the
subjects of violence and oppression.

These artistic conventions are employed in conjunction
with the print mediums most appropriate for the task at
hand. The flatness of silkscreen, the directness of block
printing, the bite of etching, and the freedom of lithography
all contribute to the power of this message-oriented art.
The less traditional mediums of stencil and offset are often
employed in activist art because they are easy and
inexpensive. A few of the prints presented here were
produced through photostat processes, and still others are
monoprints. These unique works, however, are all part of
large series or have compositions based on repeated
images (as with stamping processes).

Prints in contemporary American art are often relegated
to commodity status. Yet the variety of approaches and
content explored in the work presented here evidences a
vitality that is unique to the print mediums and underscores
their populist origins. While the largest number of works in
this study fall within the traditional domain of the limited-
edition print destined to be mounted on the owner’s wall,
there are also many works whose purpose merges with that
of graphic-arts posters. Some of these works incorporate
declarative messages and were issued in quantity into
the world. These prints fall roughly into two categories:
conceptual and iconic.

The conceptual pieces present information in poster




format that is often ambiguous, provocative, and pointedly
unusual for the sites in which they are placed. Often simply
employing text, or text and imagery, such pieces have been
posted in the streets, sold at newsstands, installed in
restaurants, and mounted in subway stations. Yet these
prints do not furnish the clear information we expect in a
traditional poster.

The iconic work is closer to the traditional poster. Some
pieces reproduced here, for instance, show bound figures
in specific settings, yet their overall images serve to
universalize the condition of victimization or oppression.
Such prints were sometimes sold at benefits or given away;
on occasion their imagery later became the basis for
posters with texts added by the issuing organizations. Some
of the stenciled images evolved within the context of artists
collectives and were sprayed on walls and sidewalks. Other
prints announced specific exhibitions but contain messages
of enduring relevance.

Another major area of printed works with social and
political concerns is the benefit or commemorative print,

issued individually or within portfolios for particular causes.

Organizers of such projects usually request prints from a
variety of artists, and the works contributed reflect all
manner of artistic expressions. The benefit prints consid-
ered here make specific reference to the issues that
inspired their making. Shahn’s Human Relations Portfolio,
for example, portrays three young civil rights workers who
were killed in Mississippi in 1964; it was published in 1965
to benefit the Human Relations Council of Greater New
Haven. Claes Oldenburg’s Proposal for a Monument to the
Survival of the University of El Salvador: Blasted Pencil
(That Still Writes) and Leon Golub’s Merc were both
conceived to benefit Artists Call Against U.S. Intervention in
Central America, a nationwide protest mounted in 1984.
During the period encompassed in this study; the
United States Bicentennial elicited the most activity for
portfolio prints. Marisol’s Woman’ Equality and Lawrence’s
Confrontation on the Bridge are from separate portfolios
commemorating the event. Some of the most specifically
political prints were created to benefit political candidates.
Among the strongest prints in this category are Andy
Warhol’s satirical portrait of Richard M. Nixon, which was

intended to advance the Presidential campaign of Senator
George McGovern, and Robert Rauschenberg’s contribution
to Jimmy Carters Inaugural Portfolio, a benefit for the
Democratic National Committee.

A particularly important form of printed art, in the
present context, is the artist’s book. All the major themes of
this exhibition are treated in a large selection of these
inexpensive publications. Artists' books, which must be
distinguished from deluxe livres d'artistes, came into
prominence in the late sixties and early seventies, when
there were hopes that the medium might emerge as a
significant populist art form that could bypass the commer-
cial gallery system. These goals were never fully realized,
but the range of works represented here testifies to the
power of the artist’s book to convey social and political
messages.

The 108 artists and sixteen collectives represented in
this exhibition all work in America, although their art
explores global concerns. For most of them, social and
political themes are the major focus of their work. Others
confront such subjects only occasionally; in reaction to
immediate events. Among those artists who have made this
material the prime concern of their art, particularly in the
print mediums, are Elizabeth Catlett and Antonio Frasconi.
Artists such as Peter Saul and Sue Coe have examined a
range of these subjects in a figurative mode, as has Hans
Haacke within a conceptual framework. Artists such as Judy
Chicago and Suzanne Lacy have done pioneering feminist
works, often engaging large groups of participants. As a
result of its wide-ranging art “actions,” the Guerrilla Art
Action Group became known during its years of greatest
activity as the “conscience of the art world.”

Many of the artists in this exhibition are also committed
activists and consider themselves cultural workers who have
a mission that extends far beyond the parameters of the art
world. They often organize within the community through
neighborhood art and cultural centers. They combine
image making with political actions in organizations such as
Political Art Documentation/Distribution; they conduct oral
history projects and prison art programs. Many are active
participants in the community mural and poster move-
ments. Others communicate through the press, reproduc-
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ing work on the op-ed pages of The New York Times and
other publications. And many work within the framework
of collectives.

The information about individual art works presented in
this study was gathered, for the most part, from the artists
themselves. All questions of specific motivations and
contextual information aside, however, this body of work
offers important insights into the efficacy of social and
political art in general. Among the achievements of these
artists has been the creation of visual symbols for complex
matters that are recognized and often experienced but
never fully understood. The artist, in the traditional role of
seer, gives us images filled with meaning that is otherwise
inexpressible. Here there are powerful distillations of hope
and striving, of the complexities of cultural heritage, and of
the concept of the hero. We are shown emblematic images
of such immediate realities as urban blight as well as
portraits of more universal constructs, such as Everyman as
soldier. In his eloquent work Sigrns (1970), Rauschenberg
bears witness to an entire decade.

These prints can help us locate meaning in seemingly
incomprehensible events of daily life by removing the
actuality to a mythic plane; they can also focus communal
outrage or grief. Some of the prints elicit a sense of shared
pain; still others serve as vehicles for opposition and
resistance. The artists portray the frailties of leaders and
institutions, the fear of cultural differences, and the utter
depths to which cruelty and barbarism can go. But in the
final analysis it is not the specific issues or events that stand
out, What we come away with is a shared sense of the
human condition: rather than feeling set apart, we feel
connected.
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Committed to Print

1. David Hammons. Pray for America
(1969). Silkscreen and body print,
printed in color, 60% X 36%" (154 X
93 cm). Collection A C. Hudgins,
New York

Pray for America is one of more
than five hundred body prints
Hammons did in the late sixties
and seventies, many on social or
political themes. All comprise
impressions of the artist’s body,
and a good number incorporate
the American flag, This print was
done at a time of extraordinary

upheaval throughout the country.

Race riots were occurring in
many cities, and demonstrators
against the war in Vietnam were
closing college campuses and
organizing nationwide protests.
The assassinations of Martin
Luther King Jr. and Robert E
Kennedy in the preceding year
were particularly bitter re-
minders of the violence and
strife of the times. Hammons’s
print is an eloquent statement of
foreboding and concern.

Pray for America was re-
produced on the catalogue
cover and poster for The Studio
Museum in Harlem's exhibition
Tradition and Conflict in 1985,
The poster was seen all over
New York. In discussing the
image recently the artist noted,
“The issues really haven't
changed. The government still
needs to be prayed for”

2. Louise Bourgeois. No, (1973). Pho-
tostat, 1846 x 274" (45.9 X 70.3 cm)
Collection Inge Morath and Arthur Miller,
Roxbury, Connecticut

Bourgeoiss photostat derives
from a ten-foot-long banner on
canvas that she designed for
Museum of Modern Art em-
ployees on strike in 1973. She
joined the strikers and carried
the long banner with the help of
others. She then made a photo-
stat edition of the design.
Bourgeois's concept of “No”
as a protest cry relates to her
marble sculpture of the same
year, The No March, in which
hundreds of small marble units
are massed together on the floor
or ground. Bourgeois sees in
that piece a throng of individu-
als demonstrating in protest.
With the repetitiveness of the
small marble columns, and also
of the word “No” in her banner
design, she communicates the
sense that the protesters will, in
her words, “refuse to disappear”




3. Robert Rauschenberg. Signs. New
York, Castelli Graphics, 1970, Silk-
screen, printed in color, 43 X 34"
(109.2 X B6.4 cm), Lent by the pub-
lisher, New York

Rauschenberg’s silkscreen cap-
tures, precisely and vividly, all
that is meant by “the sixties.”
With rare artistic insight
Rauschenberg brings together
some of the decade’s most
powerful images in a composi-
tion that evokes the era with
startling passion. He offers

us unforgettable signs of those
times: John E Kennedy, Robert
E Kennedy, and Martin Luther
King Jr; soldiers in and protesters
against the Vietnam War; a fallen
black man with a blood-stained
shirt; the astronaut Edwin
“Buzz” Aldrin standing in the
Sea of Tranquillity; and the
charismatic rock singer Janis
Joplin, who would die from a
drug overdose.

Rauschenberg originally con-
ceived this image for a magazine
cover, but it was never used
for that purpose. At the time it
was issued he stated that Signs

ras “conceived to remind us
of the love, terror, violence of
the last ten years. Danger lies
in forgetting”

Introduction

4. Larry Rivers. Black Retue from the
portfolio Boston Massacre. New York,
Marlborough Graphics, Inc., 1970. Silk
screen, printed in color, 19% X 2734"
(48.6 ® 695 cm). Collection the artist,
New York

Black Rerue is one of thirteen
silkscreens in a set titled Boston
Massacre, in reference to the
incident in 1770 in which British
soldiers fired on Colonial Amer-
ican demonstrators, killing five.
In 1968 Rivers had been com-
missioned to do a mural for a
bank near the site of the mas-
sacre. His mural combines a
map of Boston with images of
British Red Coats and bodies
strewn on the ground. The silk-
screen set derives from studies
for that mural.

The imagery in Black Revue
is indicative of that throughout
the portfolio in that it integrates
references to the Boston Mas-
sacre with allusions to contem-
porary violence, such as racial
conflicts and the Vietnam War,
The print is dedicated to Crispus
Artucks, the black Colonial
American killed in the massacre.
It also includes a picture of
James Meredith, superimposed
on a newspaper dated June 9,
1966. On that day Meredith,
whose admission to the Univer-
sity of Mississippi in 1962 had
caused violent riots, was
wounded by a sniper during a
voter-registration pilgrimage in
Mississippi. Riverss Black Revue,
and indeed all of his Boston
Massacre work, posits a struggle
for civil liberties that did
not end with the American
Revolution.



Committed to Print

5. James Rosenquist. Cold Light, Tampa
and New York, University of South
Florida Graphicstudio and Castelli
Graphics, 1971. Lithograph, printed in
color, 22% % 30" (57.2 X 76.3 cm)
The Museum of Modern Art, New
York. Gift of Monroe Wheeler

An artist who came of age with
the Pop art movement, Rosen-
quist has used the imagery

of American popular culture as
a main ingredient in his work.
During the early seventies he
did a set of prints that refer to
several subjects then preoccupy-
ing Americans. At the time,
moon shots by Apollo astronauts
were in the news, and the rela-
tionship of the moon to the
earth is the underlying theme
of the prints.

One of these works, Cold
Light, stands as an eloquent “me-
morial” to the political situation
in the world. The newspaper
page included in it contains
stories about the “Red Chinese,”
Lieutenant William L. Calley Jr,
and Laos. Emotions were run-
ning high on the subject of
mainland China, which would
become a member of the United
Nations later that vear. Lieuten-
ant Calley had recently been
convicted of murder for his part
in the 1968 massacre of Viet-
namese civilians in the village of
My Lai, and protests about his
being a scapegoat for United
States policy in Southeast Asia
followed. Meanwhile the war
continued with the invasion
of Laos.

6. Faith Ringgold, The United States of
Attica. (1971), Offset, printed in color,
213 x 271" (559 x 69.9 cm)
Collection Artists’ Poster Committee,
New York

Deeply affected by the events
surrounding the uprising at New
York's Attica State Correctional
Facility in September 1971, Ring-
gold conceived this “map of
American violence” She did ex-
tensive research on the subject
and virrually filled her map with
hundreds of citations, including
Bacon's Rebellion of 1676, the
Omaha race riots of 1919, the
political assassinations that oc-
curred in the sixties, and casu-
alty statistics from the Vietnam
War. At the bottom of her map
she instructs the viewer, “Please
write in whatever you find
lacking.”

The poster was made to raise
funds for the Judson Three
(Ringgold, Jon Hendricks, and
Jean Toche), who had been
arrested and charged with flag
desecration in connection with
the Peoples Flag Show at New
York’s Judson Memorial Church
in 1970. Several thousand post-
ers were printed. In 1972 Ring-
gold put together a second
edition of her map, adding fur-
ther examples of violence in
America. She had hoped to con-
tinue printing revised editions
but by 1973 she found that no
more citations could fit on the
map.

)




7. Vito Acconci. Bite the Bullet: Slow
Guns for Quick Sale (10 Be Etched
on Your American Mind). Oakland,
Crown Point Press, 1977, Etching,
293 X 414" (74.6 X 1057 em). Lent
by the publisher, San Francisco

The grainy quality of Acconcis
print enhances our sensation
that we are getting a glimpse
into a shadowy criminal under-
world. At the same time, the
multiple weapons make a chill-
ing statement about the com-
monplace nature of violence in
a society in which handguns are
easily accessible. From this un-
comfortably close vantage point
we are able to distinguish the

features of an array of gun types,

in images that resemble the

Introduction

descriptive photographs found
in mail-order catalogues. Ac
concis close-up, truncated views
of the gun barrels and trigger
openings also suggest phallic
associations and add the sub-
liminal message of “sex and
violence” In fact the artist did a
print on the theme of “sex for
sale” at the same time he was
working on this print. Acconci
has said that he makes art as

“a kind of instrument in the
world"; in Bite the Buliet he
succeeds in calling attention to
an issue of critical importance
through a graphic image of
potential violence “to be etched
on your American mind.”

8. Rupert Garcia, £l grito de rebelde
(The Cry of the Rebel). 1975. Silkscreen,
printed in color, 26 X 20" (66 X

50.8 em). Collection the artist, Oakland

Garcia’s silkscreen stands as an
archetypal characterization of an
oppressed individual, although
it is derived from a specific
photograph of a political pris-
oner that was published in

a 1974 brochure of the Iranian
Students Association in the
United States. Garcia’s image
was in turn published on the
cover of the periodical Toward
Revolutionary Art in 1975, and
again on a Human Rights Day
poster issued by Amnesty
International in 1976 in a huge
offset edition. His bright,
flattened areas of color and
abstracted composition serve
to universalize his subject.




Committed to Print

9. Adrian Piper. Political Self-Portrait
#3 (Class), 1980. Photostat, 29% X
195¢" (753 % 499 cm). Collection the
artist, Washington, D.C

In this poster Piper presents an
autobiographical sketch of child-
hood confusion. Her text elabo-
rates on the fact that Piper lived
in Harlem yet attended a fancy
preparatory school with girls
who lived on Park Avenue and
shopped at Bonwit Teller
Caught up in Piper’s intimate
narrative, traced over a child-
hood snapshot, we become viv-
idly aware of the societal
implications of the artist’s indi-
vidual history. The other two
Political Self-Portraits in Pipers
series of three deal with sex and
race. In all, the posters provide a
grim manifestation of the notion
that the personal is political:
Piper’s treatments of her own
sex, race, and class speak to
definitive issues of our time.

10. Jenny Holzer. Trudsms (installed

in New York, 1979). (1978-87).
Photostat, 8 x 40" (2438 x 101.6 cm)
Courtesy Barbara Gladstone Gallery,
New York

Holzer’s Truisms, which in their
entirety run to almost three
hundred, seem to touch on
every aspect of human experi-
ence. Some messages are
clichéd (A Man Can't Know
What Its Like to Be a Mother),
others are philosophical (Abso-
lute Submission Can Be a Form
of Freedom). Still others are
ironic (Change Is Valuable Be-
cause It Lets the Oppressed Be
Tyrants) or comic (You Get the
Face You Deserve). The variety
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of viewpoints seems endless,
and they provide an experience
that is painful and amusing at
the same time. Reading them all
should give us perspective, but
as much as we laugh at the
preceding Truism, we cling to
the next as truth.

Holzer began her Trisms in
the late seventies as a street-
poster campaign. They have
since been presented in window
installations and artists’ books, as
well as on handouts, billboards,
T-shirts, coffee cups, and elec-
tronic signs in Times Square and
Las Vegas. They also exist in
Spanish, French, and German
translations.




BEEN SAID. NOW MUCH MUST BE DONE

11. Peter Gourfain, Much Has Been
Said. Now Much Must Be Done. 1980.
Silkscreen, 24 x 31" (61 X 79 cm).
Collection Lucy R. Lippard, New York

Gourfain’s gargoylelike heads
comment on the human condi-
tion in much the same way their
Romanesque antecedents did

by giving form to universal virtues
and vices. Spewing forth a knife,
an accusatory finger, and a club-
bearing fist, among other things,
they speak an incoherent
language in which instinct over-
rules intellect. Yet with the text
“Much Has Been Said. Now
Much Must Be Done,” the night-
marish vision becomes a call to
action.

Gourfain’s image has been
used as a postcard and as the
logo for the Alliance for Cultural
Democracy, a nationwide organi-
zation of community groups
dedicated to broadening the
American cultural agenda. Sim-
ilar heads were used on a but-
ton that Gourfain designed for
the Artists Call Against LS.
[ntervention in Central America
events and exhibitions in 1984,
and they appear elsewhere in
his work on protest banners and
terra-cotta urns as well as in
ceramic or wood sculptures.

Introduction

12. Luis Alonso. Manifiesto V. 1978
Woodcut, printed in color, 38% x
25%4" (98.1 x 64.1 cm). Courtesy

Galeria Calibdn, San Juan

Alonso offers in his silent
marchers a representation of
oppressed people united in a
demonstration of protest. The
marching figure has become a
personal icon for the artist, and
he has used it in many of his
woodcuts, along with images of
barbed wire, a figure crying
out, and a burial, all as universal
signs of besieged humanity.
Alonso’s work issues from his
experience of the political situa-
tion in Puerto Rico, What he
describes as the repression of
colonization and the struggle for
Puerto Rican independence
inspire his broad renderings of
inhumanity and striving in the
face of that inhumanity. Themes
of social injustice and the abuse
of power run throughout his
work, yet his symbolic world
view is always an eloquent visual
statement of human dignity
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Commited to Print

13. Group Marterial, Selections from
the project Subcultere.” (1983). Fifteen
subway-car placards, printed in color
and black, each 11 x 274" (28 X

70.9 cm). Collection Group Material,
New York

Group Material is an artists’
collective dedicated to “the
creation, exhibition, and dis-
tribution of art that increases
social awareness.” After its
founding in 1979 by the artists
Douglas Ashford, Julie Ault,
Mundy McLaughlin, and Tim
Rollins, the group organized
several exhibitions that became
part of city life, a reflection of
its belief that the context of art is
an extremely important part of
art’s meaning, Subculture was
one of these shows, and it

was intended to “change that
vacuous tableau faced by the
commuter every day’ It was
mounted in September 1983,
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14. Barbara Kruger. We Get Exploded
Because They've Got Money and God
in Their Pockets. Brooklyn, Aqui, 1984
Offset, printed in color, 69 X 444"
(1733 % 114 cm). Collection the art-
ist, New York

Kruger's large folded poster is
actually an issue of Agui maga-
zine. (The editors of the periodi-
cal ask artists to design images

to be printed as posters, folded
up, and sold at newsstands. )

Here Kruger uses her usual
format of photography and text

in a layour reminiscent of adver-
tising. The message here, as in
most of her work, is suggestive
rather than explicit. The word
“exploded,” for example, calls to
mind the word “exploited” in

the context of the words “money”
and “God.” Wealth and religion
become the oppressors. The face
of a boxer receiving a blow to the
head dramatizes the implied act

of exploitation and gives it a violent

dimension. The work as a whole
intimates that the success of one
group is, almost by definition, at
the expense of another.

Introduction

15. Jerry Kearns. Talking Heads. 1985,
Lithograph, 26% % 32%¢" (66,7 X
82.7 em). The Museum of Modern Art,
New York. John B, Turner Fund

Kearnss collage image depicts
an uncertain situation of anxiety
and fear, While the couple’s ex-
pressions suggest problems of a
personal nature, their dream-
filled night presents an external
threat well beyond their control.
The couple seems haunted by
the silent, masklike faces above
them and terrorized by the
shadows of militaristic figures
below: At the top of the piece
Kearns uses photographs of the
heads of Salvadorans reportedly
killed by death squads; at the
bottom he uses silhouettes of
Miami riot police quelling out-
breaks among blacks. The artist
has said that he sees the white
male as the pivotal figure and
that the images above and
below are signs of racial oppres-
sion, both in the Third World
and in our own cities. The title
is a reference to a politicized
rock-and-roll group.
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Committed to Print

16. Jos Sances for Mission Grifica.
Dan White Released. (1984). Silk
screen, printed in color, 35 x 234"
(88.9 X 58.7 cm). Collection Mission
Grafica, San Francisco

Mission Grifica is the graphics
workshop of the Mission
Cultural Center, founded in San
Francisco’s predominantly His-
panic Mission District in 1976.
The workshop has been co-
directed by Jos Sances and René
Castro since 1981 and has
served many community and
political groups.

Sancess silkscreen was done
for a San Francisco gay activist
group, the Ad Hoc Committee,
to be used during demonstra-
tions protesting the parole of
Dan White. A former city super-
visor, White was released in
January 1984 after serving just
over five years in prison for
the murders of Mayor George
Moscone and Supervisor Harvey
Milk in November 1978, inside
City Hall. The figural shape
wrapped in newspaper at the
center of the print is a reference
to a portrait bust of Moscone by
Robert Arneson. That sculpture,
commissioned for the Moscone
Convention Center, made graphic
reference to the mavor’s murder
and was ultimately rejected. In
this print newspaper accounts of
the rejection controversy form
the bust’s ominous shroud. The
background is made up of pack-
ages of Twinkies, one of the junk
foods that the defense cited in
its claim that White’s ability to
reason had been impaired by
his unnourishing diet.

20
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17. Luis Cruz Azaceta. Oppression [,
1987. Silkscreen, printed in color,
35W X 2346" (89.2 X 585 cm).
Collection the artist, New York

Azaceta’s emblematic image is
meant as a universal symbol of
inhumanity and cruelty. The art-
ist chooses to show the victim
rather than the oppressor be-
cause he believes all regimes
eventually cause suffering and
social ills, "Regardless of a right
or left-wing power,” he states,
“the victim remains—the same
dog with a different leash.”
Azacetas silkscreen is the third




o work in a series titled Oppres-
{ sion. In all three a figure is

pinned under a boot. In the first
image, a painting of 1984, the
figure crouches on all fours like
an animal. In the second the

{ body is severed at the waist,

4 with only the upper torso and

head (a self-portrait) remaining.
In Oppression [T only the head

| remains, again a self-portrait,

i According to the artist, “the de-
capitation illustrates not only
violence and death but also
the repressed thoughts of the
individual”

18. Carlos Cortez. La lucha continta
(The Struggle Continnees), 1986. Wood-

if cut, printed in color, 173 x 229"

(448 % 57.3 cm). Collection the artist,
Chicago

| Lat lucha continua is one of

It dozens of woodcuts and lino-
leum cuts that Cortez has made
since the sixties for political

4 causes, particularly those involv
ing the union worker and the
Chicano movement. Unlike
many of his prints on specific
subjects or events, La lucha
CONtiNua exXpresses a gener-
l|alized sentiment for all op-

hipressed people. The imagery

was drawn from a photograph of
a peasant demonstration in
iBolivia. Cortez has added skel-
eton figures that derive from the
fprints of the Mexican artist José
Guadalupe Posada (1852-1913),
(works that have always given
ihim inspiration. Cortez posts
isome of his prints directly on
the street, while others are used
o raise funds for organizations
and causes.

Artists’ Books

19. Rudolf Baranik. Dictionary from
the 24th Centry (with “"Rudolf Bar-
anik: An Interview” by Jim Drobnick).
Boston, Bee Sting Press, 1987.

Offset; 9%s X 73" (24.6 % 18,7 cm),
20 leaves. The Museum of Modern
Art, New York

Since the early eighties Baranik
has contributed photostats of
ironic definitions from his self-
styled “Dictionary from the 24th
Century” to various exhibitions
on political themes. Although
the artist has executed about
thirty such definitions, they have
never been seen together. On
the occasion of a recent retro-
spective exhibition, however,
nine definition pieces were in-
stalled together and reproduced
in this small volume, which rep-
resents the closest approxima-
tion of an actual dictionary that
has appeared thus far. The nine
definitions included are: "monu-
ment,” “armament,” “1984,"
“apartheid,” “earth,” "post-
modernism,” “world,” “New
York City," and “state” Baranik, a
committed activist, distinguishes
his definition work from the
shadowy, enigmatic paintings
that comprise his main artistic
activity,

20. John Fekner. Danger Live Artists:
Queensites. Bjirred, Sweden,
Wedgepress & Cheese, 1982. Offset,
printed in black and color; 6¥%s X
976" (16 X 24 cm), 27 leaves, The
Museum of Modern Art, New York

Fekner's artist's book documents
his outdoor stencil work from
1978 1o 1982. During that time
Fekner stenciled words and
phrases on outdoor sites, calling
attention to social problems by
labeling them. Although some
of the projects were done in
Sweden and Canada, most were
executed around New York;
many of the actual works have
disappeared. The most dramatic
image in the book is a photo-
graph of Ronald Reagan, at the
time a Presidential candidate,
surrounded by reporters while
campaigning on Charlotte Street
in the South Bronx. Fekner’s
stenciled word “Decay” stands
out on a crumbling building in
the background.

The projects in the book
address environmental issues,
neighborhood blight, nuclear
power, discrimination against
Native Americans, and the
power of the news media. In
describing one stencil project
executed in collaboration with
local teenagers, Fekner has ex-
plained, “We were working like
anonymous Ralph Naders”
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21. Guerrilla Art Action Group. GAAG:
The Guerrilla Art Action Group
1969—1976, A Selection. New York,
Printed Matter, Inc., 1978. Offser; 812 X
54" (21.6 % 14 cm), 186 leaves, The
Museum of Modern Art, New York

The Guerrilla Art Action Group
(GAAG) was established in 1969
by the artists Jon Hendricks and
Jean Toche. It began as an out-
growth of the Action Committee
of the Art Workers' Coalition, a
large, New York—based associa-
tion of activist artists. GAAG
initiated dramatic protests, con-
sidered art works, in the form of
“actions,” which issued from the
tradition of theater and Happen-
ings but which took place in the
real world. “Provocation, con-
frontation, and action” were the
means through which GAAG at-
tempted to accomplish its aims.
GAAG was invited by Printed
Martter, which at the time not
only distributed burt also pub-
lished artists’ books, to produce
in book form a compilation of
the documentation it had cre-
ated as an integral aspect of its
protest actions. The resulting
volume describes hfty-two ac-
tions undertaken by GAAG to
make known its views on artists’
rights and “classist and racist”
policies in museums; govern-
ment leaders and their policies
(particularly concerning the
Vietnam War); and such events
as the uprising at Attica State
Correctional Facility and the trial
of the black activist Angela
Davis, among other things.




Committed 1o Print

22. Barbara Kruger. No Progress in
Pleasure. Buffalo, Center for Explora-
tory and Perceptual Art (CEPA), 1982,
Offset, printed in black and color;

11 X 81" (27.9 x 21.6 cm), 10 leaves.
The Museum of Modern Art, New York

Kruger’s artist’s book reproduces
as page art twelve of her photo-
collage combinations of text and
image. The commercial format
of these works derives from her
many years as an art director

at Mademoiselle magazine. The
messages in Krugers art are
always elusive, but certain un-
dercurrents are discernible
throughout. Power, for instance,
is a continuing theme, par-
ticularly as experienced by the
powerless (Your Assignment Is
to Divide and Congueer). There
are also many references in her
work to being acted upon rather
than being the initiator of action
(Your Gaze Hits the Side of My
Face). And the pictorial compo-
razor

nents of Krugers art
blades, bloodied hands, or sharp
often

spikes, for example-
have a violent aspect. Feminist
concerns thread throughout her
work, but Kruger’s trenchant
examinations challenge a broad
range of social constructs.

Many of the works repro
duced in this book have been
made in poster form and put up
in the streets; Kruger has also
created many billboards, In
commenting recently about her
art, Kruger said, "I don't want to
be correct. [ want to make a
difference.”

23. Martha Rosler. 3 Works: [. The
Restoration of High Culture in Chile;
I1. The Bowery in Two nadequate
Descriptive Systems; [11. In, Arovrd,
and Afterthoughts (On Documentery
Photography ). Halifax, The Press of the
Nova Scotia College of Art and Design,

1981, Offser; 8 x 1084" (203 % 27.3 cm),

50 leaves. The Museum of Modern Art,
New York

In the first part of Rosler’s 3
Works a polite social meeting
unexpectedly turns into a chill-
ing account of the overthrow of
the Chilean leader Salvador
Allende in 1973. Rosler then lists
information which she believes
demonstrates how United States
interests were served by the
overthrow of the Marxist presi-
dent. The piece was initially
done as a handour for a memo
rial exhibition for Orlando
Letelier, a former minister in
Allende’s government who was
assassinated in Washington, D.C.,
in 1976.

The second and third parts of
Rosler’s book were conceived
together. The Bowery piece,
which has played a prominent
role in critical thinking about
photography; is a scathing view
of the New York locale and also
of the ways in which drinking
and drunkenness are perceived
in the general population.
Rosler juxtaposes deadpan pho-
tographs of empty Bowery side-
walks and street corners with
word sequences such as “squiffy;
snozzled, screwed, bleary-eyed,
glassy-eyed, cross-eved, cock-
eyed.” The third part of 3 Works

considers the purposes and
effects of documentary photog-
raphy in the twentieth century.

24, Erika Rothenberg. Moralfy Supre-
rior Products. Néw York, SZ Press,
1983, Offset: 812 x 11" (21.6 X

279 cm), 10 leaves. The Museum of
Modern Art, New York

Rothenberg's artist’s book at
once speaks to such controver-
sial issues as abortion, disarma-
ment, and gun control and
comments on the publics rela-
tionship to the advertising

industry: The artist uses advertis-

ing strategies, particularly those
associated with television, to get
her messages across. In doing

so she expresses her view of the

cynicism of advertising that
counts on the gullibility of the
public. Rothenberg, who once
worked as an art director in
an advertising agency, believes
that a direct, unambiguous art
can be most meaningful.

Rothenberg’s book repro-
duces paintings she made be-
tween 1980 and 1982 and was
conceived as a vehicle to dis-
seminate her images. She has
recently used a poster format
as well.,

25. We're All in the Same Boat, Calen-
dar of Social & Political Images. New
York, We're All in the Same Boat, 1985,
Offser, printed in color and black:

1 X 11" (40.6 x 27.9 cm), 18 leaves.
The Museum of Modern Art, New York

Some of the artists in the We're
All in the Same Boat collective
had worked together before
embarking on their calendar proj-
ect, but the group was named

for this venture. The members

of the collective, many of them
Brooklyn neighbors, bought a
printing press and in a series of
meetings chose the issues that
would be addressed in the
illustrations for their calendar:
apartheid, nuclear weaponry,
oppression in Central America,
women’s rights, the homeless,
and police brurality, among
others. The resulting set of
woodcuts, printed on several
different colored papers, w:
made into a portfolio, exhibited
at various places, and sold. This
oftset version of the calendar,
made in an edition of 1,000, was
more widely distributed.







Committed to Print

26. Vito Acconci. Three Flags for One
Space and Six Regions, Oakland,
Crown Point Press, 1983. Photoetching
and aquatint, printed in color, 72 X
64" (182.9 x 162.6 ¢m), Miriam and
Ira D. Wallach Division of Art, Prints,
and Photographs, The New York Public
Library, Astor, Lenox, and Tilden Foun-
dations

Acconci approached this project
with the intention of making a
print that would serve as a
“rallying cry” in the way a poster
can. He intensifies the potency
of the flag motif by placing
those of three powerful coun-
tries—the United States, the
Soviet Union, and the People’s
Republic of China—in close
proximity. After bringing the
flags together in this uncomfor-
table bonding, Acconci effects

a divisiveness by separating the
composition into six clearly
articulated parts. In so doing the
artist presents a visual paradigm

for superpower interaction,
confrontation, and isolation.
Acconci’s work on this print led
him to employ flags as a matif in
an eight-foot-high piece in the
shape of a folding house, which
further explores the issue of
superpower interaction.

27. Andy Warhol. Plate from the book
Flash—November 22, 1963 by Phillip
Greer, Briarcliff Manor, New York,
Racolin Press, 1968, Silkscreen, printed
in color, 217 X 21%" (544 X 54 cm)
The Museum of Modern Art, New
York. Gift of Philip Johnson

Warhol’s Flash—November 22,
1963 may be seen as a com
memorative book, in the tradi-
tion of volumes created to mark
important events long before
radio and relevision became the
prime vehicles for disseminating
information. Phillip Greer, a re-
porter, was hired to write a text
in the form of news bulletins on
President Kennedy's assassina-
tion, The bulletins begin with
the President’s arrival in Dallas
and end with his funeral cortege
in Washington, D.C. Warhols
images prompt the reader’s
memory rather than present the
actual sequence of events. Ren-
derings of Kennedy campaign
posters, Kennedy's face, and
Jacqueline Kennedy in her pink
suit and pillbox hat stimulate

a host of strong associations, as
do images of the rifle used in
the shooting, the window from
which Lee Harvey Oswald is
thought to have fired the fatal
shots, and Oswald’s face. A

review of the text and the accom:-

panying prints in this book leads
to a vivid personal recreation of
the drama and pain of those few
days, days most Americans who
were old enough to remember
will never forget.




28. Andy Warhol. Vote McGovern. Los
Angeles, Gemini G.EL., 1972, Silk-
screen, printed in color, 42 X 411%¢"
(1067 x 106.6 ¢m). The Museum of
Modern Art, New York. Gift of Philip
Johnson

Published to raise funds for
Senator George McGovern'’s
campaign for President in 1972,
Warhol's print is hilarious to
those who were opposed to
President Richard M. Nixon.
McGovern supporters appar-
ently believed that this unflatter-
ing portrait of the President as
“tricky Dick” would encourage
voters to choose their candidate.
It has been noted, however,

that although the poster raised
$40,000 for the McGovern cam-
paign, it actually garnered votes
for both of the candidates. War-
hol did posters for a variety of
political candidates in his career,
among them Edward Kennedy
and Jimmy Carter on the na-
tional level and Carter Burden
on the local level in New York.

Governments/Leaders

29. Jim Dine. Drag. London, Editions
Alecto, 1967. Lithograph, printed in
color, 34 x 47" (87 X 121.9 cm).
The Museum of Modern Art, New
York. Gift of Mr. and Mrs. John

Jakobson

With a high-spiritedness that re-
flects the sensibility surrounding
Pop art and that part of the
sixties scene that created mini-
skirts and the “mod” fashions of
Carnaby Street, Dine creates an
outrageous spoofl of superpower
leaders. In a sociopolitical image
unique in his work, Dine gives
President Lyndon B. Johnson
and Chairman Mao Tse-tung
clownlike makeup and lipstick
to produce a prettified, “drag”
appearance, He takes a swipe at
the powers that be in much the
way graffitists do when adding
details to imagery in public
places, giving it a new and
ridiculous meaning. During this
period Johnson, with his Great
Society programs as well as the
burden of the Vietnam War, was
at the center of the world stage.
Mao, too, was the source of
much attention, with his Cultural
Revolution and his “Little Red
Book.”



Committed to Print

30. Robert Rauschenberg. Untitled
from the Inaugural Portfolio. New
York, Democratic National Committee,
1977. Lithograph, printed in color,

31 x 22" (787 % 55.9 cm) Collection
the artist, New York

Rauschenberg’s print is part of a
portfolio commissioned by the
Presidential Inauguration Com-
mittee for Jimmy Carter in 1977.
Other prints in the portfolio are
by Jacob Lawrence, Roy Lichten-
stein, Andy Warhol, and Jamie
Wyeth. Rauschenberg frequently
has done prints to benefit politi-

cal candidates and organizations.

Jimmy Carter, a former gov-
ernor of Georgia, was virtually
unknown on a national level
when he announced his can-
didacy early in the 1976 Presi-
dential campaign. He was
elected, in part, for his “out-
sider” image, when after the
scandals of Watergate and the
resignation of President Nixon,
it was seen as an advantage o
be outside the Washington sys-
tem. Rauschenberg combines in
this print the lofty symbols of
the United States seat of govern-
ment with images that evoke the
“down home" qualities that con-
tributed to Carter’s appeal.
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31, Anton van Dalen. Swords into
Plowshares/Buses into Bombers. (1981).
Stencil, printed in color, 10% % 264"
(27.6 % 67 cm). Courtesy Edward
Thorp Gallery, New York

Van Dalen’s stencil print was
conceived for a Group Material
campaign in which twenty-seven
artists contributed works for dis-
play on Manhattan’s Fifth Avenue
bus lines. Van Dalen’s image
addresses the Reagan Admin-
istration’s military buildup dur-
ing a period of cutbacks in
domestic programs such as pub-
lic transportation. The work’s
conception and title relate to a
biblical passage often cited in
the cause of pacifism: "And he
shall judge among the nations,
and shall rebuke many people;
and they shall beat their swords
into plowshares, and their
spears into pruning hooks; na-
tion shall not lift up sword
against nation, neither shall they
learn war any more.”
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32. Collaborative Projects, Inc. Caise/
Effect (design by Kiki Smith, Charlie
Ahearn, and Jane Dickson) from The
Poster Project. New York, Collaborative
Projects, Inc., 1984, Offset, printed in
color, 223 x 344" (57.8 X 865 cm).
Collection Andrea Callard, New York

Since its founding in 1978 the
artist’s group Collaborative Proj-
ects, Inc. (Colab), has organized
a variety of experimental, collab-
orative exhibitions that bypass
the commercial gallery system.
In 1984 a group of Colab mem-
bers—John Hogan, Janet Stein,
and Darryl Turner—proposed a
street-poster project to the gen-
eral membership. The intent was
to achieve the direct impact of
traditional posters in images that
instead were intended primarily
as art. In the collective spirit of
the organization, all posters had
to result from the efforts of
more than one person, and all
the artists were required to use
the same sheet size and colors,
Cause/Effect, the result of a
collaboration among the artists
Kiki Smith, Charlie Ahearn, and
Jane Dickson, offers a grim view
of the ramifications of govern-
mental policies. The throng in
front of the United States Capitol
is not a mass of demonstrators
but a mass grave. Across the
portion of the print that depicts
the Capitol is the word “Cause”;
across the sea of skulls is the
word “Effect” (regrettably
obscured in the present repro-
duction). According to one of
the collaborators the words and
image make up a kind of visual
“motto” for the continuing
effects of governmental policies.

Governments/Leaders

33. Peter Saul. Politics. Chicago, Land-
fall Press, 1984. Lithograph, printed in
color, 32% X 231" (83.2 X 59.7 cm).
Lent by the publisher, Chicago

Throughout his career Saul has
conceived grotesque images

of injustice. In some works the
artist scrutinizes general sub-
jects, such as race, class, eco-
nomics, or government. In
others he targets specific events,
such as the Vietnam War or the
Three Mile Island nuclear acci-
dent; or specific people, such as
Bobby Seale, Angela Davis, or
Richard Nixon. Around the time
of the 1984 Presidential election
Saul again took on Ronald Rea-
gan as a subject in paintings,
drawings, and prints. (He had
dealt with him earlier, when
Reagan was Governor of Califor-
nia.) Relatively speaking, his
images of Reagan are not as
horrific as those of some of his
other targets. In Politics the
figure of the President becomes
a logolike sign of overwhelming
confusion. A close look at the
details reveals a grasping hand
of power and a tongue licking
at the world. Saul has described
his method of labeling body
parts as similar to the tagging
system used in morgues.
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34. Guerrilla Art Action Group. Letter
Action af October 22, 1972, 1972,
Engraving, 7% X 54" (19 X 14 em).
Collection the Guerrilla Art Action
Group, New York

The Guerrilla Art Action Group's
engraved letter to President
Nixon was sold on the streets of
New York to raise money for
the 1972 McGovern Presidential
campaign. GAAG repeated in
this piece a command it had
issued in an earlier letter action
to the President, Eat What You
Kill. In this second work the
niceties of the engraved medium
contrast strikingly with the
longer, even more barbarous
message expressed by such
words as “slaughtering,” “roast-
ing,” "meat,” and “rotting” used
in connection with “Vietnam"
and "American Dream.” GAAG
printed the engraving in an edi-
tion of 150 and sent the first and
second numbers to President
Nixon and Senator McGovern,
respectively.

35. Leon Golub and Nancy Spero. They
Will Torture You, My Friend from the
portfolio Conspiracy: The Artist as
Witrtess. (1971). New York and
Brookline, Massachusetts, Center for
Constitutional Rights and David R.
Godine, 1972. Silkscreen, printed in
color, 17We X 233" (449 x 604 cm)
The Museum of Modern Art, New

York. Purchase

This silkscreen is one of twelve
prints in the benefit portfolio
Conspiracy: The Artist as Wit-
ness, published as a tribute to
the defense in the Chicago
Conspiracy Trial of 1969. (Tom
Hayden, Abbie Hoffman, Jerry
Rubin, Bobby Seale, and others
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who had led demonstrations at
the 1968 Democratic National
Convention were the defendants
in that controversial trial. All
were found innocent of conspir
acy.) Other prints in the port-
folio were by Jack Beal,
Alexander Calder, Sol LeWitt,
Robert Morris, Claes Oldenburg,
Larry Poons, Bridget Riley, Peter
Saul, Raphael Soyer, and Frank
Stella.

The left side of this rare
collaboration between Golub
and Spero shows an evocative
detail from a sculpture by Golub
of 1953. The clearly distinguish-
able chains give the ambiguous
composition threatening over-
tones. The right side incorpo-
rates an image from Spero’s
involvement with the writings of
Antonin Artaud, (Her Codex Ar-
taud would be exhibited in
1973.) The quote about torture,
the red stainlike arc, and the
shadowy chains all take on spe-
cial meaning in the context of
the portfolio. One of the defen-
dants in the trial, Bobby Seale,
was bound and gagged by mar-
shals during the proceedings,
and the entire trial came to be
seen by many as a spectacle of
protest theater.
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36. Andy Warhol. Untitled from the
portfolio Electric Chair. Zurich, Bruno
Bischofberger, 1971. Silkscreen,

printed in color, 357 X 474" (90 X
121.6 em). The Museum of Modern Art,
New York. Gift of Philip Johnson

Warhols electric chair is a mor-
bid and fascinating icon. This
work is part of a portfolio of ten
identical images printed in dif-
ferent color combinations. In
some the color and printing
processes almost obliterate the
chair, and only a ghostly sil-
houette remains. Warhol’s unre-
mitting focus on an actual device
of capital punishment leaves no
room for consideration of the
criminal acts cited as justifica-
tion for its use. The artist's
coldblooded rendering of the
official execution machine in
contemporary America has the
effect of condemning the judi-
cial order it was invented to
carry out. Some interpreters of

farhol’s electric chair and of his
work in general contend that no
social commentary is involved.
The power of this image in
particular, however, calls that
view into question.

Governments/Leaders

37. Faith Ringgold. Peoples Flag Show.
New York, The Independent Artists
Flag Show Committee, 1970. Offset,
printed in color, 1B X 24" (45.7 X

61 cm). Collection Artists' Poster Com-
mittee, New York

Ringgold, who in the late sixties
incorporated the flag in several
powerful painted images, de-
signed this poster to announce
the exhibition Peoples Flag
Show. The Independent Artists
Flag Show Committee spon-
sored this installation of works
made in response to the query
“Artists, workers, students,
women, third world peoples . . .
what does the flag mean to
you?” The exhibition challenged
what the poster refers to as
“repressive U.S. govt. and state
laws restricting our use & dis-
play of the flag” Ringgold’s
daughter, the writer Michele
Wallace, wrote the text.

For the show; more than two
hundred works were brought
to New York’s Judson Memorial
Church and mounted by the
artists. Scheduled to remain on
view November 9-14, 1970, the
exhibition was closed by order
of the district attorney’s office a
day early Ringgold, along with
the artists Jon Hendricks and
Jean Toche, was arrested at the
church and charged with flag
desecration. The Judson Three,
as they became known, were
found guilty in May 1971 after
months of protests and demon-
strations of support from
the art community and civil
libertarians.
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38, Jack Levine. The Daley Gesture.
Greenwich, Connecticut, Lublin
Graphics, 1969. Aquatint and drypoint,
14196 X 23)4" (379 X 59.7 cm). Col-
lection Abraham and Micheline Lublin,
Key Biscayne, Florida

With The Daley Gesture Levine
records an infamous moment at
the 1968 Democratic National
Convention and adds Mayor
Richard J. Daley of Chicago to
the cast of politicians, military
men, gangsters, and tycoons that
is the subject of biting commen-
tary in much of his work. In
his satiric characterization Levine
fashions a stereotype from a
particular person by exaggerat-
ing the corpulent body and sin-
ister expression of his subject.
Levine was invited to the
convention by Time magazine,
and some of his renderings of
the event were later reproduced
as part of the weekly’s coverage.
The artist singles out the mo-
ment when Mayor Daley ran his
finger across his throat as a
signal to convention organizers
to turn off the microphone of
Senator Abe Ribicoff, who was
protesting police treatment
of demonstrators outside the
convention hall,
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39. Margia Kramer. Rebngquist to Hear
Black Panther Case, May 1, 1980.
{1980). Photostat on transparent film,
71 % 374" (1804 X 95.2 cm), Collec-
tion the artist, New York

Kramers haunting photostat on
the subject of Justice William H.
Rehnquist and the Black Panther
Party was made as a component
of her installation work on the
late Jean Seberg, which focuses
on FBI surveillance of the

actress. (Seberg was the target of

FBI surveillance and counter-
intelligence activities as a result
of her support of the Black
Panther Party in the late sixties
and early seventies. )

The present work, which
originally served as contextual
material within the Seberg
installations, was first exhibited
by itself in the Law and Order
Show (1986), a New York benefit
for the Center for Constitutional
Rights. Because that exhibition
coincided with hearings on
Rehnquist’s appointment as
Chief Justice of the Supreme
Court, Kramer’s photostat took
on new meaning within it, its
emphasis shifting from the Black
Panthers to Rehnquist himself.
The newspaper article re-
produced in the work refers to
the Supreme Court, former
Artorney General John Mitchell,
and the Chicago police. Accord-
ing to the artist, these references
to government branches, lead-
ers, and departments demon-
strate “the interlocking nature
of the hegemony of official
ideology”
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40a—c. Antonio Frasconi. Lenw and
Order—Attica. 1971, Woodcut, printed

40c.

in color, 223 X 30" (56.9 X 76.3 cm),

Law and Order—Kent. 1972, Woodcut,
printed in color, 2236 X 304"

(56.9 x 76.3 cm). Law arnd Order—
The Guardian, 1971, Woodcut, printed
in color, 30%: X 223" (76.3 =

56.9 cm). All courtesy Terry Dintenfass
Gallery, New York

As he does in so many works
throughout his oeuvre, Frasconi
brings a symbolic dimension to
actual events in his woodcut
series Law dand Order. Some of
the works in the series have
four-part formats, which enable
the artist to focus on different
details at the same time. The
circular, embossed signs at the
centers of these works read
simultaneously as targets and as
abstract shapes with mythic
connotations,

Govertin,

In Law and Order—Attica
Frasconi incorporates news-
paper photographs of a yard at
New York's Attica State Correc-
tional Facility in September
1971, when inmates seized the
prison and issued demands. At
the end of the four-day crisis
state troopers stormed the peni-
tentiary; several dozen inmates
and hostages were shot to death
in the assault. In one quadrant
of his woodcut Frasconi depicts
the head of a slain spokesman
for the prisoners.

Law and Order—Kent ad-
dresses the violence at Kent
State University in Ohio in May
1970, when National Guardsmen
fired on students demonstrating
against the United States inva-
sion of Cambodia, killing four.
Here Frasconi mixes newspaper
photographs of fallen students
with symbolic renderings.

The most brutal image in the
Law and Order series (which
also includes prints titled Zaw
and Order—George Jackson
and Law and Order—Wounded
Knee) is that in Law and
Order—The Guardian, of the
National Guardsman so familiar
from scenes of civil disobe-
dience. With gas mask and tanks,
he appears half man, half beast.
Frasconi’s series evokes, with
irony, a time in our history when
public officials commonly in-
voked the phrase “law and order”
when attempting to control
mass protest.
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41. Frank Stella. Artica Defense Fund.
New York, The Artist Benefit for Atica
Legal Defense Fund, 1975, Offset,
201 X 29%" (749 X 749 cm).
Collection Artists' Poster Committee,
New York

In 1975 the Artists’ Poster Com-
mittee became aware that the
lawyers for inmates involved in
the 1971 Attica uprising were
seeking defense funds. Since the
committee was also interested
in illuminating the sociopolitical
issues surrounding the Attica
upheaval, they organized a benefit
exhibition and sale, called A
Decade of Political Posters by
American Artists, 1965-1975.
Stella was asked to do a poster
to raise money for the benefit.
The abstract image the artist
chose for his poster takes on a
foreboding quality, even trigger-
ing associations with prison
bars, in the context of the words
“Attica Defense Fund.” Stella
used the same black image in
his contribution to the portfolio
Conspiracy: The Artist as Witness
(1971).

42. Leon Golub. White Squead. New
Brunswick, New Jersey, Mason Gross
School of the Arts, Rutgers University,
1987. Lithograph, 29% x 4174"

(75.6 % 106.4 cm). Courtesy Barbara
Gladstone Gallery, New York

Golub’s White Squads represent
police, as opposed to mercenary
soldiers or interrogators, other
major protagonists in the artist’s
work. In these works the po-
lice—civil agents of the state—
are seen in acts of flagrant abuse

of power. Details from two of
the artist’s White Squad paintings
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make up the encounter depicted
here, (The head on the left is
from White Squad (El Salvador)
IV [1983], the title of which gives
a specific reference to place thdt
is unusual in this series.)

By including only the heads
and a weapon, the artist inten-
sifies the psychological interac-
tion of the moment. The villain’s
sadistic expression and the vic-
tim’s utter vulnerability contrib-
ute to the atmosphere of terror.
Golub photographed the face
on the left (taken from his
painting) from an acute angle,
giving it an even more sinister
cast. He then photocopied the
composition to heighten the
contrasts and roughen the tex-
ture before proceeding with the
print. The resulting lithograph
has the immediacy of a broad-
side, which is particularly appro-
priate for the subject at hand.

43, Antonio Frasconi. Los desapareci-
dos VI (The Disappeared V1), 1980.
Woodceut and collograph, 414 %
29944" (105.7 % 75.1 cm). Courtesy
Terry Dintenfass Gallery, New York

Frasconi’s harrowing image of a
hooded figure, a visual encap
sulation of repression, is part of
his ‘ongoing series on “the
disappeared” in Latin America,
“The disappeared” are those
citizens who “vanished” during
government campaigns against
internal resistance; Amnesty
International has termed the
phenomenon “an especially
abhorrent method of government
repression.” Survivors of “disap-
pearances’ in Argentina have
described the military govern-
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ments widespread practice of
abduction, torture, and murder
for political reasons in the book
Nunca Mcs (Never Again; 1985),
prepared by the Argentine Na-

tional Commission on the Disap-

peared. Frasconi has focused

on the phenomenon as it relates
to Argentina, Brazil, Chile, and
Uruguay, where he grew up. The
subject has preoccupied the art-
ist for the last five years and has
been the basis of an extensive
series of woodcuts, some con-
ceived as single images and
others executed for a bound set.
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44. Luis Camnitzer. f fer Fragrance Lin-
gered On from the series Urugnayan

Torture. 1983. Photoetching, printed in
color, 29% % 214" (74.9 % 55.6 cm).

Collection the artist, Great Neck,

New York

Camnitzer’s Uruguayan Torture
series is made up of thirty-five
prints that evoke the daily exis-
tence of a torture victim. The
repetitiveness of the format and
the warm, veiled tones created
by the etching process mes-
merize us and pull us into
intimate contact with the events
described. We become closely
involved in a narrative that
makes us recoil in horror.

A Uruguayan citizen, Cam-
nitzer did research for this series
by talking with friends who
had been imprisoned and by
studying Amnesty International
documentation on torture in
Uruguay and in Latin America in
general. According to the artist,
the text “"Her Fragrance Lingered
On” refers to the one docu-
mented female torturer in Latin
America,

Governments/Leaders

45. Rachael Romero with Leon Klay-
man for the Wilfred Owen Brigade.
Freedom for Political Prisoners. 1976
Linoleum cut with collage, 2312 x
341" (59.7 x 877 ¢m), Collection the
artists, New York

Romero and Klayman founded
the political-poster group the
Wilfred Owen Brigade (later
known as the San Francisco
Poster Brigade) in 1975. This
linoleum cut was commissioned
for the cover of the catalogue for
a Bicentennial event at the San
Francisco Art Institute. A festival
of Third World dance, film, per-
formance, and visual art, the
event was titled Other Sources:
An American Essay. Romero and
Klayman took the opportunity to
introduce political concerns into
this forum on cultural activities.
Their image is comprised of por-
traits of political prisoners whose
fates the brigade was following,
The heads in the upper right and
left symbolize Chile and Argen-
tina, countries in which im-
prisonment for political reasons
was widespread at the time. The
prisoners’ names were added be-
fore the offset-poster version of
the linoleum cut was made. The
brigade mounted the poster
around San Francisco at the time
of the event to make more
widely known its view that Third
World culture and Third World
politics are inextricably linked.
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Artists’ Books

46. Black Emergency Cultural Coali-
tion and Artists and Writers Protest
Against the War in Vietnam. Aftica
Book, edited by Benny Andrews and
Rudolf Baranik. New York, Black
Emergency Cultural Coalition and Art-
ists and Writers Protest Against the War
in Vietnam, 1972, Offser; 101%s X 14"
(278 % 355 cm), 57 leaves. The Mu-
seum of Modern Art, New York

Two activist-artist groups of the
late sixties and early seventies
joined forces to publish this
compendium of art in response
to the 1971 Attica uprising. The
book reproduces paintings,
drawings, collages, prints, and
sculptures by forty-eight con-
cerned artists. Some works refer
to actual events at Attica; others
are abstract and in this context
take on a symbolic character.
The book also includes a selec-
tion of poems by four Attica
inmates. Proceeds from the sale
of the book went toward the
distribution of free copies
within the prison system. In the
preface the artists/editors Benny
Andrews and Rudolf Baranik
make the following statement:
“Attica—one vear old—is no

longer a locality upstate New York.

This three-syllable word is a battle
cry and lament—the Guerica
of America’s dispossessed.”
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47. Guerrilla Art Action Group. No
vember 19, 1971 Contribution to the
Sth NY Avant Garde Festival of the
26th Armory of New York—Descrip:
tion of Action, Receipt from the For-
tune Society and a Statement of Fact
on the Attica Massacre. 1971. Photo-
copy on five sheets, each 1% x 84"
(281 % 21.6 cm) Collection the Guer-
rilla Art Action Group, New York

The Guerrilla Art Action Group
designed this action regarding
the inmate uprising at Attica for
the eighth New York Avant
Garde Festival, which took place
just two months after the trag-
edy occurred. GAAGS aims were
threefold: “to raise some
amount of money” for the fam-
ilies of those who died at Attica;
to draw attention to the festival’s
setting (a barracks for the
National Guard); and to “refuse
the censorship” of the festival
organizers, who had specified
“no politics.” As part of the
action GAAG members mounted
a large printed list of the names
of those who died at Attica and
passed a collection box. The
documentation of the action in-
cludes photocopies of this list
and of the donation receipt from
the Fortune Society, which had
established an Attica fund for
burial expenses. GAAG views
such documentation, including
wrilten communiques sent
through the mails, as an integral
part of its actions. November 19,
1971 was mailed to 150 people
soon after the festival compo-
nent of the action took place.

48. Margia Kramer. Essential Docu-
ments: The FBI File on Jean Seberg,
Parts T and 1. New York, 1979 and
1980. Offsets; each 82 x 512" (216 %
14 em), 20 and 22 leaves respectively:
The Museumn of Modern Art, New York

Kramer's two small-format
books were produced as guides
to and mementos of installations
derived from FBI documents on
the late actress Jean Seberg,
material obtained through the
Freedom of Information Act.
Kramer speculates in the fore-
word to Part | of Essential Docut-
ments that FBI surveillance and
counterintelligence activities
from 1969 into the seventies,
undertaken as a result of
Seberg’s financial support of the
Black Panther Party, “contributed
to Seberg’s distress, emotional
breakdown and suicide”

Early in her career Seberg
had been touted by Hollywood
image makers as the perfect, all-
American girl. Few people who
remember the fifties can forget
the extraordinary hype sur-
rounding the talent search that
turned the unknown lowa sev-
enteen-year-old into a star. The
FBI memoranda reproduced in
Kramer’s books, scarred by dele-
tions, indicate how the abuse of
a governmental agency’s power
contributed to the decline of
a woman whose public persona
had been created through the
power of Hollywood and the
media,

49, Les Levine. Warergate Fashions.

New York, Museum of Mott Art, Inc.,
1973, Offser; 11 X 814" (279 ® 21.6 ¢m),
# leaves. The Museum of Modern Art,
New York

In 1972, at the Watergate apart-
ment complex in Washington,
D.C., employees of the Nixon
reelection campaign were
arrested while burglarizing the
offices of the Democratic
National Committee. The subse-
quent investigations eventually
led to the resignation of Presi-
dent Nixon. Levines text docu-
ments the audio component of
his slide performance Wetergete
Fashions, a series of shots of a
television screen on which the
1973 Watergate hearings were
being aired. In his text Levine
espouses no political views but
simply names the senators and
witnesses and the days on which
they spoke, adding descriptions
of their elothes. This catalogue
of the suits, shirts, and ties of
such senators as Howard Baker,
Sam Ervin, Daniel Inouye, and
Lowell Weicker, and of such
witnesses as John Dean, John
Ehrlichman, and Jeb Magruder
gradually takes on an absurd
humor. The monotonous ward-
robe listing undercuts the pro-
fundity of the historical drama
so many were viewing and
stresses one of the few areas of
commonality among the wit-
nesses, senators, and members
of the television audience.
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50. Ben Shahn, The Human Relations
Portfolio. New Haven, Human Rela-
tions Council of Greater New Haven,
1965, Three silkscreen facsimiles of
drawings, printed in color, each 22 X
1674" (55.9 x 429 cm). Courtesy Terry
Dintenfass Gallery, New York

In the summer of 1964 the
young civil rights workers James
Chaney, Andrew Goodman, and
Michael Schwerner were found
murdered in Mississippi. They
had been the subject of a long
and widely publicized search, in
which the FBI and ultimately
even President Johnson played a
part. Seven white men were
eventually convicted of conspir-
acy in the workers deaths.
Shahn memorializes the
young men with eloquent ren-
derings that achieve an iconic
dimension in their simplicity.
They also reveal something of
the individual personalities of
the three victims, We are struck,
first, by the youthful idealism in
their faces. Chaney was from
Mississippi, and met Schwerner
at a voter-registration training
session. He worked at the com-
munity center in Mississippi set
up by Schwerner and his wife.
Goodman, a junior at Queens
College in New York, also
worked at the Schwerners com-
munity center. Schwerner had
been a social worker on New
York’s Lower East Side before he
began his work in Mississippi.
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51. Benny Andrews. Right On! 1972,
Etching, 297 x 207" (74.8 X
53 ¢m). Collection the artist, New York

Andrewss Right On! is from a
group of etchings done in the
early seventies on social and
political themes. (Other works
in the group include Pusher;
Strung Ouwut, and Sexism, all from
1972.) Andrews has said that
Right On! was inspired by the
Attica uprising in 1971; it stands
as a symbolic rendering of the
concept of defiance. He has
explained further that he
wanted to evoke an idea that
goes "beyvond violence” and “en-
compasses dignity” The raised,
clenched fist became a familiar
expression of black solidarity in
the late sixties and early seven-
ties, as did the exclamation
“Right on!" An abbreviation of
the expression “right on time,”
the phrase derives from black
culture and conveys approval
and encouragement.
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52. Janet Koenig. Right of People
Peaceably to Assemble. 1982, Silk
screen, printed in color, 233 X 30"
(60.3 % 76.1 cm). Collection the artist,
New York

Koenig’s silkscreen is based on
an actual postage-stamp design
of the mid-seventies. The artist
preserves the original’s text but
substitutes a different image and
gives the stamp a horizontal
format. (The original stamp de-
picted the dome of the United
States Capitol.) Koenigs image is
derived from a photograph of
the Alabama state police charg-
ing civil rights activists in a
protest march from Selma to
Montgomery, in 1965. She chose
a civil rights subject because she
originally conceived her work
for an exhibition protesting the
infamous Nigger Drawings show
of abstract works at Artists Space
in New York in 1979,

Koenig has done a number of
variations on postage-stamp de-
signs. In explaining her decision
to base her work on such mod-
els the artist has said, "As adver-
tisements for the state, postage
stamps encourage patriotism
and project an idealized national
history in which social contra-
dictions vanish and democracy
triumphs. To question what is
represented on postage stamps
is to begin to imagine the his-
tory that has been left out.”

Race/Culture

53. Melvin Edwards, Night Chain. 1973.
Etching and aquatint, 3094 x 223"
(78.1 x 56.8 cm). Courtesy the
Printmaking Workshop, New York

In this powerful and provocative
work Edwards arranges clearly
distinguishable chains in a mes-
merizing minimalist format. An
all-over composition brings the
chains right to the surface of the
paper, leaving no area free of
them. The associative power of
the image stimulates an in-
tensely imagined fear of poten-
tial or past pain. But because the
print is about the anticipation or
memory of violence rather than
an actual event, we are not
afforded the release of an end-
ing: the threat evoked in Ed-
wardss image is constant,

Edwards began incorporating
chains in his sculpture in the
potent Lynch Fragments series,
initiated in 1963, a time of in-
tense civil rights struggles in
America. In the early seventies
he employed barbed wire and
hooks in conjunction with
chains and locks in minimalist
sculptures with overtones of vio-
lence and anger. He also made
many works on paper, similar to
this print, which were created
through the use of these objects
in a stencil/watercolor tech-
nique. A composition related to
that in Night Chain was included
in Attica Book (1972).

3
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54, 55. Vincent Smith. First Day of 4.

School and Mississippi Incident. 1965.
Etchings, 14% % 20%¢" (375 X

§2.2 cm) and 21'%5e X 1474" (55.9 X
378 cm). Collection the artist,

New York

Smith’s etchings depict scenes
from the American South of the
mid-sixties. His scratchy, etched
lines communicate the “bite of
the print” so often referred 1o in
social and political printed art.
First Day of School records a
symbolic confrontation in the
days of the most bitter conflicts
over school desegregation. A
sheriff, a Klansman, and various
armed men agitate on the left
side of the print. Their jeering,
taunting mass contrasts starkly
with the group of small children
carrying lunchboxes and books
at the right. The paunchy figure
of a Southern politician stands
ineffectually berween the two.

In Mississippi Incidernt Smith
CONSLructs a scene reminiscent
of the nightmarish world found
in the prints of James Ensor.
Here Smith’s Klansman stands as
a monster with hairs sprouting
from his face. The Klansman and
the sheriff loom large behind a
fence, while two figures walk
unaware in the background.
Smith’s prints were done during
the height of civil rights demon-
strations and racially motivated
violence in the South.
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56. Jacob Lawrence. Confrontation on
the Bridge from the portfolio An Amer-
ican Portrait 1776-1976. 1975. New

York, Transworld Art, 1976. Silkscreen,

printed in color, 19% x 2574" (493 x
65.8 cm). Courtesy Terry Dintenfass
Gallery, New York

A mood of threat and incipient
violence permeates the atmo
sphere of Lawrence’s silkscreen,
as jagged lines in both sky and
water echo the outline of the
howling dogs fierce jaw art far
left. The confrontation depicted
is 4 svmbolic one, meant to
evoke the many confrontations
that took place during the civil
rights movement of the sixties.
To achieve this result, Lawrence
has conflated features of sepa-
rate but actual events; the howl-
ing dog suggests those used by
police commissioner T. Eugene
“Bull” Connor in May 1963 to
disperse demonstrators in Bir-
mingham, Alabama, while the
bridge itself brings to mind
Selma’s Pettus Bridge, over
which in March 1965 activists
made their first attempt at what
would be the historic walk to
Montgomery. Once over the Pet-
tus Bridge, the group was vio-
lently turned back by state
troopers and sheriffs possemen.
Lawrence chose this subject of
confrontation for inclusion in a
portfolio commissioned for
Americas Bicentennia
which also included works by
thirty-three other artists, as well
as fiction and historical writings.

and
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57. Elizabeth Catlett. Malcolm X
Speaks for Us. 1969. Linoleum cut,
printed in color, 3774 % 27%" (949 X
70 em ). Collection the artist, Cuer-
navaca, Mexico

Although she was living in Mex-
ico during Malcolm X's strongest
years of influence, Catlett was
deeply moved by the Muslim
leaders powerful messages.
Born Malcolm Little in Omaha,
Nebraska, in 1925, the militant
activist preached black nation
alism. He was shot and killed in
New York in 1965,

Here, using the linoleum cut
technique she has employed
since the forties, when she be-
gan working at the Taller de
Grafica Popular in Mexico City,
Catlett creates an arresting visual
statement concerning the impact
of the charismatic leader. She
knew of the sentiment that Mal-
colm X had given black men
their manhood back. Catlett has
said that she wanted to show in
this work that black women, too,
were being given back their
pride. All of the faces surround-
ing Malcolm X in the print are
female. As the print’s title makes
plain, they are asserting “Mal-
colm X speaks for us”
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58. Tim Rollins + K.OS. By Any
Means Necessary. New York, Fashion
Maoda, 1986. Silkscreen on book page,
1036 X 6'%" (25.9 X 17.6 cm). Lent
anonymously

Tim Rollins, an artist and
teacher in the South Bronx,
created By Any Means Necessary
in collaboration with Kids of
Survival (K.O.S.), participants in
his after-school program for
teenagers there. In accordance
with its usual art-making pro-
cess, the group based a visual art
work on its understanding of a
literary work, in this case The
Autobiography of Malcolm X.
The silkscreen was printed on a
page from the book, and its title
refers to a well-known rallying
cry of the black leader. The
emblematic configuration super-
imposed on the page incorpo-
rates the initials “M"” and "X"
and was derived from African
decoration. It has the impact of
a logo whose abstract shape
comes from the tradition of
modernist art.

It was Franklin Darnell Smith,
a K.OS. participant, who initi-
ated the project on Malcolm X.
This work evolved through
group discussions and art-
making activities that continued
for more than a year. The black
configuration was first used in
several larger works that incor-
porated series of the book’s
pages as grounds. This silk-
screen was published to benefit
Fashion Moda, an alternative-arts
collective in the South Bronx.
The Autobiography of Malcolm
X is the most overtly political
literary work explored by Tim
Rollins + K.OS. to date.
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59, Elizabeth Catlett. Waits, Detroit,
Washington, Newark. 1970, Linoleum
cut, printed in color, 23% % 35%"
(59 x 90.8 cm). Collection Samella
Lewis, Los Angeles

Catlett’s linoleum cut is one of
several from the late sixties and
early seventies that demonstrate
her close connection to the
black liberation movement in
the United States, although she
was living in Mexico at the time.
(Other such prints include
Homage to the Panthers and
Black Is Beautiful, also from
1970.) When she heard accounts
of the chaos in so many Amer-
ican cities, she remembers
thinking back to a Harlem riot
in the forties that was “a collec-
tive emotional eruption.” In this
print she portrays black people
fallen at the hands of white
police, suspended in what she
refers to as "womblike” en-
closures. A frightened survivor
hovers nearby in a burned-out
building. During this period

60,
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Jackson, whose fate

Catlett stated, “1 have gradually

reached the conclusion that art
is important only to the extent

that it helps in the liberation of
our people. It is necessary only
at this moment as an aid to our
survival,”

60, Benny Andrews. From Home. 1975.
Photocopy and stencil, printed in

color, 29%s X 223" (76.2 X 56.8 cm),

Collection the artist, New York

For Andrews the title From
Home signifies being “away” in
an inhospitable place and far
from home. He interprets the
individual depicted as someone
caught in a situation beyond his
control, bound by unsolvable
problems.

Andrewss concept derives
from the situation of a specific
person, George Jackson, whose
influential collection of prison
letters, Soledad Brother, was
published in 1970. Jackson’s kill-
ing in a disputed escape attempt
at San Quentin Prison in 1971
prompted a major outcry from
black activists. Andrews has said
that he chose the subject of
was seem-
ingly out of his own control, to
symbolize circumstances of con-
temporary life in which many
continue to find themselves. As
he does in much of his realist-
based art, Andrews here at-
tempts to explore a universal
concept through a specific
event.

Race/Culture

61. Emma Amos. Take One. 1985-87
Stencil, printed in color, 41} x 2914"
(105.4 x 743 cm). Collection the
artist, New York

Take One was originally con-
ceived for an exhibition spon-
sored by Art Against Apartheid,
an organization made up of
artists from many fields which
since 1984 has sponsored a vari-
ety of cultural events aimed at
focusing attention on the racial
policies of South Africa. In this
brutal portrait Amos gives the
reality of apartheid human form.
As she states it, the repeated
image is “of a bound and help-
less human, torn in black, white,
and colored pieces by the ab-
surd racism of apartheid.” Her
composition highlights the ag-
gressive pulling apart of people
and the reconstruction of those
people according to a perverse
standard. Take One is a pro-
found expression of the help-
lessness of the victims of
apartheid, and of their state of
being acted upon, in effect, of
being defined by something or
somebody outside themselves.
Through a grotesque metaphor
Amoss print portrays an inhu-
man system.
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62, Vivian Browne. Amistad 1. 1970, 63. Romare Bearden. Roots Odyssey 62.
Etching and aquatint, 15%e x 223" (1976). Offset, printed in color,
(38.9 ¥ 56.4 cm). Collection the artist, 28'%6 % 21" (684 X 53.4 cm). Collection
New York Ben and Beatrice Goldstein, New York
In 1839 the Africans aboard the Bearden’s collage design on the
slave ship Amistad mutinied. subject of Alex Halev's book
The ship was later seized off the Roots (1976) was produced in
coast of Long Island and they conjunction with the television
were brought to trial. The case miniseries that aired in January
received widespread auention, 1977, The epic tale of Afro-
with many abolitionists raising American heritage captured the
funds for the defense of the popular imagination, and the
Africans. Former President John miniseries was hailed as the
Quincy Adams successfully de- most-watched program in tele-
fended the Africans before the vision history. Bearden’s collage 63.
Supreme Court, and they were was the basis for this promo-
finally freed. The incident has tional offset print and was also
inspired work by many artists pictured on the cover of 7V .
and writers. Guide. The artist has said that he
Vivian Browne learned about decided to add the hope for
the Amistad incident during the freedom, even in the context of
late sixties, when she became a slave ship, in depictions of
involved in black rights issues. white birds and the rising sun.
With this newly discovered He has also said that his project
knowledge she created the im led to his Odysseus series of the
agery in Amistad I. Using the next few vears. He realized that I
working method she still em the long and troubled journey |
ploys today, Browne brought for- described in Homer's Odyssey
ward her subject from the was especially relevant to the
suggestions of her random Afro-American experience.

markings on the plate. The re-
sult is a symbolic statement on
freedom and slavery-She inter-
prets the image on the right as a
gesture of flight and escape, and
that on the left as a suggestion
of cotton bales and burlap,
which evokes the lives of those
left behind.




APARTHEID (obsalete) o Dutch-Afrikaans ferm lor separotion of
the races fare I wamd in the territory of what is now Azanio,

APARTHEID fhistoric) an extreme form of infra-specien segrege-
tion ond sppression used in the Republic of South Alrica—Unis
van Suld Afriko, in the lost stages of the primitive era ond ended
In the Hest quortar of the 215t Century. The system of cpartheid
resambled the customs of forest animols who mark their terri-
teries and oitempt o sxclude cremtures recognized as other by
scent and sight. Humaon tarriteriol marking and segregation wos
bosed an sight determination of shin pigmentation, heod struc-
fure and the form of hair

Writen codification of the system shows that the people of the
white roce farchaic) of South Africe held full sway over the people
of the block rors (archolc) ond two other groups, kmown os
coloured and lndian. Howevar remaining orchaic documentotion
In photography {archale), video (obaslete), laser-prints [archaic)
ond diopositives (ebsolete) show that in real color ferms the
skin of the white race peaple was pink, the skin of the black race
poople was brawn and the skin of people described oz brown
was light beige. Tha pink South Africans, whe orrived from North-
western Europe in the 17th ond 18th Century, though alwoys
@ minarity, lived o largely pore oreing the brown and
beige members of the species to do most of hysical work,
while at the sume time restricting their places of demieils and
depriving tham of all power.

im the second half of the 20th Century tha most reterded segment
of the pink South Africans, known os Mationalsts (erchaic) come
1o power and this led fe an intenslfied struggle against opartheld
by the majority. Near the end of the contury clvil dislocation and
o fotal tafusal to wark for the pinks poralyzed the country end
frico wos renamed Aronio-
wality of all citizens. Some
s migrated to England and
empted to go te Helland, but
wars refused entry o8 non-productive and backward, By the snd
of the 215t Century color of skin ¢eased fo be on fsue ond the
@tovps siarted to merge. Zulv and other Bantu long
te dominate Uhury (formerly Johannesburg) and Bike (formerly
Copetown] as well as the count of Aranio-Banty Afrike. A
dwscandent of the pink Afrik
wmerged as o laading novel: language. The Bantu
culture of the regiom now pree o3 bul elso incorperotes
some Afrikasns and English traditions
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64. David Hammons. Free Nelson
Mandela. (1987), Stencil, printed in
color, cut from outdoor posted site,
28346 % 286" (73.2 X 72,5 cm).
Collection the artist, New York

6

Hammonss street stencil is the
second print he has done on the
subject of Nelson Mandela. (He
has also executed a public sculp-
ture on the subject, which was
commissioned by the city of
Atlanta.) When Hammonss sten-
ciled portrait is posted, his
Nelson Mandela takes on the
aspect of a vigilant being, pres-
ent in spirit if not in body to
watch over events. Indeed, that
is precisely the position the
imprisoned leader occupies in
the minds of many of his fellow
black South Africans. Although
he has been since 1964 serving a
life sentence for subversive ac-
tivity, Mandela remains a power-
ful figure in the resistance to
apartheid, as does his wife, Win-
nie Mandela. As the black South
African bishop and Nobel Peace
Prize winner, Desmond Tutu, has
stated it, Winnie and Nelson
Mandela “have become a sym-
bolic couple with their incredi-
ble strength and refusal to be
broken.”

Born in 1918, Nelson Mandela
practiced law before his im-
prisonment. He was a leader of
the outlawed African National
Congress and later advocated
taking up arms against South
Africa’s system of apartheid. A
recent poll indicates that seventy
percent of that country’s blacks
regard him as their leader.

Race/Culture

65. Rudolf Baranik. Apartheid, ex-
cerpted from Dictionary of the English
Language, 24th Century. (1984).
Photostat, 25 X% 19" (63.5 X 483 cm).
Collection the artist, New York

Baranik’s seemingly official dic-
tionary definition is actually
from the artist’s self-styled “Dic-
tionary of the English Language,
24th Century” His view of apart-
heid from the almost vertiginous
perspective of several centuries
in the future distances us from
the events occurring in our
time. From the vantage point of
the twenty-fourth century, the
absurdity rather than the cruelty
of our “primitive era” is felt. In
his hopeful view from the future
Baranik describes apartheid as
“an extreme form of intra-
species segregation and oppres-
sion” which has long since
“ended.”

Baranik has conceived nu-
merous definitions for use as
broadsides in exhibitions on po-
litical themes. Apartheid was
done for an Art Against Apart-
heid show in the fall of 1984; it
has also taken the form of page
art in periodicals.
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66. John Woo. Make Choices. (1981).
Silkscreen, printed in color on two
sheets, each 22'%s X 304" (56.7 X
764 cm). Collection the artist, New
York

With the command “Make
Choices,” Woo voices what he
terms “a positive call” to action.
Woo, who has designed many
community posters and broad-
sides for the Basement Work-
shop arts center in New York's
Chinatown, contrasts this affir-
mative command with many
slogans of what he calls "move-
ment art.” He believes that much
protest rhetoric is based on
lamenting a situation rather than
on formulating action.

Although the figures in Woo's
print are actors from one of the
many propaganda plays per-
formed in China during the time
of Chairman Mao's Cultural Rev-
olution, he has said that the
image is about being a Chinese
American and living in America.
Woo chose the scene primarily
for its bold impact and show of
firm resolve.

67. Qris Yamashita, Redress/Kepara-
tions Now!/Little Tokyo. Los Angeles,
the Woman's Building, 1983. Silk-
screen, printed in color, 300 x 2234"
(76,5 x 57.8 cm). Collection the
Woman's Building, Los Angeles

Yamashita’s silkscreen confronts
us with evidence of the United
States’ discriminatory treatment
of a group of its citizens during
World War I1. She reproduces a
document that was posted in
Los Angeles neighborhoods on

May 3, 1942, instructing people of

Japanese ancestry to evacuate

G,

the area by May 9. It calls on
Japanese-Americans to “report to
the Civil Control Station™ and to
“carry with them on departure”
such things as “Bedding,” "Toilet
articles,” “Extra clothing,” and
“Sufficient knives, forks, [and]
spoons . . . for each member of
the family” The document is
surrounded by memorabilia of
the period: family snapshots,
newspaper clippings reflecting
anti-Japanese sentiment, and
scenes of the internment camps.

Yamashita’s print was done
for Public Announcements/Pri-
vate Conversations, a program
sponsored by the Woman’s
Building of Los Angeles. As part
of the project Yamashita posted
her print in the same neigh-
borhood in Little Tokyo where
the government document had
been in the forties. Part of the
edition was given to the Na-
tional Coalition for Redress and
Reparation for fundraising
efforts.




68. Colin Lee. Angel Istand Smugglers
Story. 1979, Erching and aquatint,
231 X 34%6" (59.7 X 88.7 cm).
Collection Kivo Matsumoto, New York

Angel Island, located in San
Francisco Bay, was the port of
entry for the majority of Chinese
immigrants to California be-
tween 1910 and 1940, Lee’s print,
based on family stories about
Angel Island, is one in a series
of works, including a perfor-
mance/installation, that the artist
has done on this subject.

Lee explains that during the
early years of this century exclu-
sionary policies prevented Asian
women from entering the
United States; Asian men, on the
other hand, were sought for the
labor force. By prohibiting
women from entering, these
policies encouraged Chinese
men to be sojourners rather
than settlers in America. Lee’s
print is based on stories of
women being smuggled in by
boat: if the smuggler in Lee’s
etching were about to be caught,
the story goes, he would throw
the women overboard to drown.

Many painful tales about the
treatment of immigrants on An-
gel Island still circulate in the
Bay Area Asian-American com-
munity. It was only after a fire
partially destroyed the building
there in 1940 that the port-of-
entry station was abandoned.
The site is now a state park.

Race/Culture

69. Arlan Huang, Sugar People—
Part 1. 1982. Charcoal stencil with
varnish, 26% X 344" (66.4 %

86.7 cm). Collection George T. Chew
and Marilynn K. Yee, New York

Huang's stencil is one in a series
of works on early Chinese immi-
grants in America. "Sugar peo-
ple” is the English translation of
a term older Chinese immi-
grants often use in reference to
fellow Chinese-Americans.
Huang’s figures are adapted
from photographs taken at the
turn of the century in San Fran-
cisco’s Chinatown. The photo-
graph of the man was titled
Cigar Maker, and the one of the
woman was called Slave Girl.

Huang grew up in San Fran-
ciscos Chinatown and views this
series as an exploration of his
own heritage. Born in America,
Huang is particularly curious
about Chinese-Americans who
arrived as immigrants. Huang is
of Cantonese descent, and the
major Cantonese immigration to
America occurred in the nine-
teenth century. The men came to
America to be part of the labor
force, but women and children
were in effect excluded. Many of
the very few women who did
gain entry were brought in as
prostitutes, Huang explains, or
“slave girls”
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70. Jean LaMarr, Now and Then in
Nixon, Nevada. 1983. Etching and
aquatint, printed in color with collage,
20% X 21%46" (52.7 X 55.4 cm).
Collection the artist, Susanville,
California

LaMarr’s print contrasts the old
with the new: an old photo-
graph of tribal elders is juxta-
posed with a recent photograph
of young men from the Pyramid
Lake Reservation near Nixon,
Nevada. The elders are seen in
traditional garb, whereas the
young men wear typical clothing
of American youth. In her paral-
lel groupings of different gener-
ations LaMarr compares the near
mythic concept of the Indian
that is fixed in the popular
imagination with the reality of
the contemporary Indian, whose
Very existence comes as a sur-
prise to many.

Further, LaMarr contrasts
what she views as the current
disregard for land in Nevada
with the reverence for it that
informed traditional Native
American life. She places an
eagle, an Indian symbol of spir-
itual power, in opposition to a
collaged element in the shape of
an MX missile, for her a symbol
of death. The missile shape is a
reminder that Native American
land in Nevada is currently
being used for the testing of MX
missiles. The young men pic-
tured in LaMarr’s print protest
this testing: one holds up a
clenched fist, another raises a
drumstick as a sign of dissent.
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71. Edgar Heap of Birds. Don't Want
Indians. 1983, Photostat, 17 X 11"
(43.2 x 27.9 am). Collection the
artist, Geary, Oklahoma

Heap of Birdss poster proclaims
one of his “insurgent messages
for America” He has chosen lan-
guage, as disseminated through
a variety of forms, as the major
vehicle of his art because he
believes that his messages are
“present day combative tactics”
comparable to the “sharp rocks”
used as arrowheads in earlier
times. Don't Want Indians has
taken several forms. It began

as a centerfold/poster for an
Oklahoma arts newsletter. It was
also made into a die-cut word
installation now permanently on
view at The State Museum of
Oklahoma in Oklahoma City. In
1984 an offset-poster version was
mounted in a four-part arrange-
ment on abandoned buildings
on New York’s Lower East Side,
as part of the Not for Sale anti-
gentrification project organized
by Political Art Documentation/
Distribution.

In discussing his message
Heap of Birds has referred to
the “dominant culture’s strange
custom” of giving things Indian
names. He goes on to say that
this practice is “particularly in-
sulting when one considers the
great lack of attention that is
given to real Indian concerns,”
referring to education, job skills,
medical treatment, and proper
housing.

JASUTAU

WEDON'TWANT INDIANS
JUST THEIR NAMES
MASCOTS
MACHINES
CITIES
PRODUCTS
BUILDINGS

LIVING PEOPLE
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72. Rudy Begay. Untitled. (1972—73)
X ray, drypoint, and collograph,
printed in color, 177 x 134" (454 X
33.4 cm). Collection Seymour Tubis,
Denver

Begay's macabre apparition jux-
taposed with the American flag
suggests the deaths of Native
Americans at the hands of the
United States government. It
also evokes a deathlike spirit
that will not disappear and con-
tinues to observe the situation.
Begay has said that the subject
matter of this print is in keeping
with the concerns of the artists
at the Institute of American In-
dian Art in Santa Fe in the early
seventies, when he studied
there. At that time there was a
great deal of support for protest
activities of the American Indian
Maovement in particular and for
social and political activism in
general. Imagery such as that in
Begay's print was not unusual in
that context.

73. Juan Sinchez. Un sueno libre (A
Dream for All Our Children) from the
portfolio Guariquen: Images and
Words Rican/Structed. New York, Exit
Art, 1986. Lithograph, printed in color
with collage and hand additions, 22 X
30" (559 % 76.2 cm). Lent by the
publisher, New York

Sanchezs lithograph is part of a
portfolio of five prints which, in
his words, “is a realization of
images embracing the aspira-
tions, needs, and movements of
my people.” The portfolio as a
whole has something of the
quality of a scrapbook: photo-
graphs, texts, and mementos are
incorporated. In Un sueno libre

Race/Culture

Sinchez uses photographs he
took in Brooklyn neighbor-
hoods and a poem about his
hopes for the future. The last
print in a suite that deals with
many of the hard realities of
Puerto Rican life, it is an at-
tempt, the artist has said, to end
on a positive note. The poem in
this print is in Spanish, as is
much of the text throughout the
set. It refers to a time when
“Motherland and Justice is a said
truth,” to “revolutionary power”
and “liberation,” and to children
who will dress in “flowered
gold” The Puerto Rican flags in
the print are based on photo-
graphs of those painted on walls
in New York's Puerto Rican
neighborhoods. Sanchez has
noted that when the flags are
painted over by city workers,
they mysteriously reappear
within hours.

74. Dolores Guerrero-Cruz. Peace-
mekers, Los Angeles, Self-Help Graph-
ics and Art, Inc., 1985. Silkscreen,
printed in color, 22% x 2714"

(57.5 % 70.3 cm). Collection Elizabeth
Rodriguez, Hoboken, New Jersey

Peacemakers focuses on chil-
dren as future citizens and, it is
hoped, contributors to world
peace. In this print Guerrero-
Cruz juxtaposes portraits of
Mexican-American children
from her own family with im-
ages of heroes of American pop-
ular culture. She has said that
she is concerned about the ways
in which the values of her Mex-
ican heritage conflict with those
reinforced by American tele-
vision and comics. She donated
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this silkscreen to her children’s
school and led a class discussion
there in an effort to broaden the
students’ notions about who can
be a hero, and why
Peacemakers was made at
Self-Help Graphics and Art in
East Los Angeles, an arts center
for the predominantly Chicano
community. The Atelier Program
there gives silkscreen instruc-
tion to an invited group of
emerging artists, who work on
individual projects and take part
in group discussions. Some Sixty
editions of printed art, Pedce-
makers among them, have been
issued through the Atelier Pro-
gram since its founding in 1983.
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Artists’ Books

75, Sue Coe. How to Commit Suictde
in Seuth Africa by Holly Metz. New
York, Raw Books and Graphics, 1983
Offset, printed in color and black;

14% % 104" (35.9 X 26.6 cm),

22 leaves, The Museum of Modern Art,
New York

How to Commit Suicide in
South Africa is first and foremost
an educational resource, filled
with facts, footnotes, and bibli-
ography It differs from conven-
tional reference books, however,
in that it brings an artistic sen-
sibility to bear on its subject.
The artist Sue Coe and the
author Holly Metz were both
deeply affected by the death in
1977 of the Black Consciousness
leader Steve Biko, a political
detainee in South Africa. This
book is the result of their re-
search on the political situation
there, Coe’s black, white, and
red illustrations evoke a terrify-
ing nighttime atmosphere in
which episodes of chaotic vio-
lence recur. But the surreality of
Coe's depictions is charged with
the reality of Metzs overlay of
factual information. Certain
words and phrases jump out at
the reader—"homelands,” “pass
laws,” “Sharpeville Massacre,”
“Soweto 1976"—but the main
text systematically presents chro
nologies, descriptions of work-
ing and living conditions, lists of
political prisoners who died in
custody, and statistics on foreign
investments in South Africa.
How to Commit Suicide in
South Africa is a call to activism.

76. Sue Coe. X. New York, the artist
and Raw Books, 1986. Offset, printed
in color and black; 8346 % 6" (22.7 X
15.2 cm), 20 leaves. The Museum of
Maodern Art, New York

Coe’s X is a general indictment
of American society, with Mal-
colm X as the symbolic spokes-
person. Texts on Malcolm X5 life
are interspersed with illustra-
tions that attack racism, sexism,
organized religion, governmen-
tal abuses, and economic exploi-
tation, Financial gain is the
leitmotiv. On the cover the "Al-
mighty Dollar” is personihed,
with all manner of beings bow-
ing down to it and unsightly
horrors seemingly issuing from
it. The back cover includes the
following dedication: “This book
is for Malcolm X and all those
who have been Xed out by the

a nightmare
where profit is valued more
than human life”

Amid nightmarish, often alle-
gorical scenes is a chronology of
events from 1955 1o 1965, the
year of Malcolm X's murder. The
final text ends with the black
leader’s ominous phrase “by any

American Dream

means necessary.’

77. Edgar Heap of Birds. Sharp Rocks
Buffalo, Center for Exploratory and
Perceptual Art ( CEPA), 1986. Offset,
printed in black and color; 1634 x
10" (42,6 % 27.6 ¢cm), 19 leaves
The Museum of Modern Art, New York

Heap of Birdss book, a collec-
tion of his posters, documents
his mission to “maintain and
strengthen indigenous rights
and beliefs” of Native American
people. He chose not to bind
Sharp Rocks because he thinks
of it as a “living” book and
hopes the individual pages will
be mounted as broadsides. The
title Shearp Rocks refers to the
arrowheads once used for hunt
ing and defense; the artist con-
siders his posters a defensive
weapon against the contempo-
rary threat of the influence of
the dominant culture. “Ohl/
Those South/African/Home-
lands,” one poster goes, “Youw/
Impose/1].S./Indian/Reserva-
tions.” Heap of Birds thus ex-
presses his belief that the United
States invented the concept of
the "homelands” in South Africa,
when they put Native Americans
on reservations.







Committed o Print

78. Mary Beth Edelson, Some Living
American Women Ariists/Last Supper
1972, Offset, 25¥s X 38" (63.6 X
96,5 cm). Collection the artist, New
York

Edelson’s offset poster overturns
the patriarchal organization de-
picted in Leonardo’s Last Supper.
The artist devised this image as
part of a larger, conceptually
based piece for which other
people were asked to suggest art
works. One suggestion involved
negating an aspect of organized
religion, and Edelson’s solution
was this feminized image of The

Last Supper. By choosing an artis-

tic and religious masterpiece
and inhabiting it with women
artists, Edelson makes a state-
ment about the male-dominated
systems of art history and
organized religion,

The image immediately
struck a responsive chord, and
the poster was reproduced in
magazines and widely distri-
buted, particularly at women’s
conferences. It also led, in 1976,
to three other posters in which
the heads of contemporary
women are superimposed on
figures in famous paintings.
Edelson has explained, “The
purpose in each of the posters
was to address the moral and
physical (ecological) decay of
the patriarchal system, whether
religious or secular, and to indi-
cate by using women as activa
tors that the need to re-integrate
the feminine is paramount
to a new paradigm to replace
the outlived patriarchy”

79 Susan Pyzow Biolopical Time-
clock. New York, Pycus Studio, 1987,
Lithograph, 22 x 16" (55.8 x 40.7 cm)
Courtesy PPOW, New York

Pyzow's lithograph is one in a
recent series of works the artist
has done on feminist issues, and
it is striking in its graphic focus
on what is usually a matter of
private concern and even tor-
ment for women of a certain
age. The artist has chosen a
silhouette format in order to
give the subject universality. She
has said that her art is con-
cerned with the notion that
“everyone must fit a role so tha
our mechanisms can keep work-
ing." In another print Pyzow
depicts a woman weighing her-

self and imagining her figure to
be a shrunken ideal of the
actuality

SOME LIVING AMERICAN WOMEN ARTISTS
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80. Nancy Spero. Hanging Totem II
1986. Zinc-cut stamps and zinc-cut
stamp collage, printed in color, 9° X
200" (2743 % 52.1 ¢m). Courtesy Josh
Baer Gallery, New York

Violence toward women rever-
berates throughout this vertical
format piece, which is the sec-
ond of two works focusing atten-
tion on the hanging of witches.
Spero has made stamps of
motifs from a variety of histor-
ical and contemporary sources,
and impressions from them fig
ure prominently in this work. A
sixteenth-century English print
documenting the trial of a witch
is the basis of one of the stamps
used repeatedly here.

The scene of a man dragging
a woman by the hair is from the
Vietnam War. Spero has also
used this stamped rendering as
the sole image in several small
compositions. The woman flee-
ing with a child in her arms is
also a Vietnam image. According
to the artist, this piece com-
ments on state-endorsed vio-
lence perpetrated by men
against women, such as that
which has occurred in times of
war or in witch hunts.

Gernder

81. May Stevens, Kosa Luxemburg
(1977—80). Photostat, 50% x 334"
(1283 x 85.1 cm). Collection the
artist, New York

Stevens's photostat is part of a
long series of paintings, draw
ings, and prints derived from
photocollages on the subject of
Rosa Luxemburg, pictured alone
and with the artists mother. The
present photostat deals only
with Luxemburg, who has pre-
occupied Stevens since the late
seventies.

A Polish-German Marxist
revolutionary, Luxemburg
(1871-1919) was imprisoned for
long periods during World War I
as a result of her antimilitarism,
She was murdered in Berlin
along with a socialist colleague,
Karl Liebknecht, in the civil
strife that followed the end of
the war. Stevenss image com-
bines photographs of Luxem-
burg, her prison cell, and a
group of men which included
her murderer. Stevens also in-
corporates the text from a hand-
written letter by Luxemburg.

The artist first used the image
in this photostat as page art in
the inaugural issue of the femi-
nist publication Heresies, in
1977. The collage was part of a
double-page spread, the right
side of which is titled 7o
Women and combines photo-
graphs of Luxemburg and the
artists mother.




Committed 1o Print

82, Jerri Allyn, Apron: A Covering
Worn in Front to Protect, 1981, Diazo
print {blueprint, printed in red) on
two sheets, each 25 X 423

{635 %
107.5 cm). Collection the artist, New York

One in a series of three posters
Allyn designed for installation in
Los Angeles restaurants, Apron,
intended for a cappuccino bar,
focuses on what, for a waitress,
‘the right amount of attention
is” The text discusses sexual
harassment, as well as such pro
tective coverings as aprons, the
psychological coverups of
dreams, and chastity belts. The
other two posters in the series
were mounted in a cafeteria (a
print on women and service)
and a sushi restaurant (a work
on the role of the geisha).

This series was cosponsored
by The Waitresses, a Los Angeles
feminist performance group. It
was part of a larger project orga-
nized by the Woman’s Building,
Public Announcements/Private
Conversations, in which women
brought the personal voice to

vl
b

the pubic domain through
poster works. One of Allyn's
current projects involves audio
works (designed for jukeboxes)
and placemats for use in diners.

#3. Elizabeth Rodriguez. Untitled. Los
Angeles, Self-Help Graphics and Art,
Inc., 1986. Silkscreen, printed in color,

23l ® 354" (591 X 90.2 cm). Col-
lection the artist, Hoboken, New Jersey

Contemporary relationships be-
tween men and women underlie
much of Rodriguez’s work. In
this silkscreen the artist com
bines images from magazines
and other publications to arrive
at what seems to be a dreamlike
vision of the thoughts pre-
occupying a glamorous young
woman: an archerypal bride
treads upon a weapon-bearing
man as a strangely hermaphro-
ditic figure lingers nearby.
Rodriguez believes that her use
of imagery appropriated from
the media lends credence to her
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art’s commentary on various so-
cially reinforced belief systems.
She made her silkscreen as part
of the Atelier Program of Self-
Help Graphics and Art, which is
situated in the largely Chicano
East Los Angeles neighborhood
where she grew up.

84. Marisol. Womens Equality from
the Kent Bicentennial Portfolio: Spirit
of Independence. New York, Lorillard,
A Division of Loews Theartres, Inc.,
1975, Lithograph, printed in color,
4174 x 29%" (1063 % 74.9 cm). The
Museum of Modern Art, New York,
Gift of Lorillard, A Division of Loews
Theatres, Inc

Marisol selected two important
nineteenth-century figures in
the women'’s movement as her
subjects for a Bicentennial port-
folio. “T chose to portray Lu-
cretia Mott and Elizabeth Cady
Stanton,” she has stated, "be-
cause of their leadership in the
struggle for women’s rights, and
because 1 like their faces—
strong, determined, with very
intense eyes.”

In 1848 in Seneca Falls, New
York, Mott and Stanton orga-
nized the first American conven-
tion on the status of women.
After a discussion on the social,
civil, and religious rights of
women, "A Declaration of Senti-
ments was issued, which stated
that “all men and women are
created equal” Both Mott and
Stanton went on to write and
lecture on women'’s issues ex-
tensively Stanton eventually
worked with Susan B. Anthony
in the cause of woman suffrage.

Gender

85, Miriam Schapiro, Homage. Halifax,
Lithography Workshop, Nova Scotia
College of Art and Design, 1975.
Lithograph, printed in color, 204 x
20" (51.1 x 50.8 cm). Lent by the
publisher, Halifax

Schapiro’s lithograph is one of
two made while the artist was
teaching a feminist art course at
the Nova Scotia College of Art
and Design. Both prints are con-
cerned with the place of women
artists in history. (The compan-
ion piece to this print urges a
rewriting of art history to in-
clude sixty women artists, from
Sofonisba Anguissola of the six-
teenth century to Marguerite
Zorach of the twentieth century)

In Homage Schapiro incor-
porates qualities of embroidery
and quilting patterns as well as
decorative coloring. Her prac-
tice of linking traditional
women’s art forms to her own
abstract art had begun a few
vears earlier, after an immersion
in the feminist art movement.
Homage pays tribute not only to
the relatively well known Sonia
Delaunay and Georgia O'Keeffe
but also to the visionary painter
Emily Carr (1871-1945), who re-
mains virtually unknown outside
her native Canada.

J
N



Committed to Print

86. Jonathan Borofskv Male Aggres-
sion. Los Angeles, Gemini G.EL., 1986,
Silkscreen, printed in color, 42%2 x
46" (108 x 116.9 cm). The Museum of
Modern Art, New York Purchase

Borofsky's concept of Male Ag-
gression goes back to the early
eighties, when the artist used
the image for a poster that was
mounted on buildings through-
out New York. The artist has also
used the image in a ten-foot-
high painting, in several large
wall paintings, and in leaflets
that have been strewn on the
floor in his installations.

Borofsky has said that he
believes that male aggression is
among the most powerful nega-
tive forces in society He por-
trays it as an age-old problem,
symbolized in weaponry that
20€s in stages from a caveman’s
club to an MX missile. The artist
characterizes this subject as one
of his “outer concerns,” in con-
trast to the inner visions that fill
so much of his work. This silk-
screen was printed in red, pink,
and black versions,

87. May Stevens. Big Daddy with Hets.
(1971). Silkscreen, printed in color,

23 X 24W" (584 X 6L6 cm). Collec-
tion the artist, New York

Stevenss Big Daddy became an
icon of the late sixties and early
seventies, although it started out
in her work as a reference to
her own father, whom the artist
associated with negative “male”
values and dominance. The im-
age first occurred in Stevenss
paintings, and it preoccupied
her for several years. She gradu-
ally began presenting the figure
with the American flag, some-
times entirely draped in it. In
this silkscreen the flag becomes
the costume of the pet bulldog.
The “paper doll” accoutrements
are a further elaboration of Ste-
venss theme, enabling the hero
to assume many roles. The pres-
ent Big Daddy, for example,
comes equipped with military;
police, Klansman, and hangman
hats. Stevens has done variations
of the image in several other
silkscreens, and executed a Big
Daddy poster for an interna-
tional women’s art exhibition in
the early seventies,

86




’ i e rrrerrey 88
-4 1; PP
3 Gy,
| IN( PARM-.'..?
| | ; BAM-6°M 72
AUTHORIL |
VEHICLE P [P ol
I3 r
U.S. MALL | r
A
T 4 7

RN

RS

P

iy = = g

88, Ilona Granet. Curd Your Animal
Instinct from the Emily Post Series
(installed in New York, 198G), New
York, Exit Art, 1986. Silkscreen on
steel, printed in color, 24 x 26" (61 %
06 cm). Courtesy PPON, New York

Granets silkscreen is part of the
artists ongoing Emily Post Series.
All the pieces are done on metal
so they can be placed outside
and assume the official status of
a street sign. All involve the
behavior of men toward women,
in particular anonymous and ag-
gressive catcalling. Some of
Granet’s signs announce that
those in violation must pay fines
or go to jail. Her experience as a
sign painter enables Granet to
give the images an unmistakable
authenticity. Although the signs
have a somewhat humorous as-

pect, they derive from a series of

performances Granet did on the
subject of rape.

89

Gender

89, Ida Applebroog. American Medical
Association. New York, Strother/El-
wood Art Editions, 1985. Linoleum cut,
printed in color on two sheets, each
2976 % 213%" (748 ¥ 53.8 cm). The
Museum of Modern Art, New York

John B. Turner Fund

Applebroog’s linoleum cut takes
the all-too-familiar, semiprivate
indignity of the medical exam-
ination into the public sphere of
art in an indictment of sexism
and impersonality in the medi-
cal establishment. At the same
time, the artist subverts the com-
mon response to the female
nude as an artistic motif by
focusing on the nakedness and
vulnerability of her subject: the
viewer’s position becomes one
of complicity with the three-man
board seemingly sitting in judg-
ment. The male figure on the
right adds an ambiguous and
vaguely sinister element to the
composition. This work reached
a wide audience as a three-page
project for Artforum Interna-
tional magazine in April 1985.

A
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Artists’ Books

90. Jerri Allyn. Role Confusion. Los
Angeles, 1977, Offset, printed in color;
¥ % 514" (18.7 % 14 cm), 2 leaves
(folded cover and accordion-fold
sheet). The Museum of Modern Art,

New York

Allyn’s postcard-set-style folding
book uses a storyline technique
to confront the issue of role

confusion. She makes use of her

own experiences as subject mat-
ter, combining family and other
personal snapshots with a text
comprised of statements she
has heard during her life. The
role confusion in Allyn’s story
derives from the fact that she
was named in tribute to a male
friend of her father. The artist
depicts herself growing up and
questioning not only her name
but also the validity of male and
female stereotypes. She pro-
duced this book while she was a
student at the Feminist Studio
Workshop at the Woman's Build-
ing in Los Angeles. Allyn’s inter-
est in women’s roles also
informs much of her later work
in a variety of mediums,

56

91. Sonia Balassanian, Portraits. New
York, 1983, Offset; 1076 X 8" (27.6 X
21.3 cm), 14 leaves, The Museum of
Modern Art, New York

Balassanian'’s Portraits extends
imagery from an installation
mounted at New York's Franklin
Furnace in late 1982. A promi-
nent element in that piece was
the solemn-faced head of a
woman whose hair was covered
by a chador, the traditional scarf
worn in Iran. For her book
Balassanian fractures that face,
using a collage technique, and
adds calligraphic writing, fin-
gerprints, and the typewritten
words “stoning” and “raping”
over and over again. She thus
underscores the pain and resig-
nation that comes from being
endlessly acted upon in a violent
and chaotic manner,
Balassanian, a native Iranian
who left Teheran in 1978, has
treated various aspects of the
political upheaval there in her
work since 1980, The dimin-
ished liberties of Iranian women
inspired Portraits, but the artist
has also executed pieces on the
subject of the Americans held
hostage at the United States em-
bassy in Teheran in 1979-80.

92, Nan Becker. Sterilization/Elimina
tion. New York, 1980, Olfset; 8 x 8"
(203 X 20.3 cm), 10 leaves. The
Museum of Modern Art, New York

In this harrowing combination
of word and image Becker de-
cries the use of sterilization as a
quick and cheap solution to the
immense and complicated prob-
lem of poverty, tracing the his-
tory of its use to the interest in
eugenics in the twenties. The
artist focuses particularly on the
practice of sterilization in Puerto
Rico. Her English and Spanish
text is integrated with illustra-
tions of traffic-signal-style sym-
bols with such warnings as “No
Turning Back,” "Do Not Enter,”
and “Caution.”

In a smaller version of this
book Becker investigates ster:
ilization in the United States,
particularly among welfare re-
cipients. This smaller volume
was included as part of a Wedge
magazine issue that was com-
prised of several artists’ books
on political subjects. She has
also done window installations
and posted broadsides on the
street to bring attention to the
problem.

93, Josely Carvalho and Sabra Moore,
150 Artists Book for Connections Proj-
ectiConexues. New York, 1987, Nine
photocopy booklets housed in enve-
lope with silkscreen, printed in color;
84 % 53" (209 X 13.6 cm), each
booklet 10 to 24 leaves, The Museum
of Modern Art, New York

This collaborative artists’ book
was one part of Connections
Project/Conexus, organized by
the Brazilian-born artist Josely
Carvalho and the American artist
Sabra Moore in 1987. The larger
project involved an exhibition
and extensive letter-writing and
information-sharing actions
among women artists of Brazil
and the United States. The intent
was to explore the artistic, so-
cial, and political connections
4mong women artists in the two
cultures. The project eventually
resembled a chain letter, with
the circle of artists widening
through mailed invitations to
participate. Sixteen pairs of art-
ists took part in the exhibition,
whereas 150 artists were invited
to contribute to the book.
Carvalho and Moore have said
that in organizing 750 Artists
Book they “acted on the basis of
the social intimacy women have
always shared privately” The re-
sult is a set of small booklets of
page art based on themes of
birth, food, body; shelter, en-
vironment, race, spirit, and war/
death.




94, 95. Judy Chicago. The Dinner
Party: A Symbol of Our Heritage and
Embroidering Our Heritage: The
Dinner Party Needlework. New York,

Anchor Press/Doubleday, 1979 and 1980.

Offsets, printed in black and color;
1074 % 83" (27.6 % 21.1 cm)and

11 x 834" (28 X 208 cm), 152 and
168 leaves, The Museum of Modern
Art, New York

An extraordinary sculptural en-
vironment, The Dinner Party
was conceived by Chicago and
created by a group of more than
four hundred volunteers, most
of them women. The result of a
five-year involvement on Chi-
cago’s part, it was first exhibited
at the San Francisco Museum of
Modern Art in 1979, and has
since been seen in thirteen
cities, with the most recent
showing being in Frankfurt, in
1987.

The Dinner Party is 2 monu-
ment to the history of women,
from the dawn of time to the
twentieth century: It consists of a
triangular table fifty feet long on
each side, with place settings for
thirty-nine women (ranging
from a primordial goddess to
Georgia O'Keeffe). A tile floor
incorporates the names of 999
additional women who have
made significant contributions
to history but who remain vir-
tually unknown to the general
population. A ceramic plate and
goblet and an embroidered run-
ner make up each place setting.
Chicago has said, “From my
studies of women’s art and liter-
ature and my research into

women'’s lives—undertaken as
part of my search for my own
tradition as a4 woman and an
artist—I had concluded that the
general lack of knowledge of
our heritage as women was
pivotal in our continued
oppression.”

The two books cited docu-
ment the entire project of The
Dinner Party, in a format that
relates to illuminated manu-
scripts. They were conceived as
a means to send The Dinner
Party message to the widest pos-
sible audience. Both volumes
were written and illustrated by
Chicago and designed by Sheila
Levrant de Bretteville. The first
volume, The Dinner Party, is a
comprehensive history of the
women who are honored in the
installation. Brief biographies
are interspersed with designs
used in the project. In addition,
Chicago includes a diarylike
commentary that describes the
extraordinary collaborative
effort through which the piece

ras made. The second volume,
Embroidering Our Herilage,
with needlework background by
Susan Hill, features arresting
embroidery-work details
throughout and documents each
runner in The Dinner Party. The
book adds to our knowledge of
the thirty-nine celebrated
women and also serves as a
history of the art of needlework.

96. Judy Chicago and Miriam Schapiro.

Womanhouse, Valencia, California In
stitute of the Arts, 1972, Offset; 8%2 X
814" (215 X 215 cm) (irreg.),

16 leaves. The Museum of Modern Art,
New York

Womarnhouse documents a proj-
ect of the Feminist Art Program
at the California Institute of

the Arts, which Chicago and
Schapiro directed in the early
seventies. Students in the pro-
gram renovated a deserted
house in a run-down section of
Hollywood for the purpose of
creating an environmental art
work. Then, individually and in
groups, they re-created each
room using their experiences as
women as the raw material of
their art. As the introduction to
this small book states: “The age-
old female activity of homemak-
ing was taken to fantasy propor-
tions. Womanbouse became the
repository of the daydreams
women have as they wash, bake,
cook, sew, clean and iron their
lives away” This house-shaped
book, designed by Sheila
Levrant de Bretteville, captures
the Womanhouse rooms with
pictures and texts by the artists.

Gender

97. Mike Glier. White Male Power: Sen-
ators, Game Show Hosts, National
Monwuments, Clergy, Etc. New York,
1981, Offset, printed in black and
color; 16%2 x 114" (419 X 28.5 cm),
14 leaves. The Museum of Modern Art,
New York

Glier works predominantly in
black and white, partly because
such work reproduces well and
can therefore reach a wider
audience. It was with dissemina-
tion of images in mind that he
compiled White Male Power.
The portfolio/book is the sum-
mation of a theme that absorbed
the artist for several years, and
its publication coincided with a
related exhibition at a New York
gallery. White Male Power's sub-
title, which lists “Senators” next
to “Game Show Hosts,” sets the
tone for the work’s raucous de-
pictions of men with power in
American society Glier offers us
immediately recognizable char-
acterizations, in which the
ridiculous aspects of each sub-
ject appear to predominate.
White Male Power later reached
a still wider audience in the
form of page art; The Paris
Review featured a series of
Glier’s images in a 1982 issue.




Committed to Print

98. Heresies Collective. The Women's
Fages. New York, Heresies: A Feminist
Publication on Art and Politics (vol. 4,
no. 2), 1982, Offset; 11%6 X 91544"

(30.3 x 25.2 ¢em), 26 leaves. The Mu-

seum of Modern Art, New York

The Heresies Collective is a
feminist policy-making and
publishing group whose mem-
bership has varied since its
founding in 1975. Each issue of
Heresies has its own editorial
board. Lyn Blumenthal, Cynthia
Carr, Sandy De Sando, Sue
Heinemann, Elizabeth Hess,
Alesia Kunz, and Lucy R. Lippard
served as editors of The
Womens Pages.

Although all the issues of
Heresies combine texts and re-
productions of art works, this is
the hrst issue devoted entirely to
the medium of page art. Thirty-
nine artists contributed. In an
introductory statement the
editorial board describes page
art as an inherently political art
form: "It shares much of its
outreach energy with its sister,
the street poster . . . continuing
a time-honored tradition of pub-
lic speaking by artists through
broadsides, leaflets, graffiti and
‘democracy walls! " Although
Heresies issues are usually de
voted to specific themes, the art
in The Womens Pages dea

s with
a variety of topics, such as abor

tion, sexism, racism, and unem-
ployment, as we

[ as more
allegorical subject matter. The
issue also includes a blank page,
for the reader to add an art

work of his or her own

99. Suzanne Lacy. Rape Is. Los Angeles,
Women’s Graphic Center, 1972, Offset;
53 % 53" (143 X 14.6 em), 26 leaves
The Museum of Modern Art, New York

With brief, clear descriptions,
Lacy gives twenty-one examples
of what rape is. Many of the
situations commence with de-
grading actions or statements
recognizable to most women,
such as the “pinched ass,” or the
overly familiar “Hi Sweetie!”
from strangers. Other graphic
examples describe events far
more damaging to body and
spirit. As a whole, the book
Serves as a grim commentary on
women being acted upon and
on the societal structures that
lead to these acts so destructive
1o women,

This small-format book was
made while Lacy was involved in
feminist art studies at the Cali-
fornia Institute of the Arts in
Valencia. At the conclusion of
her studies there Lacy continued
to probe the issue of violence
against women in performance
art. She designed huge-scale
events, often involving many
participants and incorporating
the news media.

100. May Stevens. Ordinery. Extraordi-
nary. New York, 1980, Offset; 11 % 812"
(27.9 ®% 21.6 cm), 18 leaves, The Museum
of Modern Art, New York

Stevenss artists book came
about after she had made a
whole series of photocollages
on the subjects of her mother,
Alice Stevens, and the Marxist
leader Rosa Luxemburg, After
studying the works in the series
in various sequences, Stevens
decided to put them in the form
of a book with a text including
statements by each of the
women. The result is a collec-
tion of Stevenss personal per-
ceptions of the two women,
rather than an entirely factual
accounting of their lives. Stevens
describes Luxemburg as “Polish/
German revolutionary leader
and theoretician, murder vic-
tim,” and Alice Stevens as
“housewife, mother, washer and
ironer, inmate of hospitals and
nursing homes.” She goes on o
sum up this volume as “an
artist’s book examining and doc-
umenting the mark of a political
woman and marking the life of a
woman whose life would other-
wise be unmarked. Ordinary:
Extraordinary”
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101, Chris Burden. The Atomic Alpha
bet, Qakland, Crown Point Press, 1980
Etching, printed in color, 5742 X 39"
(146,1 X 97.1 cm). The Museum of
Modern Art, New York. Gift of Crown
Point Press in celebration of its 25th
ANMIVErsary

Burden’s large-scale print is
based on a performance he did
in several locations in 1979-80.
The piece lasted only thirty sec-
onds, and in it Burden quickly
and aggressively shouted out
this list of letters and words. The
performance was done in Japan,
among other places, and at that
event leaflets were handed out
giving the translations of all
Burdens words. He incorporates
the translations in this print,
calling attention to the fact that
atomic bombs were dropped

on Japan. Burden's print has

all the clarity, simplicity,

and appeal of a grade-school
primer, vet the content of the
work is certainly complex and
disturbing. His list of words is a
strangely rhythmic whole, with
expected words such as "Bomb,”
“Nuclear,” and “War” punctuated
by surprising words such as
“Dumb” and “Yeller” In June
1982 Burden’s print took the
form of page art in a full-page
contribution to a Village Voice
special issue on nuclear
disarmament.
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102, Keith Haring, Untitled, 1982, Off-
set, 24 x 18" (61 % 45.7 ¢m). Collec-
tion the artist, New York

In 1982 Haring printed twenty
thousand copies of this offset
poster for the huge June 12
antinuclear rally in New York,
which coincided with a United
Nations conference on nuclear
disarmament. After a march
from the United Nations, hun-
dreds of thousands of demon-
strators converged in Central
Yark to hear speakers and listen
to benefit concerts, Haring and
several friends stood in the park
and gave away posters as fast as
they could. About fourteen thou-
sand were distributed there and
the rest were given away later.

Haring's image contains his
signature crawling baby, which,
after the artist began adding
radiating lines, came to be re-
ferred to as the “radiant child.”
The present radiant child seems
suspended in the air on a mush-
room-shaped cloud and is sur-
rounded by figures resembling
angels, Down below; factions
battle over an ominous mo-
lecular symbol.

Haring has been preoccupied
with placing his art in worldly
contexts and with the broad
dissemination of his images
since he emerged as the pre-
mier subway graffiti artist in the
late seventies and early eighties
Social and political issues always
figure, however obliquely, in the
artists imagery.
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103. Robert Arneson, A Nuclear War
Head. San Francisco, Experimental
Workshop, 1983, Woodcut, printed in
color, 42 x 57" (106.7 X 144.8 cm)
Courtesy Allan Frumkin Gallery,
New York

Arneson’s woodcut presents a
savage image of a deformed
head turned slightly toward us
in what appears to be an attempt
to make eye contact. The po-
tency of the image and its dra-
matic size and coloring combine
to give A Nuclear War Head a
startling impact.

Arneson has worked exten-
sively with the imagery of nu-
clear issues in sculpture,
paintings, drawings, and prints
throughout the eighties. This

Nuclear Power/Ecology

print derives from a drawing
titled Nagasaki Red (1983 ). He
has given other works on these

.themes such titles as Just a Test,

General Nuke, and Hiroshima
Bomb. Arneson has said that he
realized that an artist’s treatment
of a sociopolitical issue could
have a serious impact after his
commissioned ceramic bust of
the late Mayor George Moscone
of San Francisco was rejected by
city officials in 1981 and the
controversy preoccupied the
media for days. (The pedestal of
that work made graphic refer-
ence to Moscones and Super-
visor Harvey Milk’s murders

in 1978.)

104. Eva Cockeroft for Artists for Nu-
clear Disarmament Stencil Brigade
Logo. (1982). Stencil, printed in color,
34l x 286" (867 X 71.3 cm). Col-
lection the artist, New York

Cockeroft's Logo was one of
several stencils designed for the
antinuclear protest held in New
York on June 12, 1982. Artists for
Nuclear Disarmament (AND) or-
ganized a number of antinuclear
actions for that event. Cockcroft
directed AND'’s Stencil Brigade,
whose core members included

John Friedman and Camille Per-

rottet, but which comprised as
many as twelve members at any
one time. In the months preced-
ing the protest rally stencil
workshops were held and im-
ages of skulls, bomb explosions,
President Reagan, and others
evolved. They were later
sprayed on sidewalks and walls
throughout New York, most
often in clusters that resembled
stenciled murals.




Committed to Print

105. William Wiley. Three Mile Island,
Three Years Later. Chicago, Landfall
Press, 1984. Lithograph, printed in
color, 38% x 27" (97.1 x 68.6 cm).
Lent by the publisher, Chicago

In 1980 Wiley made a print on
the subject of the 1979 accident
at the Three Mile Island nuclear
plant near Harrisburg, Pennsyl-
vania. In it he depicted a worn
fragment that he labeled a
“relic” of the incident, Three
years later he executed this re-
lated lithograph, which sym-
bolically charts the effects of
time passing. Using his custom-
ary mysterious iconography;
Wiley creates an image of a
mutant beast with the legs and
arms of an animal and a fan-
shaped head containing nuclear
reactors and a cyclopean eye. In
an obscure but mesmerizing
vision, Wiley gives form to an
unspeakable fear,

Wiley is particularly sensitive
to nuclear issues because he
grew up in Washington state,
near the Hanford plutoniums-
processing plant, Family mem-
bers and neighbors worked at
the plant, and he remembers
hearing about incidents of
contamination,
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106. Joseph Nechvatal. Diabolos Incar-
naties. New York, Studio Heinrici Lid,,
1984. Silkscreen, printed in color,

20 x 187" (50.8 % 46.9 ¢m). The
Museum of Modern Art, New York.
John R. Jakobson Foundation Fund

Nechvartal’s title comes from the
occult and refers to an embodi-
ment of the devil, In this print
the artist locates the Satanic
force in nuclear devastation: a
claustrophobic web of lines en-
tangles two very healthy-looking
babies with skulls, skeletons,
missiles, and monsters. This
eerie representation of the nu-
clear threat is made even more
lurid through the use of yellow
paper.

Nuclear proliferation has
long been a major theme in
Nechvatal's art. He has done
several photocopy handouts of
weblike drawings that address
the subjects of nuclear missile
buildups and superpower
brinksmanship. His 20-Megaton
Blast (1980) describes nuclear
destruction at various distances
from ground zero. It was part of
a street campaign in New York,
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107. John Fekner. No Transportation of
Nuclear Waste in NY. (1981-82). Sten-
cil, printed in color on five acetate
sheets, each 18%s X 244" (47,2 x

62.3 cm). Courtesy Anders Tornberg
Gallery, Lund, Sweden

Fekner’s stencils on acetate, in-
corporating symbols for radioac-
tive waste, document a project
on the Long Island Expressway
and on Grand Central Parkway,
parts of a proposed route for

Nuclear Power/Ecology

removing such waste from the
Shoreham nuclear power plant
and Brookhaven Laboratories on
Long Island. Fekner stenciled
signs along the highways and
created huge murals on over
passes in an effort to dramatize
the threat of the proposed plan.
The artist was not alone in his
opposition: in a landmark ruling
in February 1982 the courts pro-
hibited the trucking of nuclear
wastes through New York City
suburbs on grounds that an
accident would expose many
millions of people to harmful
radiation.

108. Robert Rauschenberg, Earth Day
Los Angeles, Gemini G.EL., 1970.
Lithograph, printed in color, with col-
lage, 52% x 3714" (133.4 X 95.3 cm)
Collection the artist, New York

Rauschenberg’s lithograph is a
large-scale version of a poster
he did for Earth Day in 1970, to
benefit the American Environ-
ment Foundation. In that year
on April 22, millions of Amer-
icans participated in antipollu
tion demonstrations. Volunteers
cleaned up littered urban areas
and organized parades featuring
mock funerals of car engines
and marchers wearing gas
masks. Public officials joined the
demonstrations. A few months
earlier President Nixon had
called for a stepped-up fight
against pollution in his State of
the Union address. Earth Day
reflects both the increased re
spect for the environment and
the heightened awareness of the
power of collective action that
characterized that time.
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109. Rebecca Howland. Toxicological
Tablecloth, New York, Fabric Work
shop, 1985. Silkscreen, printed on

linen with hand additions, 7'%s" %
7'1%46" (2149 X 215.6 cm). Collection

the artist, New York

Howland had been making plas-
ter and ceramic dishes for sale
at the A. More Store, an artist-
organized gallery/store initiated
by Collaborative Projects, Inc., in
1980. This involvement led to an
invitation by the Fabric Work-
shop to print table linens.
Howland's Toxicological Table-
cloth, produced at the work-
shop, deals with strip mining,
pollution from industrial smoke-
stacks, acid rain, and the im-
proper disposal of toxic waste. It
presents an image of an indus-
trialized civilization destroying
itself with its own by-products.
Designed for use in the context
of dining, the tablecloth has a
particularly outrageous effect.
But while there is a certain
absurd humor to the overall
conception of the work,
Howland'’s message is deadly
Serious,
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Artists’ Books

110, Sharon Gilbert. A Nuclear Atlas.
Rosendale, New York, The Women's
Studio Workshop, 1982, Offset; 113 X
Qla" (28.7 X 24.1 cm), 17 leaves. The
Museum of Modern Art, New York

Through its depiction of maps,
its symbols of nuclear sites, its
statistics, and its reproductions
of newspaper clippings, Gilbert’s
book gives the impression of a
world given over to the nuclear
power phenomenon. In scan-
ning Gilbert’s text our eyes fall
upon words that have taken on
new meaning in our nuclear
age: “inspections,” “evacua-
tions,” “shutdowns,” “accidents,”
“exposure,” “contamination,”
“dosage,” “waste,” “leaks,”
“dumps,” and “meltdowns.
“Chernobyl,” at the time of
Gilbert’s writing merely one of
hundreds of place names for
nuclear power plants, is perhaps
now the most changed word of
all.

A Nuclear Atlas is part of a
series of works Gilbert did on
the subject of nuclear power
after the Three Mile Island nu-
clear accident in 1979. She did
extensive research for this work
through the United Nations, the
Atomic Energy Commission, and
special investigatory commis-
sions set up by the government
after the accident.

111, Dona Ann McAdams, The Nuclear
Survival Kit. New York, 1981. Offset;

S5V X T¥" (133 x 19.7 cm), 27 leaves.

The Museum of Modern Art, New York

McAdamss postcard book is part
of a multimedia antinuclear
campaign the artist began after
the Three Mile Island accident
in 1979, As part of her work the
artist traveled across the United
States photographing nuclear fa-
cilities. She used the resulting
photographs in her Nuclear Sur-
vival Kit and in more than five
thousand photocopy posters.
These were mounted all over
America, as well as in Australia,
England, Sweden, and Germany.
She also did related juggling
performances on street corners,
in exhibition spaces, and in
clubs. With monologues on
human error and nuclear-acci-
dent statistics, McAdamss perfor-
mances enhanced the meaning
of the first postcard in her art-
ist’s book: They're Juggling Our
Genes!

112. Bruce Nauman. LA Air, New York,
Multiples, Inc., 1970. Offset, printed in
color; 12 x 12" (305 x 305 cm),

8 leaves. The Museum of Modern Art,
New York

While living in San Francisco in
the mid-sixties Nauman made an
artist’s book called Clear Sky. It
was based on the artist’s percep-
tion of the sky around San
Francisco, and the pages were
sheets of radiant blues. After he
later moved to Los Angeles Nau-
man decided to do another
book, in the same size and on
the same principle. The result
was LA Air, a work with pages
colored in various browns,
musty vellows, and blacks, re-
flecting the notoriously bad air
quality around Los Angeles. The
humor is evident as we leaf
through the pages, but there is
irony as well; the twelve-inch-
square fields of color are lux-
urious in their own right, no
matter how unhealthy their
implication.

Nuclear Power/Ecology

113. Christy Rupp. Acid Rain. New
York, 1982. Photocopy, printed in
color; 8% x 11" (21.6 % 27.9 cm),

9 leaves, The Museum of Modern Art,
New York

During the early eighties Rupp
did several works based on the
effects of acid rain. She did
research on the subject by work-
ing in the Adirondacks with a
naturalist from the New York
State Department of Environ-
mental Conservation. There she
learned about the special vul-
nerability of high-altitude eco-
systems to high concentrations
of toxic materials in the rain.
The underlying issue in this
work is not the environment per
se, however, but, according to
the artist, “man’s attitude toward
the environment and how that atti-
tude is affected by economics.”

The photocopy process was
used because the textures cre-
ated resemble particles in the
air. The book was meant to be
made and remade according to
demand and was originally sold
at the A. More Store.

65




Committed 1o Print

114, Sisters of Survival (Anne Gauldin,
Cheri Gaulke, and Sue Maberry). Sis-
ters of Survivals Memento Mori. Los
Angeles, Sisters of Survival at the
Woman's Building, 1984 Letterpress
and photographs, printed in color;

8 X 6"(203 x 15.2 ¢em), 15 leaves.
I'he Museum of Modern Art, New York

A memento mori is a symbol,
such as a skull, meant to be a
reminder of death. The term can
also be used to refer to an entire
work of art in which these
reminders figure prominently,
Sisters of Strvivals Memento
Mori employs photographs of
group members and a skeleton
figure taking an allegorical jour-
ney through the desert environ-
ment of Joshua Tree National
Monument in California. The
pilgrims are finally seen in a
peace march in Los Angeles. The
Sisters of Survival view this art-
ists book as a contemporary
illuminated manuscript, and it is
rich with religious overtones,
although the texts fall squarely
in the secular realm. Brief
quotes from Jonathan Schell’s
The Fate of the Earth (1982) and
Joanna Macvy’s Fa olutionary
Blues (1983) and texts by William
Lynch and John Mack refer to
mass destruction, extinction, and
despair in the nuclear age.

66

115, Sisters of Survival (Jerri Allyn,
Nancy Angelo, Anne Gauldin, Cheri
Gaulke, Sue Maberry) and Marguerite
Elliot. Shovel Defense. Los Angeles,
Sisters of Survival at the Woman's
Building, 1982, Offset and photocopy,
printed in color; 11 X 814" (27.9 x
216 ¢m), 63 leaves. The Museum of
Modern Art, New York

This compendium documents
an installation/performance pre-
sented at five public sites in
Southern California, on the sub-
ject of civil defense plans in the
event of nuclear war. It was
prompted by a statement made
by an undersecretary of defense
in the Reagan Administration,
paraphrased in Shovel Defense as
follows: “All the United States
needs to survive a nuclear war is
enough shovels to go around.
Each person would dig a three-
foot trench; get in it: . . . and
emerge unscathed rwo weeks
later” Marguerite Elliot was in-
spired in her installation design
by a political cartoon of a shovel
graveyard. The Sisters of Sur-
vival, wearing multicolored hab-
its of nuns, collaborated with
her on the performance. Shovel
Defense was created in conjunc-
tion with Target LA.; The Art of
Survival, a series of antinuclear-
art activities sponsored by LA,
Artists for Survival, a chapter of
the Southern California Alliance
for Survival,

116. Mimi Smith. This [s a Test.
Rochester, Visual Studies Wi rkshop,
1983. Offser: 8% x 1034" (206 x
27.3 cm), 21 leaves. The Museum of
Modern Art, New York

This Is a Test deals with two
subjects that have preoccupied
Smith for several vears: tele-
vision news and nuclear anni-
hilation. Smith began with
drawings, one-of-a-kind books,
and performances in which she
would reiterate information she
had heard in news broadcasts.
She believes that world news
has become trivialized, as peo-
ple watch or listen to televised
accounts as a background to
their lives. After one of Smith’s
performances a viewer ap-
proached her and said she had
not realized how horrible the
news really is. In 7his Is a Test,
with its serial formar and its
relentless repetition of sen-
tences such as “It’s a warning,”
"It could happen,” and “Now
here’s the news,” Smith gradu-
ally transcends the numbing fa-
miliarity of news-speak. The
announcements that Washing-
ton, D.C;; Peking; Paris; Moscow:
and Tripoli have been destroyed
by nuclear bombs have a real
impact. Smith ends with the
familiar words “This was only a
test. Had it been an actual
emergency . . "
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Committed to Print

117. Art Workers' Coalition, Q. And
Babies? A And Babies. New York, Art
Workers' Coalition, 1970. Offset,
printed in color, 25% x 38" (63.8 x
96.5 cm). The Museum of Modern Art,
New York. Gift of the Benefit for the
Attica Defense Fund

The fall of 1969 brought the
disclosure that scores of civilians
had been massacred by Amer-
ican soldiers in the Vietnamese
hamlet of My Lai in 1968. The Art
Workers Coalition, a large asso-
ciation of activist artists founded
in New York in 1969, issued this
poster to express its outrage at
the massacre. The design was
the collaborative effort of mem-
bers of the group'’s poster com-
mittee: Frazer Dougherty, Jon
Hendricks, and Irving Petlin. It
incorporates a photograph taken
by the Army combart photogra-
pher R. L. Haeberle, which had
been published in Life magazine.
Superimposed on that photo-
graph are two lines of text from
an interview the reporter Mike
Wallace had with a Vietnam vet-
eran regarding the events of My
Lai. In questioning about which
villagers were shot in the inci-
dent, Wallace asked the former
soldier, "And babies?” "And
babies,” the veteran replied.

The background of this
poster’s publication shows
something of the confrontational
relationship between the Art
Workers' Coalition and The Mu-
seum of Modern Art in the late
sixties and early seventies, Dur-
ing a meeting of artists and
Museum officials Petlin had sug-
gested that a poster on the My
Lai massacre be issued, and that
the Museum join the Art Work-
ers Coalition in publishing it.
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After much discussion and dur-
ing the final phases of planning,
the Museum refused to partici-
pate, citing an unwillingness to
commit itself to “any position on
any matter not directly related
to a specific function of the
Museum." Arguments against
Museum participation centered
on the belief that an organiza-
tion “comprised of individuals
with diverse points of view”
could be effective only if it
confined itself “to questions re-
lated 1o [its| immediate subject.”

118, James Dong. Vietnam Scoreboard.
1969. Etching and aquatint, printed in
color, 20% X 27V2" (52.4 X 69.9 ¢m).
Art Department Print Collection, San
Francisco State University

The ace pilot in Dong’s etching
keeps track of the times he hits
his target by adding markings to
the side of his plane; the mark-
ings, however, are not the typ-
ical small emblems of aircraft.
The “scoreboard” here is com-
prised of silhouettes of a family
grouping, the same grouping
that is seen at the left. Dong
incorporates an old family pho-
tograph for the portrait. In this
context, juxtaposed to the cocky
pilot so familiar from war
movies, the family appears both
innocent and vulnerable, Al-
though the members of Dong’s
family are in fact Chinese, the
artist identifies them in a more
general way as Asian victims. He
has said that he made this print
in an atempt to emphasize and
specify the human toll of the
war, to counteract the de-
humanizing statistics of daily
Pentagon casualty reports.
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MORATORIUM

ANGRY ARTS

Qgainst the war in Viefnam
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119. Jasper Johns. Moratorium. New
York, Leo Castelli Gallery, 1969. Offset,
printed in color, 22%: X 283" (57.1 X
75.6 ¢cm). The Museum of Modern Art,
New York, Gift of the artist

Although depictions of the flag
recur throughout American pro-
test art of the late sixties and
early seventies, Johns’s use of it
has not been for political pur
poses. On one occasion, how-
ever, the artist contributed a
green, orange, and black version
of his signature flag to a protest
effort against the Vietnam War,
the first national Moratorium
Day, in 1969.

On October 15 of that year,
businesses closed and mass
demonstrations took place,
among them many candlelight
processions. The Art Workers'
Coalition contributed to the art
world’s participation. Mor-
atorium signs were printed and
placed in the windows of gal-
leries, and some galleries held
shows dedicated to the protest.

Johns was asked to make this

poster for a related benefit ex-
hibition at Leo Castelli Gallery:
He added stenciled lettering as
he had done many times before,
but this time the letters spelled
out a plea for an end to the war
in Vietnam. In this context,

Johnss color combination seems

macabre; some even interpret
his customary central dot (a
residue of an optical game in
paintings of two flags) as a bullet
hole. The poster was distributed
widely and became one of the
most well known images of the
period. A signed edition of
about one hundred was sold for
the benefit of protest activities.

Wiar/Revolution

120. Rudolf Baranik. Angry Arts. New
York, Angry Arts Against the War in
Vietnam Committee, 1967, Photostat,
24% X 144" {613 X 35.7 cm)
Collection Artists' Poster Committee,
New York

Baranik’s image of a young per-
son burned by napalm remains
a deeply affecting symbol of
human pain. Centrally placed
against a stark background, the
figure is transformed from an
actual person into an iconic
presence representing all wars,
all suffering, The photograph
Baranik used in this poster in-
spired the artist’s haunting series
of paintings Napalm Elegies
(1968-75). Baranik has said that
during the late sixties and early
seventies the very word “napalm”
was “an outcry-symbol, a sig-
nifier of the anguish we felt
about the war”

Angry Arts was made in con-
junction with the Week of the
Angry Arts Against the War in
Vietnam, a series of protest
events by artists in all fields,
held in New York in early 1967
Hundreds of copies of the
poster in various sizes were
posted around the city to call
attention to the week of events.
Much of the printing for ver-
sions of this and other posters
was done by a group of students
at the School of Visual Arts who
had set up an Angry Arts graph-
ics workshop.
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121, Antonio Frasconi, The nvolyve-
ment 1. 1967, Woodcut, printed in
color, 24% X 1974¢" (613 X 494 cm)

Courtesy Terry Dintenfass Gallery, New

York

Frasconi’s bright red woodcut
presents a nightmarish vision of
the war in Vietnam. The artist
combines a photographed im-
age of a B52 bomber with a
seemingly maimed head of a
Vietnamese victim; bombs ap-
pear to be splitting the figure in
two. Frasconi uses this double
image to underscore the inten-
sity of the pain inflicted. In
discussing the print the artist
refers to the American practice
of “carpet” or “saturation”
bombing in Vietnam, massive
raids in which military and civil-
1an targets were bombed indis-
criminately. His choice of title
also comes from the vocabulary
surrounding the Vietnam experi-
ence, Government reference
was made always to “our mili-
tary involvement”; there was an
avoidance of the term “war.”
Frasconis woodcut relates to a
bound set of prints he did in the
same year called Viet-Nam! Im-
ages of bombers figure through-
out that set, as do double-image
faces of war-torn Vietnamese
people.

122, Marina Gutieérrez. Soldiers and
Civilians. 1980. Etching, printed in
color on three sheets, each 225 x
297" (56 % 75.9 cm), Collection the

artist, New York

Gutiérrezs print is based on
scenes from photographs taken
during the war in Vietnam, An
experienced printmaker, the art-
ist made separate metal plates
based on individuals in the pho-
tographs; she then arranged the
plates to create her own sce-
nario, The result is a cinematic
enactment of violence against a
Third World woman: a soldier
with his gun drawn comes
closer and closer to a walking
civilian, unril he is poised to fire
at her head at point blank range.
The other figures are reposi-
tioned accordingly, with the
civilians on the left appearing to
scatter as the soldiers move
aggressively closer. The tiny fig-
ures balletic movements on the
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luxurious expanse of white
create a lyric effect very much at
odds with the brutality of the
narrative. Gutiérrez succeeds in
making a riveting generalized
statement on human violence
using specific imagery of the
Vietnam War. It is interesting to
note that the war continued to
draw an artistic response in
1980, but Gutierrez’s Soldiers
and Civilians clearly has
ongoing relevance.

Weair/ Revolution

123. Carlos Irizarry. My Son, The Sol-
dier, Parts 1-11. 1970. Silkscreen,
printed in color on two sheets, each
25 % 62%:" (63.8 x 158 cm). The
Museum of Modern Art, New York. Gift
of the San Juan Racing Association

Irizarry’s powerful antiwar silk-
screen focuses on the human
toll of the Vietnam War, par-
ticularly as it related to the
young men evoked by the
works title. Using pictures that
had appeared in Life magazine,
Irizarry shows row upon row of
young faces, one week'’s worth
of American casualties. The list-
ing of the dead soldiers’ names,
ages, and hometowns, from
Kearns, Utah, to Chicago, Illi-
nois, restores their individual
identities and heightens
awareness of the ordinary lives
cut short by the extraordinary,
obliterating force of the war.
Lieutenant William L. Calley Jr.,
the young man who would be
convicted of murder in 1971 for
his part in the 1968 My Lai
massacre, is pictured next to an
image of the dead at My Lai, a
graphic reminder of Vietnamese
suffering, A ghostly face dis-
figured by napalm serves as a
counterpoint to the image of
Lieutenant Calley. Amid these
painful elements is a long, thin
column of text, a poem on the
senselessness of war by Senator
Eugene McCarthy, who had been
the peace candidate for Presi-
dent in 1968,
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124. Nancy Spero. Search and Destroy.
1974. Woodcut and zinc-cut stamps and
zinc-cut stamp collage, printed in
color, with paint additions, 174" x
137" (445 x 414.1 cm). Courtesy Josh
Baer Gallery, New York

Spero first addressed United
States “search and destroy” mis-
sions in Vietnam—in which sol-
diers searched villages and
hamlets and destroyed those
judged Viet Cong combatants
and their arms caches—in her
War Series of 1966—70. The
phrase is scratched on a War
Series image of a helicopter in
the midst of a strafing mission.
In the present work Spero
uses the scroll format she initi-
ated in her Codex Artaud series
of 1970-71. The cryptic words
“Licit Exp” at right relate to a
medieval text on the Apocalypse
and have been used repeatedly,
as a kind of personal code,
elsewhere in Spero’s work. In
1986 she made another version
of this scroll, adding the words
“Pacification” and “Body Count,”
more terms from the vocabulary
of the Vietnam War. This print
and other recent works by
Spero demonstrate a continuing
search for meaning in this sub-
ject, long after the war’s end.




125, Leon Golub. The Burnt Man
(1970). Silkscreen, printed in color,
384 x 50M" (972 x 127.3 cm).
Courtesy Barbara Gladstone Gallery,
New York

The Burnt Man figure first ap-
peared in Golub’s painting as

War/ Revolution

126. Mark di Suvero for Artists and
Writers Protest Against the War in
Vietnam. Untitled from the portfolio
Artists and Writers Protest Against the
War in Viet Nam. New York, Artists and
Writers Protest, Inc., 1967, Lithograph,
printed in color, 21¥s X 256" (535 X
65.5 cm). The Museum of Modern Art,

t'_‘.’JI‘l}' as 1954, but the 1967 D&li!‘ll- New York. John B. Turner Fund
ing Burnt Man [V is the specific
reference in this silkscreen. The
crouching figure here, as in

126, many other Burnt Man works, is
derived from Greek and Roman
sculpture. Until the late sixties

Di Suvero was one of sixteen
visual artists and eighteen poets
associated with the group Artists

and Writers Protest Against the
War in Vietnam who contributed
work to the above-mentioned
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any single time or place. Then
Golub began making his work

more specific in reference. In
. 1969 he did his first painting on

the theme of napalm. The pres-
ent work, on which the text
“Men Are Not for Burning” has
been printed, directly addresses
the Vietnam War. Golub contrib-
uted examples of it to benefit
many antiwar groups during the
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D’'Arcangelo, Leon Golub,
Charles Hinman, Louise Nevel-
son, Irving Petlin, Ad Reinhardt,
Jack Sonenberg, George Sugar-
man, Carol Summers, David
Weinrib, and Adja Yunkers also
contributed prints. As the critic
Max Kozloff states in the intro-
duction, “these visual and verbal
images are meant to testify to

RS i their authors deep alarm over a
T nepsoch Toate bl early seventies. For the protest e i B i
FonLovek s Fan Lfs & 20ka e : / : violence which . . . has been

# 5. P bes s mural Collage of Indignation,

impossible for them to ignore”
Di Suvero’s contribution to
the portfolio combines poetry
and printmaking. The artist fills
a broadsidelike square, which
resembles a “Wanted” poster
slapped on a wall, with an ac-
cusatory outcry. Under the head-
ing “LBJohnson: Murderer,” di
Suvero calls for a stop to the war
with language and imagery that
echoes its violence. The vig-
orous slashes around the bor-
ders of the print call to mind the
artist’s expressionist sculpture.

exhibited as part of the Week of
the Angry Arts Against the War in
Vietnam in 1967, Golub had
used photostat versions of a
similarly posed figure with the
text “Burnt Man” printed across
the bottom.

can sfop this war




Committed 1o Print

127, Robert Morris. Crater with Smoke
from the series Five War Memorials
New York, Castelli Graphics and Hol
landers Workshop, 1970. Lithograph,
24¥s ® 42%" (611 x 108 ¢m),
Collection Artists' Poster Committee,
New York

Morriss Crater with Smoke is
one in a series of five proposals
for a war memorial he formu-
lated at the height of the Viet-
nam War, when he was deeply
involved with protest activities.
All the images incorporate as-
pects of the visual languages of
minimalism and of earthworks,
a reflection of Morriss major
artistic interests during the late
sixties, and all include an ex-
pressionist rendering of a threat-
ening sky In this print, with its
gaping crater in a desolate land-
scape, Morris eloquently empha-
sizes the emptiness that remains
after the terrible losses incurred
in war, In 1982 the Vietnam
Veterans Memorial was dedi-
cated in Washington, D.C. Its
elemental presence bears re-
semblance to the early pro-
posals put forward in Morriss
Five Wear Memorials,

128, John Pitman Weber. Nguyen Van
Troi. 1970 (dated 1969). Silkscreen,
printed in color, 22%4s x 178" (57 X
4.4 cm). Collection the artist, Chicago

Weber's silkscreen was created
at the studios of the School of
the Chicago Art Institute, where
extensive antiwar printmaking
took place following the United
States invasion of Cambodia. It
was sold at antiwar benefits and
also given away With its flat-
fened

areas of shading brought

127

about by the silkscreen tech-
nique, and the central placement
of the figure, Weber’s scene

can be given a broad, symbolic
interpretation even as it evokes
a specific time and place.

The print is derived from a
photograph of Nguyen Van Troi,
a South Vietnamese, taken right
before his execution in 1964 for
his part in an attempt to murder
Secretary of Defense Robert S,
McNamara in Saigon. Among
Nguyen's last words was a de-
nouncement of the American
presence in Vietnam: "It is the
Americans who have committed
ageression on our country, it is
they who have been killing our
people with planes and bombs,
... I have never acted against
the will of my people” Nguyen
became a symbolic figure for
many opposed to the Unitec
States involvement in Vietnam,




PORTABL

129. Bruce Nauman. Raw-Wear, New
York and Los Angeles, Castelli Graph-
ics and Nicholas Wilder Gallery, 1971
Lithograph, printed in color, 22% X
284" (56.8 X 71.8 cm). The Museum
of Modern Art, New York. John B.
Turner Fund

Nauman’s scratched words
“Raw” and “War” instill a sensa-
tion of unsettling ambiguity. This
print is derived from a neon
sculpture done in an edition of
six, one of several conceptually
inspired word pieces Nauman
created during the early seven-
ties. Raw-War alone of this early
work makes specific reference
to an actual event, the Vietnam
War, and yet the piece has a
more generalized meaning as
well. Nauman has said, ironically,
that he wanted the neon version
turned on whenever a war was
being waged. Since wars are
being fought constantly in one
part of the world or another, the
implication was, Nauman's Rauw-
War would function as a kind of
ghastly “eternal flame,” casting
its neon glow in perpetuity.

Wear/ Hevolution

130. Edward Kienholz. The Portable
War Memorial 1968. Diisseldorf,
Kunsthalle Dusseldorf, 1970. Silk-
screen on tn with hand additions,
22146 X 331" (57 X 84.5 cm).
Collection the artist, Hope, Idaho

Kienholz’s silkscreen is a further,
even-more-portable evolution of
his tableau sculprure of 1968,
The Portable War Memorial.
Printed on tin in the manner of
a commemorative plaque,
Kienholz's silkscreen, like the
sculpture that inspired it, stands
as an indictment of the Vietnam
War and of all wars. Although
the tableau depicted includes
American elements, such as a
picture of Uncle Sam and a
rendering of Marines raising the
flag at Iwo Jima, it also incorpo-
rates a blackboard with the
names of hundreds of countries
that no longer exist because of
wars and boundary changes
throughout history. Kienholz
leaves blank spaces where
places and dartes of new wars
can be added. In discussing the
piece recently he has said that
he continues to be enraged by
war, and particularly by the stu-
pidity of “always killing off our
youngest and best, who kill off
others’ young and best”




Committed to Print

131. Les Levine. Block God (installed in
London, 1985). London, Institute of
Contemporary Arts and The Artangel
Trust, and Derry, Orchard Gallery,
1985. Silkscreen, printed in color,

97" X 21'9" (2875 X 6525 cm).
Collection the artist, New York

This billboard is one of twenty
Levine placed around London,
Derry, and Dublin as part of his
Blame God exhibition in
1985-86. The images are de-
rived from photographs taken
by the artist in Northern Ireland
and they deal with the civil strife
in that country. All the billboards
incorporate two-word phrases,
the second word of which is
always “God." Some of the other
words paired with “God” are
“Protest,” "Create,” "Attack,”
“Kill,” “Torture,” and “Starve.”
Levine has stated that he did this
billboard project “to point out
how ridiculous it is to assume
that acts of violence can occur in
the name of God.” His hope was
“to create the possibility of pub
lic discussion and new thinking
on the subject” Levine, who was
born in Dublin, had done a
series of works on the subject of
Northern Ireland’s civil strife in
1973, The Troubles: An Artists
Document of Ulster, a set of
photoetchings.
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132, Francesc Torres. Not Difficult to
Piece Together. New York, Pelavin Edi-
tions, 1986. Engraving, printed in color,
29704 ® 221" (758 X 56.4 cm). Lent
by the publisher, New York

With Not Difficult to Piece To-
gether Torres presents a haunt-
ing, ghostlike image of a soldier,
derived from a World War 11
photograph. In its anonymity the
profile becomes that of every
soldier in every war. The sur
rounding details of a village, a
church, and two fighter planes
are likewise generalized.

The work as a whole reso-
nates with a certain elegiac rec-
ognition, which supports the
idea that Torress fragmentary
composition is indeed not diffi-
cult to piece together. The




somber image implies that the
tendency to make war is, in
effect, an irredeemable aspect of
the human condition, and not
an evolutionary aberration we
are "progressing” past. Torress
notion of perceiving the “big
picture” through its parts is un-
derscored by the fact that he
devised his engraving from
plates cut into pieces that fit
together in puzzle fashion.

133. Ed Paschke. Kontato. Chicago,
Landfall Press, 1984. Lithograph,
printed in color, 3444 X 24" (87 X

61 cm). Lent by the publisher, Chicago

Kontato is the archetypal evil
military man. He confronts us
through the eerie glow of the
color television screen, dimin-
ished not at all by the horizontal
distortion lines. Is he announc-
ing a successful military coup?
Imposing martial law? Calling up
fresh recruits? Regardless, he is
as powerful in his media pres-
ence as he is in his military
command. All that is amoral,
authoritarian, or dictatorial is
contained in Paschke'’s iconic
portrait of a generic strong man,
the embodiment of the phrase
“might makes right”

War/ Revolution

134. Mary Frank. Cart from The Cart
Series. (1986). Monotype, 25¥s X
A7TW (63.6 X 94.3 cm). Courtesy
Zabriskie Gallery, New York

Frank’s monotype is one in a
series of more than thirty prints,
all done in black and white, that
incorporate this cart and a fig-
ure in prison garb. Some works
in the series pair views of the
cart as seen from different van-
tage points; others juxtapose two
figures. This imagery derives
from a still photograph Frank
saw for an instant on a television
program about the Holocaust. It
was several years later that the
image of the cart and tracks
emerged in Frank’s work. Al-
though the scene is from a con-
centration camp, Frank’s com-
position has a universal quality.
She has said that the cart some-
times reminds her of scenes
from South African mines.




Committed to Print

135. Sue Coe. Nicaragua. 1987. Eich-
ing, 20 X 114" (50.8 x 30.2 cm)

Courtesy Sally Baker, New York

Coe has said that Nicaragua,
her first etching, is dedicated to
friends who were political pris-
oners in England and was done
in solidarity with them. Their
names are etched across the

bottom. The print depicts peace-

ful farmworkers on its lower
half, a ferocious dog and a
caricature of President Reagan
on its upper. A silver dollar
becomes part of the President’s
body in an expression of Coe’s
belief that “economics is the
skeleton of everything, politics
is the flesh.”

Before attempting this first
etched work Coe did a group of
photoetchings from drawings,
with the aim of making her

work available to a larger public.

She has also done numerous
illustrations for newspapers,
magazines, books, and posters.
She has said that all her work is
done “with reproduction in
mind.”

136, Josely Carvalho. Untitled panel
from the installation Rape and Inter
vention. 1984, Silkscreen, printed in
color with hand additions, on silk,
699" X 213" (2081 X% S54.3 cm),
Collection the artist, New York

The present work is one panel
of a six-panel installation cre-
ated for Artists Call Against U.S.
Intervention in Central America,
a nationwide series of protest
events undertaken by hundreds
of artists in 1984, It was part of a
collaborative exhibition
mounted by two South Amer-
ican artists (Carvalho and Cata-
lina Parra) and two North
American artists (Pauletie Nen-
ner and Nancy Spero). Each
artist contributed an individual
work, but all the pieces were
done on the theme of rape and
intervention, a subject the artists
had analyzed together in earlier
discussions. Carvalho’s piece, a
unique work, incorporates ele-
ments from a vocabulary of silk-
screened images developed
over a period of years, She uses
here a small, strikingly vulnera-
ble girl juxtaposed with armed
soldiers. In other panels the
artist refers to the cycle of life by
substituting 4 young woman or
an old woman for the lite girl,
keeping the same image of
soldiers.

136.
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137. Eric Avery. History. (1983)
Linoleum cut, 25 X 37" (648 x
94 cm). Courtesy Mary Ryan Gallery,
New York

Inspired by the book The Cry of

the People (Penny Lernoux,
1982), on the subject of the
United States involvement in
Latin America, Avery appropri-
ated a Mexican paper cutout 1o
symbolize the relationship of
the United States to the coun-
tries of Nicaragua, Honduras, El
Salvador, Guatemala, and Mex-
ico. He transferred the Mexican
image to linoleum, slightly alter:
ing the skeleton figures and
adding the names of the coun-
tries, all with macabre results.
The United States becomes
Satan, controlling the activities
of the others. Such animated
skeletons, known in Spanish as
calaveras, are well-known sym-
bols of the Mexican artist Jos¢
Guadalupe Posada, who used
them in countless political
broadsides. Avery, who often ap-
propriates images from art his-
tory and then alters them to his
own ends, lives in Texas, one
block from the United States/
Mexican border.

Wear/ Revolution

138. Leon Golub. Merc. New York,
Artists Call Against LS. Intervention in
Central America, 1984. Lithograph,
printed in color, 30% x 224" (76.5 X
56.5 cm). Courtesy Barbara Gladstone
Gallery, New York

Conceived in 1984 to benefit the
national protest mounted by Art-
ists Call Against U.S. Intervention
in Central America (an organiza-
tion for which Golub was a
steering-committee member),
this lithograph depicts a Mercen-
ary, one of three major types in
the artist’s personal iconography
since the late seventies. Golub
uses Mercenaries, Interrogators,
and White Squads in his work to
explore the theme of how the
amoral powerful behave toward
the utterly powerless.

The figure in Merec lunges
aggressively toward us, thrusting
the highly mechanized weapon
that is the tool of his trade: he

looks us straight in the eve,
pointing an implicating finger.
Golubs is one of four prints
published to benefit Artists Call.
Others were by Sol LeWitt,
Louise Bourgeois, and Claes
Oldenburg.




Commited to Print

139, llona Granet. Missiles for Minors.
New York, the artist and John Spray,
1981. Silkscreen on steel, printed in
color, 11 x 18" (27.9 X 457 cm).
Courtesy PPOW, New York

Granets silkscreen on enamel
emanates from the artist’s ongo-
ing preoccupation with nuclear
war. Her visual language derives
from years as a professional sign
painter. Granet grew up on Long
Island only a mile from what
was then Mitchell Air Force
Base; as a child she always
worried about what went on
there.

The daughter of a nuclear
engineer, Granet has done per-
formances on the subjects of
nuclear war and the manufac-
ture of armaments; “I make
bombs,” goes one of Granet’s
monologues, "1 work on the
bomb line.” The announcement
for a performance asks “Is it
work? Or is it war?” Granet
handed out paper versions of
Missiles for Miriors during these
performances.
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MISSILES

140. Yong Soon Min. Solidarity 11. 1984,
Lithograph and aquatint, printed in
color, 29%is X 22%s" (76 X 583 cm).

Collection the artist, New York

Yong Soon Min’s emblematic im-
age was conceived in solidarity
with the people of Nicaragua.
The artist was inspired by a
documentary film on the subject
that emphasized the power of
collective action in overcoming
oppression.

A Korean-born artist who
came to the United States at the
age of seven, Min is deeply
involved with the Korean-Amer-
ican community here and with
issues relating to Korea. She has
said that she believes conditions
in many Third World countries
parallel those in Korea. Sofi-
darity II is part of a series of
works printed in the colors of
the Sandinista revolutionary flag,
with design variations meant as
an homage to it. The central
rectangle shows a cross that
could fit perfectly in the notch
below it as a symbol of soli-
darity. For Min the cross gives a
spiritual dimension to the com-
position and suggests the
positive force of beliel and
commitment.

140,
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141. Richard Mock. A Runaway Pen
tagon from the portfolio Mock of the
Tirnes, (1984). New York, Mock Studios,
1986. Linoleum cut, 194 % 26" (495 X
00 cm). Courtesy Rosa Esman Gallery,
New York

Mock'’s woodcut was conceived
for the op-ed page of The New
York Times 1o illustrate an article
on the extraordinary budget of
the Pentagon, written by a De-
partment of Defense officer. The
article states in part: “Despite
the biggest sustained budget
growth since the World War 11
mobilization, the Pentagon still
regards a shortage of money as
the main obstacle to a full re-
naissance of American military
power.” Mock’s Pentagon has the
impact of a logo but actually
forms a board game with no
beginning and no end. A
Brooklyn chapter of Vietnam
Veterans Against War later re-
produced this image on posters
that were used in a veterans
parade.

142, Nancy Spero, Nicardagua. 1985.
Zinc-cut stamps and zinc-cut stamp
collage, printed in color, 24 x 39"
(61 x 99 cm). Courtesy Josh Baer
Gallery, New York

Spero has done numerous
works on Latin American sub-
jects, beginning with her Torture
in Chile of 1974. One of two
works executed in 1986 that
incorporate blue paper and
seemingly X-raved figures (the
other being £l Salvador), Nic-
aragua focuses on the condition
of women—noncombatants—in
a place given over to the battles
of soldiers. Spero uses the no-

Wear/ Kevolution

tion of irradiation
force visited indiscriminately

a deadly

upon its victims, a force against
which there is no defense—to
suggest the effects of violent
civil strife on women.

Although Spero localizes this
work by printing the word
“Nicaragua” at upper left, the
condition she describes is time-
less. The same figure seen in
three stamped impressions in
this print is also found, with arms
outstretched, in the piece Mourn-
ing Women/Irradiated (1985),
These and other recent irradia-
tion works seem to evoke the
ultimate state of victimization.

143, John Pitman Weber. Dariels View.
1983, Silkscreen and lithograph,
printed in color, 14'%s X 21'%6"

(37.9 x 55.7 cm). Collection the artist,
Chicago

Weber’s theme in Daniels View
is violence, repression, and

civil strife in Central America.
Through his imagery he suc-
ceeds in making us appreciate
what is often "lost in transmis-
sion” with televised news re-
ports. When we look at the
battered female captive on the
right in the way the pensive
children on the left might, a
different picture emerges.
Weber asked his own young son,
Daniel, to draw some scenes of
El Salvador for this work. He
incorporates Daniel’s helicop:
ters, bombs, and plea for peace.
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144, Claes Oldenburg. Proposal for a 144
Monwment to the Survival of the Uni.

versity of El Salvador: Blasted Pencil

(That Stll Writes). New York, Multiples,

Inc., for Artists Call Against LS. Inter-

vention in Central America, 1984. Erch

ing and aquatint, printed in color,

2246 x 308" (57.6 % 76.8 cm).

Courtesy Multiples/Marian Goodman

Gallery, New York

In 1980 the military closed the
University of El Salvador during
a period of intense civil strife.
Oldenburg’s print proposes a
monument for the university: a
giant fragment of a sharpened
pencil that resembles nothing so
much as a missile. The model
that inspired the print was on
view in an exhibition for Artists
Call Against LS. Intervention in
Central America, and the print
was issued to benefit that orga-
nization.

Oldenburg also designed the
Artists Call poster, which con
tains a statement of purpose that
begins: "If we can simply wit-
ness the destruction of another
culture, we are sacrificing our
own right to make culture. Any-
one who has ever protested
repression anywhere should
consider the responsibility to
defend the culture and rights of
the Central American people.”

145. William Wiley. El Salvador. San
Francisco, Experimental Workshop,
1983. Woodcut, 53% X 26'%6"
(136.2 ® GH.4 cm). Lent by the pub
lisher, San Francisco

Wiley, who plays the guitar a bit,
chose to make the blocks for his
first woodcuts in the shapes of

guitars. The guitar shape evokes
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the populist tradition of the folk-
singer/social critic, which has
encompassed such figures as
Woody Guthrie and Pete Seeger.
Not surprisingly; all three result-
ing prints—MX, Agenit Orange,
and the present work—make
reference to political issues.
(After he pulled the prints, Wiley
added strings to the guitar-
shaped blocks, giving them a
sculptural dimension.)

In El Salvador, the artist em-
ploys his usual crypric iconog-
raphy to fashion a riddlelike
arrangement of symbolic shapes
and lerters on the body of the
guitar. Some of the triangles,
circles, and curled lines coalesce
into a face with a tear falling
from one eve. This mysterious
and melancholy image incorpo
rates the text “El Salvador™ as a
detail at left center. The handle
of the guitar clearly pays homage
to the great Mexican printmaker
José Guadalupe Posada.

Artists’ Books

146, Sabra Moore. Reconstructed
Cadex (photocopy version ). New York,
1984. Photocopy; printed in color;

84 % 33" (209 x 9.5 cm), variable,
26 leaves, Collection the artist,
Brooklyn, New York

This collaborative project, con-
ceived and organized by Sabra
Moore, involved twenty North
and South American women art-
ists and was done for Artists Call
Against 1.5, Intervention in Cen-
tral America. For this collabora-
tion a parallel was drawn
between the burning of Mayan
codices in the Yucatan by six-
teenth-century missionaries and
the recent United States ac-
tivities in the same region. Four
Mayan codices survived the
book burnings, and Moore
chose in her artists’ book to
match their format, "as an
homage to the partially de-
stroyed culture and in an effort
to learn by repetition.” The
twenty artists who contributed
10 Reconstricted Codex are
Emma Amos, Camille Billops,
Frances Buschke, Josely
Carvalho, Catherine Correa,
Christine Costan, Colleen Cut-
schall, Sharon Gilbert, Kathy
Grove, Marina Gutiérrez, Vir
ginia Jaramillo, Kazuko, Sabra
Moore, Helen Oji, Catalina Parra,
Linda Peer, Liliana Porter, Jaune
Quick-To-See Smith, Nancy
Spero, and Holly Zox.
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147, Alfredo Jaar. Two-part panel from
the project Rushes (installed in a New
York subway station, 1986). (1986).
Electrostatic dot plotting (computer
print), printed in color, each part

42 % 28" (106.7 x 711 cm). Collec-
tion the artist, New York

Jaar’s two-part panel belongs to a
set of eighty works the artist
installed in a New York subway
station in December 1986. His
project, titled Rushes, was one
segment of a four-part series of
exhibitions on the subject of a
massive gold rush in a remote
area of Brazil. Jaar had visited
the area and photographed and
interviewed the prospectors,
More than one hundred thou-
sand formerly unemployed men
have come to these Brazilian
mines obsessed with the hope
of riches. Only a very few have
found gold.

Jaar’s subway installation had
a powerful impact, with its de-
piction of so many bodies des-
perately climbing up and down
the craterlike excavation. Al-
though the miners’ activity,
clothing, and surroundings were
strange to the commuters who
confronted the installation in the
subway station, the close-ups of
the Brazilians' faces forged a
link. The two-part panel here
derives its power from the con-
trast between a figure in a most
primitive setting and a slick
graphic text that relates to high
finance and Wall Street.

148, Jane Dickson. Thou Shalt Not
Steal from the portfolio The Ten Com
mandments. New York, Art Issue Edi-
tions, Inc,, 1987, Lithograph, printed in
color, 24 = 18" (61 x 457 cm). Lent
by the publisher, New York

Dicksons lithograph is part of a
collaborative portfolio project in
which artists were invited to
execute prints on one of the Ten
Commandments, Dickson’s print
represents a seemingly clan-
destine meeting of two ex-
ecutives in a modern office
building. The implication is of
shady dealings and white-collar
crime. This focus on the power-
ful in our society is unusual in
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Ecomomics/Class Struggle/ The American Dream

Dickson’s work. Influenced by
her neighborhood in New Yorks
Times Square, Dickson has often
portrayed the nighttime ac-
tivities of the down and out, as
well as scenes of amusement
parks and demolition derbies. In
working on Thou Shait Not
Steal, however, she decided that
the pickpockets and petty
thieves of Times Square were
really minor players in the
greater scheme of things. She
executed the print at a time
when news reports of insider
trading on Wall Street appeared
almost daily:

149, Hans Haacke. Tiffany Cares.
Oakland, Crown Point Press, 1978,
Etching, 29 x 41" (73.6 % 104.2 cm).
Lent by the publisher, San Francisco

The Tiffany & Co. logo, the
engraved calligraphic lettering,
and the fine deckle edge of the
paper have immediate impact in
Haacke's etching, signaling the
realm of the upper class. A
closer reading reveals an un-
usual treatise on the social bene-
fits provided by the rich and a
call from the unemployed for
“more millionaires.” The fine
print at lower left identifies the
text in that half as an actual ad-
vertisement, one that appeared
in the June 6, 1977, edition of
The New York Times. The text
on the right was composed

by Haacke,

According to the catalogue
of a recent retrospective of
Haacke’s work at The New Mu-
seunt of Contemporary Art, the
chairman of Tiffany’s in the sev-
enties regularly used the com-

pany’s advertising space to
editorialize on a variety of sub-
jects. Haacke, in his usual critical
mode, here subverts the sub-
liminal message commonly
transmitted by such advertising.
He manipulates an advertising
technique to raise questions
about the function of advertis-
ing, of the news media, and of a
corporation considered by many
to be synonymous with luxury,

150. Ed Paschke. Execo. New York,
Business Committee for the Arts, Inc,
1983. Lithograph, printed in color,
34¥4 x 24" (87 x 61 em). Lent by
Landfall Press, Chicago

‘aschke’s corpulent executive,
with his shiny suit and blank
expression, is certainly not the
man to look straight in the eye
for an important business deci-
sion. In fact he may be the
individual who gave meaning to
the term “shifty-eyed.” His look
of dissipation suggests too many
three-martini business lunches,

The full measure of Paschke’s
irony emerges when it is known
that this lithograph was commis-
sioned by the Business Commit-
tee for the Arts and Forbes
magazine, for the seventeenth
annual Business in the Arts
Awards, in 1983. Examples of it
were presented to the corpora-
tions that had played the most
important roles in the arts for
the year. Paschke was commis-
sioned to do the print because
he lived in Chicago, where the
1983 presentation ceremonies
took place.
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151. Christy Rupp. Rar Posters (installed
in New York, 1979). (1979). Offsets,
each 5% X 170" (14 X 445 cm).
Courtesy PPOW, New York

In 1979 Rupp mounted four
thousand Rat Posters around gar-
bage cans and trash sites on
New York streets as part of her
Rat Patrol campaign. In these
posters, the rats we hope never
to see are stopped in their tracks
and positioned so that they are
impossible to ignore. While
there is a certain humor in the
audacity of these pests, our over-
whelming reaction is revulsion.

Rupp’s posters were a means
of “making visible during the
day what went on at night” And
the campaign, designed to bring
attention to improper disposal
of garbage, did in fact receive
widespread attention. The artist,
who also created life-size sculp-
tures of rats, wanted to channel
this feedback and subsequently
organized a series of exhibitions
and executed a number of
works involving animals in ur-
ban contexts. According to Rupp,
however, this work has not been
about animals but about infesta-
tion as it relates to “the environ-
ment and economics.” She has
said, "Rats are a symptom. Gar-
bage is the cause.
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152. Rebecca Howland. The Real Estate
Shorww. 1980, Stencil, printed in color,
30 X 229%" (76.8 X 57.3 cm).
Collection the artist, New York

The Real Estate Show was an
artist-organized exhibition on
the subjects of land speculation,
tenants' rights, and property
misuse. It was mounted by a
group of artists associated with
Collaborative Projects, Inc., in 4
city-owned, abandoned building
on New Yorks Lower East Side.
Although it was closed by the
city a day aftter the opening, ne-
gotiations with civic authorities
eventually led to the offer of
the Rivington Street location in
which ABC No Rio, an artist-run
gallery and performance space,
opened later that year.
Howland’s grasping octopus
was depicted on many of the
posters and flyers connected
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with The Real Estate Show. It was
also drawn on the side of the
building on Delancey Street
where the show took place. The
stenciled work reproduced here
was also sprayed on newsprint.
Howland was inspired in her
choice of motif by Frank Norriss
novel The Octopus (1901), in
which the industrialization of
America is likened to a monster
that grows uncontrollably.

153, Anton van Dalen. Two-Headed

Monster Destroys Community. 1983,

Silkscreen, printed in color, 23%: X
1714 (59.7 x 43.8 cm). Courtesy
Edward Thorp Gallery, New York

Van Dalen’s silkscreen addresses
major problems on New York's
Lower East Side, where he has
lived since the sixties. For years
the artist watched as his neigh-

bors struggled with the effects of
poverty and drug addiction; now

he sees the displacing effects of
real estate speculation in a
prime Manhattan location. Dol-
lar signs indicate an economic
role in this "destruction” of the
existing community:

The artist’s gruesome visual
interpretation, which reads like
a warning against poison, was
originally used as a street poster.
The Lower East Side Printshop
printed the silkscreen edition in
exchange for van Dalen’s input
at a stencil-making class the
printshop held at a local school.

154. Dennis Thomas/Day Gleeson.
Art for the Evicted(installed in New
York, 1984). 1984. Silkscreen with
chine collé, 29 x 251" (73.7 x
64.8 ¢cm), Collection the artists,
New York

Thomas and Gleeson's silk-
screen parody of a Monopoly
deed was conceived for the sec-
ond street action organized by
Political Art Documentation/Dis-
tribution’s Not for Sale Commit-
tee, in the spring of 1984. The
print was posted on abandoned
buildings on the Lower East Side
as part of a campaign to bring
attention to housing issues, such
as the art community’s role in
the changing neighborhood.
The work of thirty-seven artists
was installed in what were des-
ignated as street-corner “gal-
leries” with such names as
Guggenheim Downtown and
The Discount Salon.

In their print Thomas and
Gleeson (who live in the neigh-
borhood) enumerate the factors
leading to rising rents. They
believe that artists must ac-
knowledge their part in neigh-
borhoods' shifting population
patterns. They have donated ex-
amples of this print to benefit
various neighborhood groups
and tenants’ committees,
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155. Michael Lebron. Out in the Cold.
(1982). Photographic study for unre-
alized subway poster, 384 x 491"
(97.1 % 1257 cm). Collection the art-
ist, New York

Lebron’s subway-poster design
was originally conceived for a
campaign to be mounted by a
minority urban-development
group. After the campaign was
canceled Lebron added his own
text to the work, and Owt in the
Cold was shown in an exhibition
on New York issues. The text,
which states in part “commu-

nities do disappear in the face of

progress,” focuses on the effects
of urban renaissance on the
poor.

For Lebron, advertising en-
courages the public’s uncritical
consumption of information. By
using a format that apes that of
advertising, the artist attempts to
subvert the usual response to
mass-media messages. His post-
ers are especially disorienting
and problematic when the artist
places them in sites normally
reserved for commercial an-
nouncements.

156. Les Levine. We Are Not Afraid
(installed in a New York subway car,
1982). New York, Museum of Mott Art,
Inc., 1982. Offset, printed in color,

214 x 204" (54.6 x 52.1 cm). Collec-
tion the artist, New York

Levine rented advertising space
on New York subways for a
month in 1982 and put up 4,800
ambiguous placards bearing the
text “We Are Not Afraid” He
believes that public art must
deal with public concerns, and
should not simply be “gallery”
art taken outside. This project fit
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the artist’s definition of public
art by addressing the subject of
fear in a high-crime environ-
ment, a sensation with which
most city-dwellers are all too
familiar. When confronted with
the placards on the subway
viewers had no idea of their
purpose, and such ambiguity
was unnerving. Levine has said
that he hopes to broach com-
mon concerns with uncommon
images, to encourage people to
have “new thoughts, rather than
the same old ideas.”

157. Tomie Arai for Political Art Docu
mentation/Distribution, Rising Waters.
(1986). Silkscreen, printed in color,
24 X 19746" (62.7 X 49.4 cm).

158. Robert Longo for Political Art
Documentation/Distribution. Moy
ment (o the Homeless. (1986). Silk-
screen, printed in color, 22 x 274"
(359 x 099 ¢cm)

Two prints from the portfolio Concrete
Crisis: Urban Images of the '80s. New
York, PAD/D, 1987, Courtesy Exit Art
and PADYD ( Political Art Documenta-
tion/Distribution) Archive, New York

The artists’ group Political Art
Documentation/Distribution was
founded in New York in 1980 to
“demonstrate the political effec-
tiveness of image making.” For
its Concrete Crisis project sev-
enty-eight artists made poster
designs focusing on social, polit-
ical, and psychological issues
confronting New Yorkers. All
works were exhibited at Exit Art,
New York, in 1987, and fourteen
were selected to become part of
a limited-edition portfolio. A
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158.

separate edition of these port-
folio works, printed on different
paper, was posted on the streets.
The portfolio comprises works
by Vito Acconci, Tomie Arai,
Keith Christensen, Anton van
Dalen, Antonio Frasconi, Tim
Hillis/Gale Jackson, “Jeff,” Janet
Koenig, Robert Longo, Alfred
Martinez, William C. Maxwell/
Gina Marie Terranova, Rachel
Romero, George "Geo” Smith,
and Nancy Spero/Leon Golub.
Tomie Arai titled the silk-
screen print Rising Waters after a
poem by Langston Hughes. The
waves, the artist has explained,
are meant to reflect an inability
to "keep afloat” in a city of
“tremendous tension”; the fig-
ures are always kept off balance
by the “constant anticipation of
change” The anonymous city -
dwellers in Arai’s print seem to
tumble out of control, swept
along as if by a tidal wave of
urban stresses that shakes even
the foundations of the buildings.
One measure of those urban
stresses is homelessness. Robert
Longo speaks eloquently to that
issue in his Monument to the
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Homeless. He lists on right and
left, in a manner recalling a war
memorial, the names of home-
less people who have died, as
recorded by charitable organiza-
tons. Superimposed on what
appears to be a futuristic city in
the background of the print are
the rough outlines of a house,
the way to which is blocked by a
high fence—an impassable row
of swordlike bars that also sug-
gest grave markers,

159. Anton van Dalen, Car on Fire.
(1981). Stencil, printed in color,

16%6 X 21W" (408 X 53.7 em). Cour-
tesy Edward Thorp Gallery, New York

The car motif is often used by
van Dalen as metaphor for
American culture. He has incor-
porated it in sculptures and in
paintings, in images of dilapi-
dated heaps and of luxury lim-
ousines. With this stencil the
artist directs attention to the
abandoned cars so common in
his Lower East Side neigh-
borhood, creating an emblem of
urban blight. Van Dalen has
done more than forty such em-
blematic images since 1981, and
he thinks of the series as both a
social document and an auto-
biography that marks concerns
of home, street, neighborhood,
and government. Other stencils
depict such things as a hammer,
a handgun, the cross of a store-
front church, and a tank.
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160. Luis Jimenez. Cruzando el Rio
Bravo (Border Crossing). Santa Fe,
New Mexico, the artist and Hand
Graphics, 1986. Lithograph, printed in
color, 38% X 283" (984 X 72,7 cm)

Courtesy Phvllis Kind Gallery, New York

Jimenezs Border Crossing re-
creates a scene that the artist
witnessed daily while growing
up in the border town of El
Paso, Texas. The artist’s family
grouping embodies the power
of familial bonds, of determina-
tion, and of hope for the future.
Jimenez’s work often deals
with cultural archetypes, par-
ticularly those relating to Chi-
cano life in rural parts of the
American Southwest, This print
is derived from one of Jimenez’s
working studies for a public
sculpture commissioned for
MacArthur Park in Los Angeles.
Celebrated as a hippie haven in
the sixties, MacArthur Park now
serves a neighborhood of recent
immigrants from Central Amer-
ica. It is for this reason that
Jimenez chose to treat the
border-crossing theme in the
commissioned sculprure.
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161. Leslie Bender for Political Art
Documentation/Distribution. Untitled
from the project Not for Sale. New
York, PAD/D, 1983, Stencil, printed in
color, 244s % 22194" (611 =

58.3 cm). Collection PAD/D (Political
Art Documentation/Distribution)
Archive, New York

Political Art Documentation/
Distribution’s Not For Sale com-
mittee organized its first anti-
gentrification project, with
exhibitions and special events,
in 1983. Bender, Michael Ander-
son, and Eva Cockcroft con-
stituted the Not for Sale stencil
team for that project. They each
designed stencils incorporating
visual symbols that immediately
called to mind the poverty and
real estate speculation that are
major ingredients in the housing
situation on the Lower East Side.
The text “Stop Gentrification”
was added to each design.

Bender's work refers to the
rampant practice of arson, which
has become an accompaniment
of the gentrification process. She
chose to place her message in
the prohibitive diagonal format
recognized from warning signs
worldwide. She and the other
stencil-team members spraved
their images on abandoned
buildings around the neigh-
borhood as a backdrop to the
larger campaign.

160.

161
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162. Robert Indiana. Mother of Exiles.
Vinalhaven, Maine, Vinalhaven Press,
1986. Erching and aquatint, printed in
color, 47%s x 314" (120.8 x 80 ¢m)
Lent by the publisher, Vinalhaven,
Maine

Indiana conceived his Statue of
Liberty print at the time of the
centennial celebration for the
monument. Although he has
lived in Maine for the past de-
cade, he was a resident of Lower
Manhattan for twenty-five years
prior to that, and the statue was
part of his everyday surround-
ings. Given his long artistic in-
volvement with cultural icons
and his fascination with the
American Dream in particular, it
is not surprising that he would
be drawn to this popular symbol
at a time of such public commo-
tion about it.

With his Liberty in a halo of
stars, Indiana joins in the birth-
day commemorations, yet
evokes melancholy rather than
hopeful aspirations. His title
designates America’s new resi
dents as “exiles’ rather than as
immigrants, stressing the harsh
reasons some left their native
countries. Here the poster
qualities of the print belie the
rather psychological portrait of
the statue as “Mother” The tear
is the most striking element of
melancholy and suggests the
complexities of the American
experience. In a magazine inter-
view conducted soon after the
celebrations Indiana said, 1
think that Liberty has a great
deal 1o cry for”

163. Richard Mock. How Insurers In-
vite Arson from the portfolio Mock of
the Times. (1980). New York, Mock
Studios, 1986, Linoleum cut, 26 X
1932" (66 % 49.5 cm). Courtesy Rosa
Esman Gallery, New York

Mock’s woodcut was created to
illustrate a letter published on
the op-ed page of The New York
Times decrying the “incentive to
commit arson-for-profit pro-
vided by insurance company
practice.” The writer describes a
fire—labeled “suspicious” by
the fire department—that de-
stroyed the older apartment
building in which he lived. He
goes on to express his opposi-

tion to the practice of insuring
such old buildings not at their
market value but at their (much
higher) replacement cost.

In Mock’s awesome scene of
conflagration flames envelop the
building, dwarfing it. Matches at
the base indicate the fire was
deliberately set. The conception
thus represents the building as a
kind of innocent victim, simply a
link in a chain of events well
outside itself. The implication is
that unannounced agendas can
become determining factors in
people’s lives.
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164. Paul Marcus. The Auction. New
York, Pycus Studio, 1986, Woodcut,
8" ® 6’6" (1219 x 1982 cm). Cour
tesy PPOW, New York

Marcus evokes the era of the
Great Depression in his huge
recent woodcut, through the so-
cial realism of the subject matter
and the stylized narrative for-
mat. But the problem he ad-
dresses is contemporary: the
economic crisis of the American
farmer. In his depiction of a
farm family’s belongings being
sold out from under them, piece
by piece, Marcus shows us what
it is to leave the land.

This large-scale print is one
of several executed by Marcus
on such themes as city-dwellers
evictions, aliens hiding in sewer
tunnels, and Mexicans crossing
the border into the United
States. The huge wood-blocks
from which they are printed are
made into relief paintings after
the artist pulls a small edition of
prints. He has worked as a
master printer in etching but
prefers the direct impact of
woodcuts for his own art.

165, Jerry Kearns. Naked Brunch. 1985,
Lithograph, 28% X 263" (73.4 X

67 cm). The Museum of Modern Art,
New York. John B. Turner Fund

Kearnss scene of savage hunger
superimposed on the serene
face of the Statue of Liberty
resonates with tense contrast.
This image was created by the
artist at the time of the prepara-
tions for the statue’s centennial
celebrations, when stories of its
inspiring symbolism for arriving
immigrants were the subject of a
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media blitz, Kearnss work often
juxtaposes cultural icons with
imagery from comic books and
other popular sources. He uses
the trendy concept of the urban
brunch in this title, but gives ita
hard edge through the word-
play reference to William Bur-
roughss Naked Lunch (1959), a
novel on the hunger of drug
addiction. By bringing together
several of what he calls “sym-
bols of fact and fantasy” Kearns
offers a sobering view of the
often unfulfilled promise of the
American Dream.
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166, Artists Meeting for Cultural
Change. An Anti-Catalog. New York,
Catalog Committee of Artists Meeting
for Cultural Change, 1977, Offset; 12 %
§' (30,5 x 22.8 cm), 42 leaves. The
Mugseum of Modern Art, New York

In late 1975 a group of New York
artists learned of plans by the
Whitney Museum of American
Art to exhibit the private collec-
tion of John D. Rockefeller 3rd,
as part of its Bicentennial pro-
gramming. An Anti-Calalog sets
forth these artists’ many objec-
tions to the show, which they
believed exemplified “the use
(or more aptly the misuse) of art
and art institutions to serve the
interests of a wealthy minority at
the expense of the majority”
Also at issue was the fact that in
a Bicentennial exhibition at a
publicly funded institution, the
American art shown included
“not a single work by a Hispanic
or native American and only one
work by a woman artist and one
work by a Black” An Anti-Cata-
log is described by its authors as
‘not a listing of valuable objects
or a definitive statement of what
is or is not significant art. This
Anti-catalog does not attempt to
be authoritative, but to call into
question the very notion of ‘au-
thoritative’ views of culture.”
The group Artists Meeting for
Cultural Change arose from the
meetings and protests surround-
ing this exhibition. Az Anti-
Catalog was written, designed,
and produced by the Catalog
Committee of Artists Meeting for

Cultural Change: Rudolf Baranik,
Sarina Bromberg, Sarah Charles-
worth, Susanne Cohn, Carol
Duncan, Shawn Gargagliano, Eu-
nice Golden, Janet Koenig,

Joseph Kosuth, Anthony McCall,

Paul Pechter, Elaine Bendock
Pelosini, Aaron Roseman, Larry
Rosing, Ann Marie Rousseau,

Alan Wallach, and Walter Weissman,
with contributions by Jimmy
Durham and Gerald Horne,

167, Michael Corris. Bipograpbic Sam-
ples, Pictures & Polemics. Atlanta,
Nexus Press, 1986, Offset, printed in
color and black; 17 x 11"

(43.2 X 279 c¢m), 38 leaves, The
Museum of Modern Art, New York

For Corris the very physical
shape of the word becomes a
work of art through the manip-
ulation of type sizes and faces.
But each word and phrase in his
artist’s book is also carefully
chosen for what it signifies. The
resulting theoretical treatise on
the underpinnings of art, gov-
ernment, economics, and class,
and on their interconnections, is
as provocative to look at as it is
to read. Corris combines dispa-
rate design elements in a co-
herent whole of extreme visual
clarity, while expressing notions
that are complicated and multi-
leveled. Intermingled with the
theoretical and the poetic are
references to specific issues
such as nuclear war and the
“obsolescence” of certain skilled
workers, and a rendering of a
geopolitical landscape in which
Grenada, Nicaragua, Cuba, Chile,
and Libya are being attacked by
fighter planes. All the pages of
this book also exist as individual
art works. Pages titled Logo for
the Cultivated, Logo for the Activ-
ist, Logo for the Dispossessed,
and Logo for the Confused have
been done at poster size.
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168. Dona Ann McAdams. Alphabet
City. New York, 1983. Offser; 8% x 11"
(21.6 x 27.9 cm), 37 leaves. The Mu
seum of Modern Art, New York

McAdamss artist’s book re-
produces the photographs she
has taken to document the re-
cent changes in her neigh-
borhood on New York's Lower
East Side, where avenues are
given the letter names of A, B, C,
and D. It is a devastating account
of urban decay, with abandoned
buildings and seemingly endless
expanses of rubble. McAdams
also includes scenes of the fire
department putting out the nu-
merous fires that she believes
are an inevitable accompani-
ment of property speculation
and gentrification. On the cover
of McAdamss book, in Spanish
and in English, is a definition of
the verb “to gentrify”: “to con-
vert (a poor or working-class
property or area) to one that is
more expensive or exclusive,
especially in order to raise prop-
erty value”




Chronology, 1960-1987

The following sampling of social, political, and art-activist events is offered as a frame
of reference for the works of art discussed in this publication.

1960

Soviet Union shoots down US. U-2
reconnaissance plane; pilot Francis
Gary Powers is held

Thousands demonstrate against
apartheid pass laws in Sharpeville,
South Africa; 69 are killed.

John E Kennedy is elected President.

Sit-ins at segregated lunch counters
begin in South.

Food and Drug Administration ap-
proves birth control pill

1961

East Germans erect wall dividing East
and West Berlin.

Bay of Pigs invasion of Cuba fails.

U.S. pledges aid to South Vietnam;
sends military advisers.

Series of Freedom Rider bus trips
challenge segregation in South,

1962

President Kennedy orders naval and
air quarantine on military shipments
to Cuba; Cuban missile crisis ensues.

James Meredith becomes first black
student at University of Mississippi;
riots prompted by his attempts to
enroll are quelled by state troops.

Cesar Chavez founds United Farm
Workers Union.

Thalidomide is removed from market
for causing birth defects

Artists for CORE (Congress of Ractal
Equality) begins annual benefit exhibi-
tions; also issues benefit prints.
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Institite of American Indian Art (pre-
viously the Santa Fe Indian School) is

Jfounded in Sante Fe, New Mexico

1963

President Kennedy is assassinated in
Dallas; Lee Harvey Oswald, charged
with the murder, is killed shortly
thereafter by Jack Ruby: Vice President
Lyndon B. Johnson becomes President.

Governor George Wallace "stands in
the schoolhouse door” o maintain
segregation at University of Alabama.

Sniper kills Medgar Evers, a leader in
the National Association for the Ad-
vancement of Colored People
(NAACP), in Jackson, Mississippi.

In Washington, D.C., 200,000 demon-
strate demanding full civil rights for
blacks. Rev. Dr. Martin Luther King Jr.
gives “1 Have a Dream” speech at
Lincoln Memorial.

Bomb explosion in Birmingham, Ala-
bama, church kills four black girls.

The Spiral, an organization of black
artists, forms in New York; mournts sole
exhibition in 1965,

1964

The black South African leader Nelson
Mandela is sentenced to life imprison-
ment for his role in encouraging
armed resistance to apartheid.

Congress passes Gulf of Tonkin Reso-
lution granting President Johnson
power 1o take action as deemed neces
sary “to maintain peace” in Vietnam,

Congress approves President Johnson'’s
“War on Poverty” bill; Johnson pledges
to build a “Great Society”

Omnibus civil rights bill passes; dis-
criminatory practices in voting, jobs,
public accommodations, etc., are
banned.

Civil rights workers James Chaney,
Andrew Goodman, and Michael
Schwerner are murdered in Mis-
sissippi.

Malcolm X forms Organization of Afro-
American Unity.

1965
Cultural Revolution begins in China.

Fourteen thousand US. troops are sent
to Dominican Republic during civil
war there.

LS. forces in Vietnam raised to
125,000; draft is doubled.

Demonstrations against [.S. involve-
ment in Vietnam are staged in cities
from New York to Berkele
demonstrations and rallies follow:

counter-

Blacks riot in Watts area of Los An-
geles.

Civil rights march from Selma to
Montgomery, Alabama, is led by Rev
Dr. Martin Luther King Jr.

Malcolm X is shot and killed in New
York,

United Farm Workers organize strike
against California grape growers.

Several bundred artists take full-page
ad in The New York Times beaded
‘End Your Silence,” in protest against
LS. involvement in Vietnam and the
Dominican Republic,

1966

US. troops in South Vietnam reach
385.000; monthly draft is highest since
Korean War.

James Meredith is shot and wounded
during voter-registration pilgrimage in
Mississippi.

CORE endorses militance in its call for
black power; Student Non-Violent Co-
ordinating Committee concurs. NAACP
reje
ratist.

s black power concept as sepa-

National Organization of Women
forms.

Stephen Radich of Stephen Radich Art
Gallery, New York, is charged with
violating flag desecration laws in ex
hibiting a protest work made from
American flags.

Los Angeles Artists Protest Commiittee
erects The Peace Tower, affixved with
hundreds of panels by artists from
arownd the country

1967
Arab-Israeli Six Day War is waged.
Che Guevara is killed in Bolivia.

Puerto Rico votes 1o remain a com-
monwealth associated with the 1S,

r demonstrations take
place in New York, San Francisco, and
Washington, D.C. Rev. Dr. Martin
Luther King Jr. urges draft boveott, An
estimated 70,000 march in pro-11.5.-
policy parade in New York.

Anti—Vietnam W

Blacks riot in Newark; Detroit; Phila
delphia; and Rochester, New York.

Thurgood Marshall becomes first black

U.S. Supreme Court Justice. Carl




Stokes of Cleveland and Richard
Hatcher of Gary, Indiana, are first
blacks elected mayors of major ULS,
cities.

President Johnson calls for regulatory
procedures to control air pollution.

Week of the Angry Arts Against the War
in Vietnam, a sertes of protest events in
New York, includes actions by artists in
all fields; 200 visual artists contribute
to related Collage of Indignation
murel.

Artists and Writers Protest Against the
War in Vietnam issues benefit portfolio.

Wall of Respect, a mural by black
artists, is painted on Chicago’ South
Sicle.

1968

Soviet Union invades Czechoslovakia,
crushing Party First Secretary Alex-
ander Dubcek’s liberal regime,

Student protests in France lead to
month of civil violence as ten million
strikers paralyze country

Civil strife in Nigeria resulls in mass
starvation in Biafra.

Viet Cong and North Vietnamese

launch surprise offensive during Tet
(lunar new year) truce,

Rev. Dr. Martin Luther King Jr. is
assassinated in Memphis.

Senator Robert E Kennedy is assassi-
nated in Los Angeles

Police clash with antiwar protesters at
Democratic National Convention in
Chicago. Eight key figures in demon-
strations are charged with conspiracy
amid reports of police brutality,

Richard M. Nixon is elected President.
The Studio Musewm in Harlem opens.
Cityarts Workshop is founded in New
York as center for community-oriented
public art; collaborations on murals
and maosaics are emphasized.

The exbibition Benefit for the Student
Mobilization Committee to End the

War in Vietnam s installed at Paula
Cooper Gallery, New York.

Lower East Print Shop, an artist-run
workshop offering printing facilities,
instruction, and other services, opens
in New York.

Anti-Mayor Daley exhibition is
mounted at Feigen Gallery, Chicago,
to protest police actions at Democratic
National Convention there.

1969

Civil strife mounts in Northern
Ireland; Bernadette Devlin, student
civil rights leader, wins seat in British
House of Commons,

Neil Armstrong is first man to set foot
on the moon.

U.S. forces in Vietnam peak at 543,000;
withdrawal begins as "Vietnamization”
policy is launched.

Hundreds of thousands demonstrate
in opposition to the Vietnam War in
Moratorium Day events across the
nation; candlelight procession past the
White House is led by Corena Scott
King, widow of Martin Luther King Jr

Lt. William L. Calley Jr. and others are
charged in massacre of Vietnamese
civilians in My Lai in 1968; Calley is
convicted of murder in 1971,

Native Americans occupy Alcatraz Is-
land in San Francisco Bay

Gay uprising takes place at Stonewall
Bar in New York after repeated raids
by police; gav community parade is
held annually thereafter to commemo-
rate Stonewall confrontation.

El Museo del Barrio, dedicated to art by
Puerto Rican artists, opens in New York.

Black Emergency Cultural Coalition
(BECC) is founded in New York,
mounts protests against The Metro-
politan Museum of Art. Negotiates
demands with Whitney Museum of
American Art and organizes prison
art program in 1971, With Artists and
Wiiters Protest Against the War in
Vietnam publishes Attica Book, 1972,

Cingue Gallery, a forum for black
artists, s founded in New York.

Art Workers' Coalition, a militant art
ists' group, forms in New York to
reform policies and structures of ma-
jor art institutions and to protest LS.
intervention in Sowtheast Asiat, among
other activities, In this year joins Artists
and Writers Protest Agairist the War in
Vietnam in antiway procession, carry-
ing body bags and banners marked
with names of war dead. Publishes Q,
And Babies? A, And Babies poster and
participates in Art Strike Against
Kacism, War and Repression in 1970

Women Artists in Kevolution (WAR.),

an offshoot of Art Workers' Coalition,
[forms in New York.

Taller Boricua, a cultural centeriwork
shop for the Puerto Rican community,
opens in New York; offers graphics
studio and SPORSCYS MUSIC, Poetr),
and dance events.

1970
L1.S. invades Cambodia.

Marxist leader Salvador Allende is
elected President of Chile,

Four students are killed by National

Guardsmen during antiwar demonstra-

tions at Kent State University, Ohio;
two are killed by police at Jackson
State University, Mississippi.

After vears of strikes and a nationwide
boveott, Cesar Chavez of the United
Farm Workers signs contracts with
grape growers in California.

Hundreds of Mexican-Americans riot
in Los Angeles in city’s worst unrest
since Watts uprising of 1965; Ruben
Salazar, newspaperman and prominent
spokesman for the city’s Mexican-
Americans, is killed.

Millions participate in antipollution
demonstrations to mark Earth Day.

Art Strike Against Racism, War and
Repression is formed in New York;
more than 500 artists stage sit-in at
The Metropolitan Museum of Art, de-
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manding closing to protest US. inva
sion of Cambodia and killings at Kent
State and Jackson State

Many American artists withdraw from
Venice Biennale in protest against
American actions abroad.

Artists and Writers Protest Against the
War in Vietnam and the Art Workers'
Coalition execute letter campaign
urging Picasso to withdraw Guernica
[from The Museum of Modern Art to
protest U.S. involvement in Viemam.

Artists participate in Collage of Indig-
nation Il exhibition in New York by
creating images for antiwar posters
Robert Rauschenberg’s design is made
tnto a poster edition

Peoples Flag Show, at Judson Memao-
rial Church, New York, is closed by
police with arrest of organizers, la-
beled the Judson Three. All are found
guilty of flag desecration in 1971

Basement Workshop, an Astan-Amer:
fcan community arts center in New
Yorks Chinatoun, is founded to offer
publishing services, music, dance, liter-
ary events, performances, exhibitions,
graphics workshops, and other benefits
to the community.

Ad Hoc Women Artists’ Conmmittee,
WAR, and Women Students and Art
ists for Black Art Liberation stage series
of demonstrations at New York muy-
Senms.

First feminist art class is organized, by
Judy Chicago at California State Uni-
versity, Fresno.

Los Angeles Council of Women Artists
protests underrepresentation of
women artists at Los Angeles Conty
Museum of Art

Chicago Mural Group forms, later
“hicago Public Art Group.

becomes

1971

People’s Republic of China is admited
1o the United Nations; Nationalist
China is ousted.
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The New York Times publishes classi
fied "Pentagon Papers’ on US. involve-
ment in Vietnam

Six are killed in a disputed escape
attempt at San Quentin Prison, includ-
ing “Soledad Brother” George Jackson,
author of published prison letters

More than 1,000 New York State Troop-
ers and police storm Attica State Cor-
rectional Facility to end inmate
takeover, several dozen inmates and
hostages are shot to death in assault

Campus riots erupt in Puerto Rico
between ROTC cadets and students
advocating Puerto Rican indepen-

dence.

The Stare Front Museum, devoted to
Afro-American and African art, bis-
tory, and culture, is founded in Ja-
maica, New York.

Women in the Arts forms in New York;
organizes Women Choose Women at
New York Cultural Center in 1973, first
allavoman exhibition in major
cieltural institution

West-East Bag (WEB) forms nationwide
feminist art network.

Feminist Art Program is inaugurated
at California Institute of the Aris,
Valencia. Sponsors collaborative ex-
hibition/installation Womanhouse and
West Coast Conference of Women Art-
ists in 1972, Prodiuces the books Anon-
ymous Was a Woman in 1974 and Art:
A Woman's Sensibility iz 1975,

La Raza Graphic Center, a nonprofit
Latino and Chicano graphic aris facil-
ity and poster workshop, is founded in
San Francisco.

1972

Arab terrorist attack ends in deaths of
11 Israeli athletes at Munich Olympics,

in Northern Ireland:

“Bloody Sunda
13 unarmed civ

President Nixon visits China.

Employvees of Nixon reelection cam-
paign are arrested while burglarizing
Democratic National Committee head-

96

ans are killed in Belfast.

quarters in Watergate complex, Wash
ington, D.C.

Senate approves Equal Rights Amend
ment banning discrimination against
women; sends legislation to states for
ratification. Ratification attempt fails in
1982,

Alabama Governor George Wallace is
seriously wounded by sniper at Presi-
dential campaign stop.

Native Americans occupy Bureau of
Indian Affairs in Washington, D.C., in
Protest action.

Near total ban is declared on pesticide
DDT

Artists and Writers Protest Against the
Wi in Vietnam and Artists’ Poster
Committee issue Four More Years?
paster in reference to President Nixons
reelection campaign

SoHo Arts Festival for McGovern pre-
serits performances, exhibitions, street
events, films, and music in ten loca-
tons in New York.

The exbibitiorr Artists' Benefit for
American Civil Liberties Union s
monted at Castelli Gallery in New
Yok,

ALR, a cooperative womens gallery,
Jorms in New York, one of several
womens galleries inttiated in the mid-
seventies. Artemesia, Chicago; Womenk
Interart Gallery of the Womens fter-
art Center New York; Atlantic Gallery,
Brooklyn: Hera, Wakefield, Rbode Is-
land,; and Muse, Philadelphia, are
notable among them

Self-Help Graphics and Art, an arls
organization and workshop serving
the Chicano community, is founded in
East Los Angeles.

Kearny Street Workshop, an Asian-
American community arts center offer
ing colrses, graphic services, lectures,
performances, and exhibitions, is

Jounded in San Francisco.

1973

Yom Kippur War between Israel and
Arab countries is waged,

Arab oil embargo is declared; energy
Crisis ensues,

Military jrnta overthrows President
Salvador Allende’s Marxist government
in Chile

Vietnam peace pacts are signed in
Paris

LS. ceases bombing in Cambodia,
Hearings on Watergate scandal open

LS. Supreme Court rules abortion
legal.

American Indian Movement members
occupy Wounded Knee, South Dakota,
in protest action.

New York artists protest the military
takeover in Chile by re-creating in
New York a revolutionary mureal thet
had been painted in Chile.

Muserm workers strike for seven weeks
at The Musenm of Modern Art; many
in art community join marchers.

Womans Building, a center for
womens art and culture, opens in Los
Angeles; among members are Woman-
space, first womens exhibition space
on West coast, and Feminist Studio
Warkshop, an experimental program
in womens art education, with its
Womens Graphic Center and Center
Jfor Feminist Art Historical Studies.

1974

Yasir Arafat, leader of Palestine Libera-
tion Organization, is declared sole
representative of Palestinian Arabs,

House Judiciary Committee, in tele-
vised hearings, recommends three ar
ticles of impeachment against
President Nixon; President Nixon re-
signs, Vice President Gerald Ford be-
comes President; issues unconditional
pardon to former President Nixon,

Kenkeleba House, an alternative en-
viromiment for artists generatly ex-
cluded from cultural mainstream,
opens on Lower East Side in New York
with exbibition areas, rebearsal space,
classrooms, workshops, archive, and
studio spaces.

Astan-American art commuouty leads
demonstrations dat Confucius Plaza
constraction site in New: Yorks
Chinatown in protest against wnder
representation of Asian-American and
other minority workers

Waovnens Caucus for Art, an arls orge-
nization and support system com
prised of art bistorians, critics, artists,
educators, and gallery and musetm
professionals, forms as an offshoot of
College Art Association

1975

Fall of Saigon: South Viemam surren-
ders to Viet Cong and North Viet
Mamese,

Pol Pors Khmer Rouge capture Phnom
Penh to establish control of Cambodia.

Special commission uncovers illegal
domestic CIA operations, including
infiltration of agents into black, anti
war, and other activist movements, as
well as telephone and mail sur-
veillance,

Artists Meeting for Cultural Change, a
Marxist-oriented discussion and pro-
test group, forms in New York: pub-
lishes An Anti-Catalog i 1977

Artists’ Poster Committee organizes d
benefit exhibition of posters for the
Attica Legal Defense Fund, A Decade
of Political Posters by American Artists,
1965-1975, New York.

Wilfred Owen Brigade, a political-
poster group, forms in San Francisco
later becomes the San Francisco Poster
Brigade. In 1980 organizes Interna-
tionalist Art Show: Anti-World War 11,
which travels to Los Angeles, Tucson,
and New York.

Mowimiento Artistico Chicaino

(MARCH ) is organized in Chicago;
praomotes art of Chicanos and other
North and South American indige-
nous groups throtgh exhibitions, liter
osters, dnd poetry

ary events,
chaphooks.




1976

Chairman Mao Tse-tung and Premier
Chou En-lai die.

Civil war breaks out in Lebanon.

Demonstrations and rioting oceur in
Soweto, South Africa, over Afrikaans
language requirements in black
schools; 176 are killed,

Chile’s military government is accused
of police terror bv Organization of
American States,

Orlando Letelier, formerly a cabinet
minister in the Allende administration
in Chile, is killed with associate Ronni
Moffitt in Washington, D.C.

Jimmy Carter is elected President

US. celebrates Bicentennial.

The Silkscreen Project is orveanized at
S Marks Church in the Bowery, New
York, to prodicce low-cost posters, leaf
lets, brochures, and banners for com-
MURIY action groups

Social and Public Arts Resonrce Center

(SPARC), a muhiicultural arts center
that prodices, exhibits, distributes, and
preserves public art works, is founded
in Los Angeles: houses printing work-
shops, mural studio, and center for
miral research,

Great Wall of Los Angeles, an epic
mural of Californiak mudticudtural bis-
tory, is begun by the artist fudy Baca.

Mission Cultural Center; an arts orga-
nization serving the Latino com
munity of the Mission District, opens
in San Francisco; howuses Mission
Gredfica privt workshop.

1977

Black student leader Steve Biko dies in

police custody in Pretoria, South Africa,

LLS. Defense Department announces
plans to deploy neutron weapons,
designed to kill people without dam-
age to property, in West Germany as
part of NATO defense system,

U8, farmers demonstrate across the
nation, driving tractors and trucks into

state capitals 1o focus anention on
farm crisis.

Puerto Rican nationalists occupy Statue
of Liberty and hang Puerto Rican (lag;
call for Puerto Rican independence
and release of imprisoned nationalists,

The exhibition Solidarity with Chilean
Democracy: A Memorial 1o Orlando
Letelier & organized at Caymean Gal.
lery, New York,

First issue of Heresies, a feminist meag-
azine of art and politics, is published
by the Heresies Collective, formnded in
New York in 1975 the journal
Chrysalis &s lanched in Los Angeles.
Other notable womens art magazines
of the period include Feminist Art
Journal, Women Artists Newsletter arned
Womanart, all published from New York

Many Asian-American artists partici-
pate in protests against razing of
International Hotel, a low-income res-
idence in San Franciscos Chinatown
and Manilatoun

Japantown Art and Media Workshop,

an arts organization serving the
Asicn-American conimunity with
graphics workshops and other pro-
Lgrams, opens in San Francisco.

Alentl, a nonprofit Native American
arts organization, s founded in Phoe-
HiX, Arizond.

1978

Political and religious turmoil mounts
in Iran

President Sadat of Egypt and Prime
Minister Begin of Israel agree on
framework for peace at Camp David
conference initiated by President Carter,

Civil war breaks out in Nicaragua.

Organization of American States crit-
icizes several member nations, notably
Uruguay and Paraguay, for persistently
violating human rights; delegation is
appointed to investigate alleged viola-
lions in Argentina.

Fashion Moda, an alternative arts
collective with a storefront speace,

forms in New Yorks South Bronx.

Sponsors projects in neighborbood,

Collaborative Projects, Inc. (Colab), an
artisss' group committed to dddressing
social and artistic issues through ex-
perimental mediums, forms in New
York. Organizes The Real Estate Show
and The Times Square Show, 1980
and the A More Stove shopigallery,
1980 to present; among other projects,

Gallery 345/Art for Social Change,
Inc., organizes in New York to mownt
exbibitions—on such subjects as the
elderly, child abuse, bunger and »nui-
clear weapons—as vebicles for educa
tion and calls to action.

American Indian Community House
GallerviMuseum is founded in New
York; holds exhibitions, poetry reacd-
s, and music, dance, film, and
dramaetic events.

1979
China condemns Cultural Revolution,
Soviet Union invades Afghanistan.

Shah of Iran is exiled; Avatollah Kho-
meini returns and becomes leader of
Iranians. 1.8, Embassy in Teheran is
seized and diplomars are held hostage,

Violence mounts in El Salvador,

Amnesty International reports surge of

political imprisonments and murders
in Guatemala since 1978,

Major nuclear accident occurs at Three
Mile Island power plant near Har-
risburg, Pennsylvania,

Over 200,000 march in Washington,
D.C., in support of gav rights

Growp Material, an artists' collective
dedicated to cultural activism and the
exhibition of soctally and politically
motivated art, forms in New York.
Organizes such themeitic exhibitions as
M-5, 1981, Subculture, 1983; Timeline:
A Chronicle of US. Intervention in
Central America, 1984, and Liberty
and Justice, 1986

Bread and Roses, a cultural project of
the National Union of Hospital and
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Health Care Employees, is organized,
projects include such traveling exhibi
tions as The Working American, 1979,
Images of Labor, 1981, Social Concern
and Urban Realism; and Disarming
Images: Art for Nuclear Disarmament,
1983, Also mounts exhibitions at its
Gellery 1199 in New York; publishes
books, posters, and postcards

Action Against Racism in the Arts
Jorms emergency coalition to protest
the exhibition Nigger Drawings at Art-
ists Space, New York; organizes exhibi-
tions and mvestigates inequalities in
minority funding in the arts

Feminist Art Institute, an educational
program focusing on visual arts from
a feminist perspective, opens in New
York.

The Dinner Party, & feminist collabora
tion, opens at San Francisco Museum
of Modern Art

1980

LS. aborts secret rescue mission of
hostages in Iran

Iraq and Iran enter into open warfare

Strikes in Poland lead government to
allow independent trade unions

Archbishop Oscar Romero is assassi
nated in a San Salvador church: four
American churchwomen are later
killed by Salvadoran soldiers.

Ronald Reagan wins Presidency in
landslide victory,

Racial rioting in Miami leaves 18 dead.

State of emergency is declared at Love
Canal, New York, because of toxic
waste contamination from a chemical
dump site.

Political Art Documentation/Distribu
tion (PAD/D), an artists’ resource and
networking organization, forms in
New York; offers study growps, perfor:
mance programs, archive of informa-
tion on social and political art, and
the publication Upfront. Organizes
such major art events and programs
as Death and Taxes, 7981; State of

97
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Mind/State of the Union, 71985; Not for
Sale, 1953, 1984; and Concrete Crisis,
1987.

ABC No Rio, an artist-run gallery and
performance spece, opens on Lower
East Side, New York; organizes theme
shows, including Suicide, Murder and
Junk, 7950, Animals Living in Cities,
1980; Crime Show, 1982, Suburbia,
1983

Institite of American Indian Art Mu-
serm, Sante Fe, New Mexico, mounts
exhibition Years of Protest: Native
American art from the late sixties and
early severities is shoun

1981

After 444 days of captivity, U.S. hos-
tages are released from Iran.

Martial law is declared in Poland; Lech
Walesa; Solidarity union leader, is de-
tained

Bobby Sands, a 27-vear-old member of
the outlawed Irish Republican Army,
starves to death in act of protest in
Maze Prison, Belfast

Anwar Sadat is assassinated in Cairo,

LS. military advisers in El Salvador
are photographed in combat zone
wearing rifles and pistols.

President Reagan is shot in Washing-
ton, D.C.

sandra Day O'Connor becomes first
woman on U.S. Supreme Court.

series of murders of black children
takes place in Atlanta, Georgia.

Cariival Knowledge, an artists’ group,
is fourided in New York in response 1o
Moral Majority antiabortion cam
paign; organizes Abortion Rights Fes-
tival in 1982 and The Second Coming;
Could There Be Feminist Porn?, a
month-long program of visual and
performing arts, in 1954,

Artists” Coalition for Equality in Los
Angeles protests lack of women and
minorities in Los Angeles County Mu-
seum of Art programs

s

Sisters of Swrvival, an antinuclear
performance art group, is founded in
Los Angeles

Peace Museum, « center for peace
edvcation through visual, literary, and
performing arts, opens in Chicago

1982

Israel invades Lebanon. Lebanese
Christian militiamen kill scores of Pal-
estinians in Sabra and Shatila refugee
camps in West Beirut; Israeli negli
gence is decried.

Argentina seizes Falkland Islands; Brit-
ish task force counters and retakes
islands shortly thereafier

Civil strife intensifies in El Salvador,
International Catholic peace organiza-
tion and El Salvador Human Rights
Commission cite killings by the armed
forces and right-wing death squacds.

U.S. military advisers increase in Hon-
duras.

Memorial to 57,939 U.S, soldiers killed
or missing in the Vietnam War is
dedicated in Washington, D.C.

Hundreds of thousands demonstrate
against nuclear arms in New York.

Artists for Nuclear Disarmement
(AND), a 300-member New York orga-
rization of painters, darchitects,
graphic arti SCUIPLOrS, curators,
teachers, and others creates events arid
art for June 12 nuclear freeze rally

Artists Against Nuclear Armmament
(AANA), an ad boc artists' group in
New York, places ad in The New York
Times calling for a nuclear freeze and
elimination of nuclear arms.

Dangerous Works Conference exhibi-
tions and workshops on antintclear
themes take place at Parsons School of
Design int New York,

The exhibition The Atomic Salon: Art-
1sts Against Nuclear War & mownted at
Konald Feldman Fine Avts, Inc., in
New York; the gallery and The Village
Voice collaborate on related special
i’l‘:\‘{!‘(‘ on H?!‘L'!’L‘(H' (.fﬂ%‘-‘}'”’:’(ﬂi?é’?:‘f.

Target I.A.: The Art of Survival, a series
of antinuclear art events and exbibi
tions, is produced by LA Artists for
Surtival

1983

Soviet Union shoots down an un-
armed South Korean commercial air-
liner flving off course.

Suicide commando drives truck filled
with explosives into Marine Corps
bunker at Beirut airport; Marine death
toll reaches 241,

Two million in Europe demonstrate
against planned deployment of U.S.
missiles there.

LLS. invades Grenada.

LS, government names acquired im-
mune deficiency syndrome (AIDS) top
medical priority

Times Beach, Missouri, declared disas

ter area because of dioxin threat,

Commission on Wartime Relocation
and Internment of Civilians recom
mends compensation to Japanese-
Americans who were placed in Amer-
ican detention camps during World
War I1.

Artmakers, an artists’ group for com-
mignity-besed public art, forms in New
York; creates La lucha continua, a
group of 24 murals on the Lower East
Side in 1955

The exhibition 1984—A Preview i
mounted at Ronald Feldman Fine
Aris, Inc, in New York; the gallery anid
The Village Voice collaborate on a
related special issie, ‘A Preview: of
1984 and Beyond”

1984

Leaking gas from Union Carbide plant
in Bhopal, India, kills 2,500; hundreds
of thousands affecred.

World responds to Ethiopian famine.

Military regime in Uruguay permits
election of civilian government; relin-
quishes rule in 1985,

CIA manual distributed to rebels in
Nicaragua creates uproar

Daniel Ortega Saavedra, Sandinista
leader, is elected President of
Nicaragua,

Congress condemns 1S, role in min
ing Nicaraguan ports.

Democratic Party nominates Geraldine
Ferraro of New York as Walter
Mondale’s Vice Presidential running-

madte

Artists Call Against US. Ttervention in
Central America is launched from
New York, a nationwide mobilization
of artists and intellectuals protesting
the Reagan Administration’s Cenitral
American policies through exhibitions
and related events; more than 1,000
artists take part in New York alone

Art Against Apartheid, a nationwide
coalition of artists and arts organiza
tons, organizes first series of
exhibitions and cultural events: more
than 400 artists participate in New
York.

Artists’ Poster Committee in New York
issues anti-Reagan poster, We Begin
Bombing in Five Minutes, in an edi-
tiore of 60,00().

Womens Catecus for Art organizes a
protest against The Musewm of Mod
ern Arts reopening exhibition, An In
ternational Survey of Recent Painting
and Sculpture, for underrepresenta-
tion of women artists.

1985

Palestinian terrorists hijack the lalian
cruise ship Achille Lewiro, demanding
release of Palestinians from Israeli
prisons.

TWA plane is held for two weeks by
Muslim terrorists demanding Israeli
release of Lebanese prisoners.

Nelson Mandela, leader of South Af-
rica’s banned African National Con
gress, refuses an offer of freedom
based on his consenting to renounce
violence; counters with request that




government renounce violence. Win-
nie Mandela defies government re
strictions on her movements.

Nine Argentinian military commanders
are tried for activities that resulted in
the “disappearance” of thousands of
citizens between 1976 and 1982, a
period of military rule.

Amid protest, President Reagan visits
military cemetery in Bithurg, West
Germany, that contains Nazi S8 graves,

Guerrilla Girls, an anonymous group
af women in the arts, begins posting
statistics about art world sexism on
streets of New York.

1986

Philippine election creates chaos; Cor-
azon Aquino becomes President; for-
mer President Ferdinand Marcos is
forced into exile.

The worst nuclear-power-plant acci-
dent in history occurs at Chernobyl
facility, in the Soviet Union,

U.S. planes bomb Libva, citing acts of
state-sponsored terrorism against U.S.
citizens,

.S, violates Tran arms boycott in
secret hostage-swap plan; diversion of
profits to Nicaraguan Contras is later
revedled,

LS. space shuttle Cheallenger ex-
plodes; all seven aboard die.

William Rehnquist becomes Chief Jus
tice of U.S. Supreme Court amid con-
troversy over his views.

Wall Street financier Ivan F Boesky is
charged with insider-trading violations;
agrees to implicate others.

The exhibition Artists Support Black
Liberation takes place in New York, a
benefit for the Malcohn X Center: Jor
Black Survival

The Law and Order Show, arn exbibi-
tion and auction anticipating bicen-
tennial of the U.S. constitution, is
mownied at galleries in New York to
benefit the Center for Constitutional
Rights.

Womens Caucus for Art organizes
Women Artists Visibility Event in 15
American cities to protest discrimipia-
tion against women in the visual arts.

1987

South African miners stage largest
strike in country’s history

President Reagan orders U.S. Navy
escort for Kuwaiti oil tankers in Per
sian Gulf Tranian mining of shipping
lanes and missile attacks lead to U.S.
bombing of sirategic Iranian sites,

Congressional hearings on lran arms
sale and diversion of funds o Contras
take place.

President Reagan's nomination of
Robert Bork to U.S, Supreme Court
sparks national controversy and is
rejected by the Senate.

Stock market plummets in record one
day decline, causing worldwide con-
cern about ULS. economic stability:

Hundreds of thousands march in
Washington, D.C., in support of gay
rights and funding for AIDS research
and treatment.

Benefit exbibitions take place at more
than 70 New York galleries as part of
Art Against AIDS fundraising drive for
AIDS research.

Connections Project/Conexus, a feni-
nist collaboration betiween artists from
Brazil and the United States, includes
an exhibition at the Musetim of Con-
termporvary Hisparnic Art, New York,
and publication of 150 Artists Book,

The benefit exbibition Home, for New
Yorks bomeless, is beld at Goddeard-
Riverside Commumity Center; work by
more than 80 artists is shown

Kiva Foundation for Art sponsors 24-
hour performeanice-art mardathon in
support of New Yorks Food and Hui-
ger Hotline.

Notes on the Artists

Compiled by Wendy Weitman and Deborah Wye

The biographical notes that follow are ¢ imprised of information most relevant o
the themes of this publication. It is hoped that readers will refer to the works cited at

the end of each note for further reference.

Vito Acconci

Born in 1940, Resides in New York. An
internationally acclaimed conceprual
artist whose work has encompassed
sculpture, body art, and film as well as
installation, video, and performance
art. Most recently has created architee-
tural or furniturelike pieces, several
with strong political overtones, These
include a memorial to Amsterdam’s
World War 1I dead, Monwment to the
Dead Children, executed at the
Stedelijk Museum (1978), Subjects of
the 1983 Mask print series include a
Nazi concentration camp (Peoples
Mask ); art from China (Red Mask); and
a nuclear cloud (End Mask). Con-
frontation of the superpowers is the
theme of a newsprint mask re-
produced in the catalogue Preparing
Jor War, a publication of The Terminal
Show, Brooklyn, New York (1983 ),
Incorporated images of guns, explo-
sions, and violent graffiti in the port
folio Stones for a Wall (1977). Recently
contributed to the Political Art Docu-
mentation/Distribution Concrete Crisis
project, an art campaign that ad-

dressed issues of concern to New York
(1987). Has written extensively, includ-
l['lﬂ p(JL‘lF i Hl'lll'ltf\ on p(“l‘#ll!'iﬂ;l!il‘t’ art,
and for artists’ books.

Ref.: La Jolla, La Jolla Museum of
Conmtemporary Arts. Vito Acconci: Do-
mestic Trappings. 1987, Text by Ronald
J. Onorato, See also hibl. nos. 5, 7, 29,
30, 44, 51, 53, 69, 72, 73, 90, 106, 134,
135,137,

Jerri Allyn

Born in 1952. Resides in New York.
Studied at Goddard College, Bur-
lington, Vermont, in the area of art and

community, and continued graduate
work through the Feminist Studio
Workshop at the Woman's Building,
Los Angeles (1976-78). Has taught and
lectured widely on performance art

and on art and social issues, par-
ticularly at the Woman'’s Building
(1977-81). Has worked extensively
with video, artists’ books, page art,
computers, and electronic signs, and
has aired work on radio and on cable
television. Cofounded the Los Angeles
Women's Video Center. Has partici-
pated in the performance art groups
The Waitresses and Sisters of Survival,
Los Angeles, Designed a program for
the Times Square Spectacolor Board
and contributed to Connections
Project/Conexus (1987),

Ref: See bibl. nos. 9, 25, 29, 49, 57,
134

Luis Alonso

Born in 1951. Resides in Puerto Rico,
A printmaker and poster artist con
cerned with oppression and social
injustice. Has concentrated on wood-
cuts, exploiting that medium’s inher
ent expressionist qualities in subtle
landscapes of suffering and protest.,
Has used a motif of repeated higures o
evoke demonstration and/or unem-
ployment lines. As a student, designed
ers for the Department of Cultural

es at the University of Puerto
Rico, After graduating began working
in the Workshop of Graphic Art of the
Institute of Puerto Rican Culture.

Ref.: Ponce, Puerto Rico, Museo de

Arte de Ponce. Xilografias y carteles de
Luuis Alonso. 1987. Texts by Marimar
Benitez and José Antonio Torres Martino.
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Emma Amos

Born in 1938, Resides in New York
Has addressed issues of black culture
and feminism in her paintings and
prints, often in portraits of cultural
heroes such as Billie Holiday, Bessie

Smith, and Joe Louis. Has been actively

involved in printmaking since 1960.
Participated in and wrote a catalogue
essay for Art in Print: A Tribute to
Robert Blackbiirn, a traveling exhibi
tion marking the thirty-hfth anniver-
sary of Blackburn's seminal
Printmaking Workshop in New York
(1984). Wa
New York—based organization of black
artists (1964-66). Has taken part in
activities of the Heresies Collective, a
feminist art group, since 1984, in 1986

a member of The Spiral, 4

serving on the editorial board for an
issue of Heresies magazine. Has raught
at the Mason Gross School of Art at
Rutgers University, New Brunswick,
New Jersey, since 1980. Was appointed
Governor of the Skowhegan School of
Painting and Sculpture in Maine in

1987, Participated in Connections Proj-

ect/Conexus (1987 ),

Ref.: See bibl. nos. 14, 15, 17, 126,

Benny Andrews

Born in 1930. Resides in New York and
Georgia, Has been a major figure in
American arts activism s an artist,
educator, arts administrator, and social
activist, focusing on i1ssues of racism
and oppression. Also works as a writer
and book illustrator. Founded, with
Henri Ghent and Ed Tavlor, the Black
Emergency Cultural Coalition (BECC)
(1969) and spearheaded a landmark
prison art program at the Manhattan
House of Detention, New York, which
became a model for nationwide pro-
grams organized by BECC (1971), Co-
edited, with Rudolf Baranik, Attica
Baok (1972), an artistic statement on
the 1971 uprising at Attica State Correc
tional Facility, New York, Since the late
sixties has participated in numerous
protest demonstrations, has written
articles, and has organized exhibitions
to further recognition of black artists.
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Participated actively in Artists Meeting
for Cultural Change in the mid-seven-
ties, Directed the Visual Arts Program
of the National Endowment for the
Arts (1982-84) and the National Arts
Program (1985 ). Has taught extensively
at a variety of institutions, including
Queens College, New York (1967 to
present).

Ref: Atlanta, Southern Arts Federation
lcons and Images in the Work of
Benny Andrews. 1984, Text by Janet
Heit. See also bibl. nos. 4, 13, 21, 26,
31, 54, 78, 85, 88, Y9

Ida Applebroog

Born in 1929. Resides in New York. A
painter, printmaker, and performance

artist whose cartoonlike yet psvcholog-

ically charged vigneues address the
ironies and anxieties of contemporary
life. Has also worked extensively with
artists’ books, developing a strong
narrative style and storybook imagery:
Published her first artists book series,
Black Books, in 1977, distributing
many copies herself through the mail.
In 1979 published her second series,
White Books, involving malefemale
confrontations. Satirized conservative
views in America in the series Blie
Books (1981). Designed a program for
the Times Square Spectacolor Bodrd
(1983). Has written for the fe
magazine Heresies; contributed to
Connections Profect/Conexies (1987),

1nist

Ref: New York, Ronald Feldman Fine
Arts, Inc. Ida Applebroog. 1987. Texis
by Ronald Feldman, Lucy R. Lippard, et
al. See also bibl. nos, 7,9, 29, 37, 38,
39, 49,.67, 74, 108, 137.

Tomie Arai

Barn in 1949. Resides in New York
Has worked extensively in community
mural-painting and has lectured
widely on the subject. With Cityarts
Workshop directed the following
mural projects in the Chinatown and
Lower East Side neighborhoods of
New York: Wall of Respect for the
Working People of Chinatown (1977),

Creay wne sociedad necve (1976),
Women Hold Up Half the Sky (1975),
and Wall of Respect for Women (1974).
Has been involved in a broad range of
art workshops for children, including
ones on printmaking, puppetry,
murals, and banner making. Worked at
Rohert Blackburn’s Printmaking Work
shop in New York (1984-85) and was
active in the Basement Workshop in

Chinatown, making posters for 4 variety

ol community causes. Contributed o
Connections ProjectiConexus (1987),

Ref: See bibl, nos, 1, 3, 23, 29, 113, 126,
134, 135.

Robert Arneson

Born in 1930, Resides in California. An
acclaimed American sculptor known
primarily for comic and expressionist
ceramic works. Has worked exten
sively in bitingly satirical portraiture.
Most recently has executed political
images, such as Roswy (1986 ), which
effectively fuse politics, humor, and
art, Has encountered controversy be-
cause of his work, most notably for his
bust of the murdered San Francisco
Mayor George Moscone (1981). Be
came increasingly concerned in the
eighties with the subject of nuclear
power and weapons, as evidenced

in such works as the bronze sculpture
Ground Zero (1953 ) and the lithograph
General Nuke (1986). Has worked

in lithography, cast paper, and woodcut,
Has taught extensively, particularly

at the University of California at Davis
(1962 to present ),

Ret.: Des Moines, Des Moines Art
Center. Robert Arneson: A Retrospec
tive. 1986. Text by Neal Benezra,

See also bibl. nos. 27, 41, 52, 54, 104,
106, 108

Artists Meeting for Cultural
Change

A coalition of approximately eighty
artists, formed in 1975 by activists
protesting exhibition policies at the
Whitney Museum of American Art,
New York. Soon afler evolved into a
discussion group, with weekly meet-

ings held until 1978, "Artists Meeting
for Cultural Change,” wrote the artist-
member May Stevens in 1977, "is a
large, loose, open coalition of Marxists
of many stripes, including Art and
Language people (many of whom
write for and/or edil The Fox), femi-
nists, anarchists, and others. The dif-
ferences are raging, but discontent
with museums, galleries, and current
art world practices provides common
ground. Meetings are divided between
plans for action . . . and theoretical
discussion.” A statement in the group’s
Anti-Caterlog (1977) further explains:
“Part of the role of AMCC has been to
provide a forum for the examination
of the political nature of culture—how
it is used, how it uses us!”

Ref; See bibl. no, 29
Artists and Writers Protest Against
the War in Vietnam

A loose, New York—based association
5, writers, and critics whose

O
membership has varied from project
to project, The group’s name has also
varied since its origins in the ffties:

"Artists Protest,” “Artists Protest Com-
mittee,” "Artists and Writers Dissent,”
and “Artists and Writers Protest” are
among the various versions, Projects
include an open leuer to The New
York Times protesting United States
involvement in Vietnam and the Do
minican Republic (1965), During the
Week of the Angry Arts Against the War
in Vietnam mounted the Coflage of
Indignation, a collaborative mural by
a variety of visual artists (1967 ). Issued
Artists and Writers Protest Against the
Wer i Viet Nevm, a portfolio of the

work of sixteen visual artists and
eighteen poets (1967). Many in the
group joined the Art Workers' Coali-
Lion in an antiwar procession, carrving
body bags and banners with names of
war dead (1969). Again with the Art
Workers' Coalition mounted a letrer
campaign to Picasso urging the re-
moval of Guernica from The Museum
ol Modern Art as a war protest (1970),
Copublished, with Black Emergency
Cultural Coalition, Attica Book, in re-




sponse to the 1971 uprising at Attica
State Correctional Facility (1972). With
the Artists' Poster Committee iss
the anti-Nixon poster Fowr More Years?
for Senator George McGovern's Presi-
dential campaign of 1972,

|

Ref: See bibl. nos. 29, 111,

Art Workers' Coalition

Founded in New York in 1969, a
militant artists’ group committed to
challenging the art-world status quo
and advancing the cause of peace. At
the coalition’s “Open Public Hearing’
of 1969 more than three hundred
artists and observers aired grievances
and helped formulate programs, The
Museum of Modern Art became a
major target of the group’s numerous
manifestos, demonstrations, and sit-ins
protesting a variety of museum pol
icies. Organized events intended to
strengthen artists' rights, 1o achieve
greater representation of minority ari-
ists, and 1o initiate artist participation
in museum affairs. Antiwar activities
included joining Artists and Writers
Protest Against the War in Vietnam in a
1969 march up New York's Sixth Ave
nue, in which participants carried
body bags marked with casualty statis-
tics and banners bearing the names of
American and Vietnamese war dead. In
1970 staged a protest in Washington,
D.C.. in which hundreds of “Lieutenant
Calley” masks were distributed, sug-
gesting public responsibility for the
My Lai massacre. Was one of the main
groups supporting Art Strike Against
Racism, War and Repression, which
engineered the closing of major mu-
seumns and galleries in New York in
1970, At the time of its disbanding in
1971 the coalition had spawned several
art-activist groups and arts organiza
tions that continued into the seventies.
The Art Workers' Coalition Poster
Committee, now the Artists’ Poster
Committee, remains active todday; com-
miltee membership varies dccording
o each individual project

Ref.: Art Workers' Coalition. Avt Werk-
ers’ Coalition: Documents I (vol. 1)

and Art Workers' Coalition: Open Hear:
fng (vol. 2). New York: Art Workers
Coalition, 1969. See also bibl. nos. 5.
29, 34.

Eric Avery

Born in 1948, Resides in Texas, A
printmaker who works primarily in
woodeut and linoleum cut. Trained as
a medical doctor, he has treated Viet-
namese boat people in Indonesia
(1979-80), and spent six months in
Somalia with a Christian relief agency
working with famine victims (1980 ).
Made woodeuts while in Somalia in-
spired by this experience, which were
on view in his exhibition fmages of
Life and Death, at the Rosenberg
Public Library, Galveston, Texas (1942 J:

Ref.: Corpus Christi, Texas, Weil Gal
lery, Corpus Christi State University,
Eric Avery: Healing Before Art. 1987,
Text by David Bjelajac.

Luis Cruz Azaceta

Born in 1942 in Havana. Became an
American citizen in 1967; resides in
New York. In works such as Subway
Series (1974) has painted expressionist,
allegorical depictions of cruelty and
deprivation in evervday life, Has also
executed numerous portraits and self
portraits incorporating themes of vic-
timization and torure, most recently
Bowund and Gagged and Charge It
(1985), which allude to political pris-
oners in South America. Has often
utilized in his work highly stylized,
macabre svmbaols of death, such as
skeletons and skulls. Has worked in
lithography, etching, and silkscreen
and has lectured widely on art and
political issues.

Rel: New York, Museum of Contempo
-ary Hispanic Art. Luds Criez Azaceta:
Tough Ride Around the City. 1986, Texts
by Susanna Torruella Leval and Linda
MeGreevy See also bibl, nos. 2, 91.

Sonia Balassanian

Born in 1942 in Iran. Lived in the
United States from 1966 to the early

seventies; returned in 1978, Resides in
New York, Worked as an abstract
painter and poet in Teheran. Her work
became highly politicized following
the Iranian revolution in 1979. Took
part in activities of Artists Call Against
LS, Intervention in Central America
(1984), and has participated in numer-
ous exhibitions with political and fem-
inist themes

Ref.: See bibl. nos. 67, 68, 75, 96, 98

Rudolf Baranik

Born in 1920 in Lithuania; moved to
the United States in 1938, Resides in
New York. A well-known painter and
political activist who in his painting
has focused primarily on poetic and
enigmatic abstractions. Began the im
portant painting series Napalm Elegies
in the late sixties; in the early eighties
began Wiwrd paintings. Was am mg the
core members of Artists and Writers
Protest Against the War in Vietnam in
1965 and served as a New York spon-
sor of The Peace Tower in Los Angeles
in 1966. Was among the organizers of
Week of the Angry Arts Against the War
in Vietnam in New York (1967). Co-
edited, with Benny Andrews, Attica
Book (1972). Was a founding member
of Artists Meering for Cultural Change
(1975). among the curators of a
memorial exhibition for the slain
Chilean diplomat Orlando Letelier
(1977). Actively participated in ac-
tivities of Artists Call Against U5,
Intervention in Central America
(1984). Has executed several posters

for activist events.

Ref.: Columbus, The Ohio State Uni
versity Gallery of Fine Art. Rudolf
Beranik, Elegies: Sleep—Napalm
Night Sky. 1987, Texts by Donald
Kuspit and the artist. See also bibl.
nos. 10, 21, 29, 31, 51, 52, 66, 81, 88, 90,
113, 134, 135.

Romare Bearden

Born in 1914. Resides in New York. Has
received wide acclaim for his collages
depicting the rural and urban life of
black Americans. Other prominent
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themes in his work have included
biblical subjects and images from clas-
sical history. Was a founding member
of The Spiral in 1963; has worked
since then through that group and
independently to advance the position
of black artists. Served as Art Director
of the Harlem Cultural Council (1964)
Co-organized The Evolution of Afro-
American Artists: 18001950 a1 City
College, New York (1967), and was
among the founders of Cinque Gallery,
a New York forum for young black
artists (1969). Cowrote Six Black Mas-
ters of American Art and contributed
to Aftica Book (1972). Has executed
many murals and mosaics for civic
institutions around the country. Has
illustrated several books —including
Poems from Africa by Samuel Allen
(1973) and The Auwtobiography of

W E B. Dubois (1976 )—as well as
News:

aper articles, book jackets, and
jazz-record jackets on Afro-American
themes.

Ref.: Charlone, North Carolina, Mint
Museum. Romare Bearden: 1970~
1980, Texts by Dore Ashton and Albert
Murray See also bibl, nos. 1, 4, 13, 26,
31, 33, 41, 85, 86, 88, 111, 112

Nan Becker

Resides in New Jersey An installation
and book artist who has focused on
the issue of sterilization abuse and is
currently investigating the theme of
hunting, Was Assistant Director and
then Director of Printed Matter, which
heightened her interest in artists’
books and their political aspects. Par-
ticipated in the Collaborative Projects,
Inc., exhibitions The Times Square
Show, New York (1980), and The Ritz,
Washington, D.C. (1983). Contributed
to the feminist magazine Heresies ( 1983)

Rudy Begay

Born in 1946, 4 member of the Navajo
nation. Resides in Arizona. Studied at

Institute of American Indian Art, Santa
Fe (1972-73), and California Institute
of Arts, Valencia (1973-75). Partici-
pated in several experimental
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printmaking courses in the seventies,
Currently works as a graphic designer
in the Chinle, Arizona, school system,
while continuing to explore the medi-
ums of drawing and painting, Received
Mamie Mizen Printmaking Award (1973,

Leslie Bender

Resides in New York. An artist and
teacher deeply involved in community
affairs. Has executed numerous
murals, including ones with Cityarts
Workshop, for schools and community
centers in New York (1981-83). Has
instructed and collaborated with local
schoolchildren in the arts of mural
making and printmaking. Has partici
pated in exhibitions with social and
political themes, particularly those

bearing on community issues and the
environment, and has been active in
Political Art Documentation/Distribu-
tion, New York.

Ref.: See bibl nos. 89, 113,

Black Emergency Cultural Coalition

An artists’ group founded in 1969 by
Benny Andrews, Henri Ghent, and Ed
Taylor to further the cause of black
artists within the art establishment,
Came together in reaction to the lack
of input from the black community in
The Metropolitan Museum of Art's
exhibition Hearlem on My Mind (1969).
Staged numerous protests at major
New York museums in a drive for
greater representation of black artists
and equal opportunity for black cura
tors, Conducted antiwar protests in
Washington, D.C. (1971). Copublished
Attica Book with Artists and Writers
Protest Against the War in Vietnam
(1972). Joined other political groups in
a major protest of the Whitney Mu
seum of American Arts Bicentennial
exhibition of the John D. Rockefeller
3rd collection (1976).

Ref.: See bibl. no. 4.

Jonathan Borofsky

Born in 1942. Resides in California, A
well-known installation artist whose
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wark often incorporates social and
political references. Gained recogni
tion in the mid-seventies for his use of
personal dream imagery, usually pro-
jected onto the floor and walls, and for
his conceptual counting process, More
recently has referred to such issues as
the superpower arms race (Ping-Pong
Tehle, 1981) and Nazism. His work has
also included imagery of the Ayatollah
Khomeini, Cambodian boat people,
and oppression in South Africa. Has

worked extensively with lithography,
silkscreen, and multiples. Taught at
the School of Visual Arts, New York
(1969-77).

Ref.; Philadelphia, Philadelphia Mu-
seum of Art jonathan Borofsky, 1984,
Texts by Richard Marshall and Mark
Rosenthal. See also bibl. nos. 98, 104.

Louise Bourgeois

Born in 1911 in Paris. Moved to New
York in 19
citizen in 1951. A seminal postwar

became a United States

sculptor whose work has encom
passed totemic wood figures, surrealist
marble biomorphs, architectural con-
structions, and environmental installa-
tions. Has also worked in painting,
drawing, printmaking, and perfor-
mance. Has participated in activities
related to such social and political
issues as feminism, the plight of pros-
titutes, world hunger, and the nuclear
threat, and has supported such organi
zations as the American Civil Liberties
Union and Artists Call Against LS.
Intervention in Central America, Has
designed posters for and participated
in a wide variety of demonstrations,
benefits, and honorary committees
Contributed to Connections Project/
Conexus (1987),

Ref: New York, The Museum of Mod-
ern Art. Louise Bourgeors, 1982, Text
bv Deborah Wye. See also bibl. nos. 5,

6,7, 10,57,

Vivian Browne

Resides in New York. A painter,
printmaker, and activist particularly
concerned with minority and feminist

issues. Has worked in printmaking
with Robert Blackburn at the
Printmaking Workshop, New York. Was
active in the Black Emergency Cultural
Coalition (BECC) in the early seven-
ties. Also participated in several pro-
test demonstrations, contributed 1o
Attica Boofk (1972), and taught in
BECCS prison art program. Contrib
uted to Heresies magazine (1979, 1980)
and to Connections Project/Conexts
(1987), In the mid-seventies was ac-
tively involved with Artists Meeting for
Cultural Change. Has participated in
several panels and sympuosia concern-

ing black women artists. Since 1971 has
taught ar Rutgers University, Newark,
New Jersey

Ref.: See bibl nos. 15, 29, 83, 88, 126.

Chris Burden

Born in 1946. Resides in California. A
pioneering conceptual artist who
works in video, installation, perfor
mance, and body art, Engaged in
unprecedented, often violent perfor-
mances that blurred the boundaries
dividing aesthetics, religious experi
ence, and political statement and fre-
quently involved self mutilation. Since
the late seventies has often explored
issues of war and nuclear holocaust, in
such pieces as The Reason for the
Newtron Bomb, a symbolic representa-
tion of the Russian tank force facing
Western Europe (1979), The Atomic
Alphabet (1979—-80), Warning! Relax,
or You Will Be Nuked Agatn (1980),
and Cost Effective Micro Weaponry that
Works (1983).

Rel; Burden, Chris, Chris Burden
71-73 and Chris Burden 74—77. Los
Angeles; the artist, 1974 and 1978, See
also bibl. nos. 5, 29, 38, 44, 72, 73, 74,
103, 106, 107, 108, 137,

Luis Camnitzer

Born in 1937. A citizen of Uruguay
who has lived in the United States
since 1964; resides in New York. Works
as a sculptor and printmaker within a
conceptual art framework, often ad

dressing social and political subjects,
such as the Vietnam War, nuclear
power, and the instability in Latin
America. The early conceprual text
pieces Death Sentence (1968) and
Campo de concentracion (1969) speak
1o the issue of institutionalized rtorture,
Has focused on the destructive power
of chemicals in the subtly chilling
photoetching series Agent Orange
(1984 to present). Has published nu-
merous articles on art and politics and
has taught extensively, most notably at
the State University of New York,
College at Old Westbury (1969 10
present)

Ref.: Montevideo, Uruguay, Museo Na-
cional de Artes Plisticas. Luids Cam-
nitzer. 1986. Text by Angel Kalenberg,
See also bibl. nos. 29, 66, 86.

Josely Carvalho

Born in Brazil; came to the United
States in 1964, Resides in New York.
Has worked in video, performance,
and book arts, in addition to painting,
printmaking, and installations, focus-
ing on feminist and Latin American
1ssues. Has participated in a wide
variety of workshops, lectures, and

panels on women'’s issues, social-
change art, and silkscreen technique.
Since 1976 has directed the Silkscreen
Project, St, Mark’s Church in the Bow
ery, New York, which as
munity groups with silkscreen
printing. Organized the exhibitions
Latin American Solidarity Art by Mail,
for Artists Call Against U.S. Interven-
tion in Central America (1984—86);
Choice Works (on reproductive rights ),
Central Hall Gallery, New York (1985):
and, with Sabra Moore, Conrections
Project/Conexus (a leminist collabora-
tion), Museum of Contemporary His-
panic Art, New York (1987).

SiS1s com-

Ref.: See bibl, nos. 49, 75, 126, 134.

Elizabeth Catlett

Born in 1919, Resides in Mexico and
New York. A printmaker and sculptor
who has focused in her work on issues




of black culture and the black woman,
Has worked extensively at the Taller
de Grilfica Popular in Mexico since the
forties. Has contributed printed works
to UNICEF and to several black
cultural organizations and has re-
ceived many sculpture commissions in
Mexico and the United States. Has
been a featured guest at numerous
conferences and panels on Afro-Amer
ican art and has taught extensively,
notably at the School of Fine Arts,
Universidad Nacional Autdénoma de
México (1958-76).

Ref.: Lewis, Samella. The Art of Eliz-

abeth Catlett. Claremont, California:

Hancraft Studios, 1984. See also bibl.
nos. 1, 10, 13, 17, 85, 88,

Judy Chicago

Born Judith Cohen in 1939; legally
changed name to Judy Chicago in
1970. Resides in New Mexico. Has
exercised a wide-reaching influence
on feminist art and feminist art educa-
tion, Is noted for her emphasis on a
collective art-making process, involv-
ing large numbers of participants, Has
worked primarily as a sculptor and
painter, incorporating biomorphic im
agery suggestive of female sexuality:
Has also executed several interior and
outdoor installations and environ
ments. Conceived and administered
the first women's art curriculum, at
California State University, Fresno
(1970). Cofounded and directed the
Feminist Art Program at California
Institute of the Arts, Valencia
(1971-73). In Los Angeles, cofounded
Womanspace, an alternative art gallery
(1972), the Feminist Studio Workshop
(1973), and the Woman’s Building
(1974). Books published include 7he
Dinner Party (1979), Embroidering
Our Heritage (1980), Through the
Flower: My Strugele as a Women Artist
(1975), and The Birth Project (1985),

Ref: New York, ACA Galleries. fuedy
Chicago: The Second Decade
1973—1953. 1984. Text by Jan Butter
field. See also bibl. nos. 5, 7,9, 10, 25,
29, 30, 35, 36, 57.

Eva Cockcroft

Has lived in Latin America (1959-60,
196264, and 1980-81) and currently
resides in New York. A muralist,
painter, arts activist, writer, and pho-
tographer. Painted her first mural,
Women’ Liberation—People’s Libera-
tion, for the New Brunswick, New
Jersey, Women's Center (1972), Recent
murals include Homage to Revolution-
ary Health Workers, Leon, Nicaragua
(1981); Lat lucha contina, the Lower
East Side, New York (1985); and
Homage to Seurat: La Grande Jatte in
Harlem, Harlem, New York (1986). Has
been an active participant in Political
Art Documentation/Distribution (1983
to present). Was an organizer of Artists
Call Against U.S. Intervention in Cen-
tral America and participated in Art
Against Apartheid exhibitions (1984),
Has directed Artmakers, Inc., a com-
munity mural group, since 1983. Has
participated in numerous stencil and
billboard projects with political and
community themes. Has organized
several exhibitions on Latin American
subjects and contributed to Conrec-
tions Project/Conexus (1987). Has
taught and lectured extensively on
Latin American issues, community
murals, and political art, presently at
the New York University for Latin
American and Caribbean Studies,

Ref.: Cockeroft, Eva, John Weber, and

James Cockeroft. Tonvard a People’s Art:

The Contemporary Mural Movement.
New York: E. P Duton & Co., Inc.,
1977. See also bibl. nos. 1, 3, 10, 29,
113, 120, 121, 126, 134, 135.

Sue Coe

Born in 1951 in Tamwaorth, England.
Moved to New York in 1972. A painter
and book artist preoccupied with
themes of the oppressed and disen
franchised; has also executed illustra-
tions for posters, newspapers,
magazines, and books, Women, urban
blacks, and the people of Central
America and South Africa have been
the subjects of her expressionist, often
ghoulish depictions of violence and
social atrocities. Since the mid-seven-

ties has initiated several series based
on political themes: K Klux Klan
(1974 ), Manbattan Streets (1977 ); Ter-
rorist and Mercenary (1978); Bobby
Sands, Vivisection, and El Salvador (all
1981): Detainees of South Africa
(1983); and Malcolm X (1983). Began
political printmaking in 1984

Ref.: Richmond, Virginia, Anderson
Gallery, Virginia Commonwealth Uni-
versity. Sue Coe: Police State by Mandy
Coe. 1986, Texts by Donald Kuspit and
Marilyn Zeitlin, See also bibl. nos. 30,
44, 49, 54, 94, 104, 126, 134, 135.

Collaborative Projects, Inc.

An artists group founded in 1978,
dedicated to the organization of ex-
perimental, collaborative exhibitions
of work in a variety of mediums that
address social and artistic issues, Has
sponsored numerous exhibitions as
well as film, video, and publishing
projects. Functions primarily as an
artist-run exhibition network that by
passes the commercial gallery system
Core membership has remained at
about fifty, although active mem-
bership continually changes and non-
members are invited to participate in
specific Colab events. Provided initial
funding for several landmark projects,
including ABC No Rio (1980); The
Times Square Show, New York (1980);
A. More Store, a gallery/store open
each Christmas season in various loca
tions (initiated in 1980); the exhibition
The Ritz (with Washington Project for
the Arts), Washington, D.C. (1983); and
Sculpture on the Williamsburg Bridge,
New York (1983). Film and video
projects have included 7he Wild Style,
a film by Charles Ahearn; B-Movies by
Beth B. and Scout B.; and Potato Wolf, a
long-running artists' cable-television
series. Publications have included X
Magazine and Spanner and Bomb
magazines, and, most notably, Art Di-
rect: The Artists’ Divect Mail Catalog,
published with Printed Matter, which
offered inexpensive art objects by mail
order (1982).

Ref.: See bibl. nos. 29, 30, 32, 121
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Michael Corris

Born in 1949. Resides in New York. A
conceptual artist who uses language
and theoretical constructs to make
aesthetic statements on social and
political issues. Has worked as a
graphic designer, and has wtilized so-
phisticated typographical schemes in
critiques of government, art-world,
and corporate institutions and their
overlap. Has been an active member of
the collaborative group Art and Lan-
guage. Has written extensively, es-
pecially for The Fox, a journal
published by Art and Language, as well
as for the Red Herring editorial collec-
tive, Has also participated in activities
of Artists Meeting for Cultural Change.
Designed a prize-winning poster for
Artists Against Nuclear Madness in
1982. Addressed the economics of
housing in forums such as the Political
Art Documentation/Distribution proj-
ects Not for Sale, on gentrification
(1984), and Concrete Crisis, on a vari-
ety of urban issues ( 1987).

Ref.: See bibl. nos, 53, 66, 134, 135.

Carlos Cortez

Born in 1923, the son of a union
organizer. Resides in Chicago. An ex-
perienced printmaker and linoleum
cut poster-maker who works in a style
influenced by Mexican broadsides. Has
treated such themes as labor organiza-
tion and United States military engage-
ments in his work, After World War 11
joined International Workers of the
World (IWW), one of the first unions
to organize Mexican workers in the
Southwest. Has contributed numerous
illustrations, as well as articles and
poetry, to Industrial Worker, the of
ficial magazine of IWW Has been
active in and has executed posters for
Movimiento Artistico Chicano and
Galeria Casa Aztlin, important Chicano
art organizations in Chicago, and has
participated in the Chicago Mural
Group and Artists Call Against U.S,
Intervention in Central America,

Ref.: See bibl. no. 121
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Anton van Dalen

Borm in 1938 in Amstelveen, Holland.,
Emigrated with his family (o Toronto
in 1954; arrived in New York in 1966.
Currently resides in New York. A
painter of surrealist scenes of urban
life, inspired by his neighborhood on
New York’s Lower East Side. A rained
graphic designer, has made stencil
work a vital part of his image making
and has applied his emblems of
gentrification, drug culture, and
militarism 1o buildings throughout
his neighborhood. Has stated that

his involvement with community life
and with collaborative artists’ projects,
such as those of ABC No Rio, Group
Material, and Political Art Documenta-
tion/Distribution, has added a new
dimension o his painting

Ref: See hibl nos. 30, 44, 54, 67, 70,
93, 113, 134, 135.

Jane Dickson

Born in 1952. Resides in New York. A
painter and printmaker who has ac
tively participated in artists cooper:
atives in New York since the late
seventies. Is known for her tension
filled scenes of urban street life at
night. Was a founding member of
Collaborative Projects, Inc., and an
organizer of The Times Square Show
(1980), for which she also designed a
poster. Has executed artists’ books that
graphically and often humorously ad-
dress the changing roles of men and
women in contemporary society. Has
participated extensively in activities of
ABC No Rio and Fashion Moda
Through the Public Art Fund orga-
nized the innovative Messdages to the
Puhbiic project for the Spectacolor
Board in Times Square (1982). Took
part in Artists Call Against U.S, Inter-
vention in Central America (1984)

Ref: See bibl, nos. 30, 45, 113

Jim Dine

Born in 1935, Resides in Vermont. An
internationally acclaimed painter and
prolific printmaker known for his
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painterly renderings of evervday ob-
jects and images, most notably tools,
bathrobes, and hearts. Often associ
ated with Pop art, was recognized in
the early sixties for his constructions
on canvas that frequently incorporated
household items such as furniture and
clothing. Has also executed numerous
portraits and self- portraits throughout
his career. Was a leading proponent in
the sixties of Happenings, multimedia
theatrical events considered the fore
runners of performance art

Rel.: D'Oench, Ellen G., and Jean E.
Feinberg. fim Dine: Prints 1977—1983.
New York: Harper & Row, Publishers,
1986. See also bibl. nos, 29, 46, 112

James Dong

Born in 1949, Resides in San Francisco.
A muralist, photographer, printmaker,
graphic designer, and leading figure in
San Franciscos Asian-American arts
cominunity. Was an editor of AJON
Mageazine, an Asian-American periodi-
cal (1969-71). In 1972 founded the
Kearny Street Workshop, a Chinatown
community arts center, Has executed
several murals, including haterna-
tional Hotel Mural, with the Kearny
Streer Workshop, which depicis the
housing crisis of the elderly
(1974—75), Since 1982 has been on the
advisory board of the Mural Resources
Center. Has been a board member of
Japantown Art and Media Workshop
since its founding in 1977 and has
served on the Chinatown Council for
the Performing and Visual Arts since
1973, as taught Astan-American stud-
ies and photography at several institu-
tions in California

Ref: See bibl. nos. 1, 101.

Mary Beth Edelson

Resides in New York. A performance
artist, book artist, and painter con-

cerned with feminist issues who has
been a leading figure in the feminist
art movement. Was 2 founding mem-
her of the Heresies Collective {1975)
Has conducted several group perfor-

mances, often accompanied by instal-
lations and murals, that address ritual,
myth, and female symbolism. Has de-
signed numerous artists’ books on
feminist themes, some executed as
free handouts and mail art. Contrib-
uted to Connections Projec
(1987). Has also worked in photogra-

(CORExIS

phy, installation, and sculpture. Has
lectured widely and participated in
numerous workshops around the
country

Ref: Edelson, Mary Beth, Seven Cyeles:
Public Rituals. New York: Seven
Cycles: Public Rituals, 1980, Inroduc
tion by Lucy R. Lippard. See also bibl
nos. 5. 7.9 36,64, 75, 77

Melvin Edwards

Born in 1937, Resides in New York. A
well-known sculptor and installation
artist who has also worked with draw
ing and printmaking. Achieved recog-
nition in the earlyv years of the civil
rights movement for his Lyrnch Frag
ments series of welded-steel wall
pieces (1963), Introduced barbed wire
and chains imo his work in the late
sixties as further symbols of violence
and danger. Has participated in activist
events since the sixties and contrib-
uted o Attica Book (1972), His use of
African motifs grew out of extens
travel in Africa during the seventies.

e

Has received several commissions for

outdoor sculpture

Ref: Paris, Maison de L'Unesco. Melvin
Edwards Sculptures 1964—1984. 1984.
Text by Mary Schmidt Campbell. See
also bibl nos, 4, 13, 14, 22, 67, 68, 78,
85, 110.

Marguerite Elliot

Resides in California, A sculptor, ce
ramicist, and installation artist whose
work has addressed a variety of social
and political themes, including those
of nuclear power and ccology. Was a
founding member of L.A. Artists for
Survival and served on the coordinat
ing committee for Target LA The Art
of Survival, a series of antinuclear art

events (1982 ). Has also been an active
participant in projects at the Womans
Building, Los Angeles.

Ref.: See bibl. no, 59.

John Fekner

Born in 1950. Resides in New York. A
performance, video, and installation
artist who often incorporates audio
components in his pieces, Is known
for his word installations targeting
socidl and political issues, stenciled on
buildings throughout New York. Wrote
music and lyrics for fdioblast, a twelve
inch LP (1984 ). Has been included in
numerous alternative exhibitions, al
ABC No Rio and Fashion Moda, among
other places, Designed a program for
the Times Square Spectacolor Board

(19584). Has executed performances
and installations in such places as The
Kitchen (1981 ) and Franklin Furnace
(1982), New York, and at the Social and
Public Art Resource Center, Venice,
California (1983

Retf.: See bibl. nos. 29, 30, 32, 70, 72,
73,83, 89,92, 113, 137,

Mary Frank

Born in 1933 in London. Resides in
New York. A hgurative sculptor who
has worked extensively with mono-
types since the seventies. Ias been
included in several important print
exhibitions, Has illustrated three
books, Enchanted by Elizabeth
Coatsworth (1968 ), Bueddbea by Jean
Cohen (1969), and Son of a Mile Long
Mother by Alaomzo Gibbs (1970). Has
taken part in numerous activist events
and has been a member of the Artists
Poster Committee, New York,

Rel.: Moorman, Margaret. "In a Time-
less World" Art News (New York ), vol.
86, no, 5 (May 1987), See also bibl.

nes. 7, 52,

Antonio Frasconi

Born in 1919 in Buenos Aires. Moved
to Uruguay in 1919 and to the United
States in 1945, Resides in Connecticut,




One of the foremost woodcut artists of
the postwar period; has also worked
with lithography and photocopy. Has
executed numerous posters, magazine
illustrations, illustrated books, and
even a Lnited States postage stamp.
Has been a committed social activist
throughout his career, participating in
a wide variety of projects and groups,
including Week of the Angry Arts
Against the War in Vietnam (1967),
Attica Book (1972), and Artists for
Nuclear Disarmament (1982), Since
the thirties has made woodcuts in
tended to reveal injustice and oppres:

sion around the world, As a teen

ager
worked as a political cartoonist and
caricaturist for a newspaper in Uru
guay, executing caricatures of such
figures as Franco and Hitler More
recently has done portraits of Cesar
Chavez, Einstein, and Malcolm X,
among others. Has illustrated themes
ranging from the Spanish Civil War
and the American civil rights move-
ment to the unemploved of the Great
Depression and the slain students of
Kent State University. Has taught wood-
cut, the art of the book, and art as
social statement at State University of
New York at Purchase since 1973,

Rel: Frasconi Against the Grain: The
Woodcuis of Antonio Frasconi. New
York: Macmillan Publishing Co., Inc.,
1974, Texts by Nat Hentoff and Charles
Parkhurst. See also bibl. nos, 11, 21, 85,
86, 135,

Rupert Garcia

Born in 1941. Resides in California. A
political printmaker and poster and
pastel artist. Served in the Air Force
from 1962 to 1966, part of that time in
Vietnam. In 1968 began making silk-
screened posters concerning Vietnam
and other Third World countries as
part of a poster group that arose out of
the upheaval at San Francisco State
College, Went on to address the upris-
ing at Attica State Correctional Facility
and the killings at Kent State Univer-
sity among numerous other subjects.
Has also created bold, graphic por-
traits of political, social, and cultural

heroes. Helped organize Galeria de la
Raza, an important San Francisco fo-
rum for Chicano art (1970). Was active
at La Raza Graphic Center, a major
graphics workshop of the Bay Area
Chicano community (1971). Has also
created posters for the Chicano/Latino
cultural movement in San Francisco's
Mission District, Has worked primarily
in pastels since 1975, Has taught art,
art history, and Chicano studies, nota-
bly at San Francisco State College/
University (1969-81),

Ref.: San Francisco, The Mexican Mu-
seum. The Art of Rupert Garcia: A
Survey Exhibition. 1986. Text by
Ramon Favela. See also bibl. nos, 1, 19,
26, 101, 104, 105, 106, 112

Sharon Gilbert

Born in 1944, Resides in New York
Originally worked with abstract sculp
ture; has done several artists' books
since 1980. Did a window installation,
A Nuclear Alphabet, at Printed Matter,
New York (1980). Participated in nu-
merous group exhibitions of artists’
books, and in shows with social and
political themes, particularly those of
feminism and ecology Organized The
Fudture Is Ours: Art for Action ard
Change at the Arsenal Gallery, New
York, in conjunction with the Women's
Caueus for Art (1982). Served on the
advisory board of the New York
Womens Caucus for Art (1979-83 ) and
contributed o Connections Project/
Conexies (1987),

Ref: See bibl, nos, 42, 134,

Mike Glier

Born in 1953. Resides in New York. A
painter and installation artist com
mitted to social change. His narrative
wall drawings, such as The Exploding
Refrigerator (1982), South Africa

Drawings (19806), and Second Sketch of

Chernobyl (1986 ), address issues rang-
ing from apartheid and nuclear power
o governmental oppress
remporary consumerism. Power and

ion and con-

its abuse are other frequent themes,

most dramatically explored in the
installation Traiming for Letsire: A
Public Display of Collapsed Desire for
the Next World$s Fair (1980). Has ex
ecuted several posters and postcards
on behalf of social and political causes.
Has been an active member of Collab-
orative Projects, Inc., since the late
seventies and participated in The Real
Estate Show and The Times Square
Show (1980). With Lucy Lippard, orga
nized the artists’ book exhibition Vig-
tlance: Strategies for Social Concern
(1980), Took part in Artists Call Against
LS, Intervention in Central America
(1984 )

Retf: See bibl. nos. 29, 30, 37, 52, 67,
87,92, 108, 110, 113

Leon Golub

Born in 1922 Resides in New York. A
painter, activist, and teacher deeply
committed o a wide range of political
issues. Has been a leading participant
I numerous activist organizations and
events since the sixties, among them
Artists and Writers Protest Against the
War in Vietnam (1965), The Pedace
Tower. Los Angeles (1966), Week of the
Angry Arts Against the War in Vietnam
(1967), and the anti—-Mayor Daley ex-
hibition at Feigen Gallery, Chicago
(1968). Contributed to Attica Book in
1972 and has been involved with the
Art Workers' Coalition (1970) and Art
ists Call Against ULS. Intervention in
Central America (1984). His many
painting series incorporating the
human figure reflect a longstanding
concern with the contrast of power
and powerlessness, His early work

er turmoil, but by 1970

focused on
he began to explore external events.
Initiated the series Athletes in 1957,
Brornt Man in 1960, Combat in 1962,
Gigantomachies in 1965, Napalm in
1969, and Mercenaries in 1976, In the

mid-seventies executed more than one

hundred portraits of powerful male
hgures including Henry Kissinger,
Nelson Rockefeller. Fidel Castro, Fran-
cisco Franco, and Chou En-lai. More
recently initiated the series lnter:
rogators and White Squads (1982 ), Has
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taught throughout his career, notably
at Rutgers University (1970 to present )

Ref.: Kuspit, Donald. Leon Golub:
Existential/Activist Painter, New Bruns-
wick, New Jersey: Rutgers University
Press, 1985. See also bibl, nos. 21, 26,
29, 31, 38, 40, 51, 66, 75, 88, 91, 99, 104,
110, 126, 134, 135.

Peter Gourfain

Born in 1934, Resides in New York, A
sculptor, painter, ceramicist, and com-
mitted social activist involved with
issues ranging from the civil strife in
Northern Ireland and nuclear disarma-
ment to ecology Has created political
banners for events such as the June 12,
1982, demonstration in New York for
nuclear disarmament and for Art
Against Apartheid, Artists Call Against
LS. Intervention in Central America,
and the lrish nationalist group H-Block
Armagh. Has published banner “how
0" instructions in the activist maga-
zine Cultural Correspondence. While a
visiting artist at Kent State University
completed a set of oak and ceramic
doors as a memorial to the students
killed there in 1970 (1979-80). Has
executed numerous urns and plagques
with political and social subjects, Since
1980 has taught as Recreation Director
for the Division of Senior Citizens of
the City of New York,

Ref.: Brooklyn, New York, The
Brooklyn Museun. Peter Gourfain:
Roundabowut and Other Works. 1987
Text by Charlotta Kotik. See also bibl
nos. 29, 113, 120, 134, 135

Ilona Granet

Resides in New York. A performance
artist, painter, and printmaker involved
with antinuclear and women'’s issues.
Has studied, in addition to the visual
arts, music, dance, and voice. Worked
as a sign painter for more than ten
vears, which led to a return ro painting
and to the use of stencil and silk-
screen. Has been included in several
group exhibitions with political and
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social themes, including many orga-
nized by Collaborative Projects, Inc.

Ref: See bibl. nos. 9, 29, 30, 52, 87

Group Material

Founded in 1979 by Douglas Ashford,
Julie Ault, Mundy McLaughlin, and Tim
Rollins, an innovative artists’ group
dedicated to cultural activism and to
the exhibition of socially and politi-
cally motivated art. Has functioned
primarily as a curatorial group that
bypasses the commercial gallery sys
tem and arranges thematic exhibitions

on specilic issues. Its frequently con
troversial exhibitions have put on view
cultural artifacts and work by estab-
lished artists, as well as work that has
not received extensive exposure. Orig
inally operated out of a Lower East
Side storefront; since 1981, in an effort
to reach a broad audience, has ex
hibited in such places as New York
buses, subways, churches, streets, and
numerous alternative spaces. Has orga-
nized more than twenty-five exhibi-
tions ranging in subject from United
States policies in Central America to
contemporary attitudes toward re-
ligion, consumerism, gender roles,
and popular culture. Among its exhibi-
tions are The Salon of Election ‘80
(1980); The Gender Show (1981), M-5,
on city buses (1981), Subculture, on
city subways (1983 ); Timeline: A
Chronicle of U.S. Intervention in Cen-
tral and Latin America (1984); and
Resistanice, Anti-Baudrillard (1987).

Ref.: See bibl. nos. 30, 32, 37, 44, 55.

Dolores Guerrero-Cruz

Resides in California. Has worked in
mural painting and silkscreen, both as
artist and teacher. Is actively involved
with Chicano community issues, par-
ticularly those affecting children. Coor-
dinated a children’s project at Self
Help Graphics and Art, Los Angeles
(1975). Taught art in a local elementary
school (1983—85). Printed T-shirts for
the East Los Angeles Rape Hotline and
Child Abuse Center (1985). Partici-
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pated in a postcard program at the
Woman's Building, Los Angeles (1986).

Guerrilla Art Action Group

A militant artists’ group formed in 1969
by Jon Hendricks and Jean Toche,
which arose out of the Action Commit
tee of the Art Workers' Coalition,
Engaged in some of the most dramatic
art-oriented protest activities of the
seventies, in the form of "actions,”
related o Happenings and theater but
staged in nonart environments rather
than in artificial settings. Among its
primary means of expression and
provocation were numerous protest
manilestos and letter actions to gov-
ernment leaders in support of artists,
activists, political prisoners, and other
individuals and causes. Supported art-
ists' rights and addressed such political
issues as the Vietnam War, racism, and
class struggle. Among its extreme ac-
tions was a “bloodbath” protest in the
lobby of The Museum of Modern Art
(1969); other early actions include a
demonstration against the exhibition
New York Painting and Sculpture
19401970, mounted at The Metro
politan Museum of Art, and another at
the Whitney Museum of American Art,
in protest against its refusal to close
for Moratorium Day (1969 ). Was most
active between 1969 and 1976, but
actions continue (0 be undertaken on
occasion. GAAG has essentially been
the project of Hendricks and Toche,
although Poppy Johnson, Joanne
Stamerra, and Virginia Toche have also
participated at various tmes,

Ref: See bibl. nos. 5, 29, 73, 74, 111.

Marina Gutiérrez

Born in 1954. Resides in New York. A
painter, printmaker, and book artist
concerned with issues of race and
culture. Has participated in Artists Call
Against LS. Intervention in Central
America and Art Against Apartheid
exhibitions and events since 1984
Contributed to the feminist magazine
Heresies (1982, 1984) and 10 Connec-

tions Project/Conexus (1987 ). Won a
poster competition sponsored by Na
tional Hispanic Heritage Week ( 1986).
Has taught actively in the community,
notably as Director of the Cooper
Union Saturday Program, New York
(1979-84); as Instructor, Community
Outreach Program, Printmaking Work-
shop, New York (1980-84); and in
seve

al art and language courses for
Native Americans.

Ref: See bibl. nos. 44, 77, 134, 135.

Hans Haacke

Born in 1936 in Germany, Resides in
New York. A leading conceptual artist
whao is committed to the integration of
aesthetic and political expression. In
provocative installations has focused
on themes of power and institutional
injustice in both corporate and gowv
ernmental spheres. In the early seven-
ties began repeated attacks on
capitalism, as evidenced in such pieces
as Shapolsky et al. Manbattan Real
Estate Holdings . . . (1971). Has ex-
plored the links between art, econom-

ics, and politics in numerous pieces
including, most recently, Metro-
Mobiltar: (1985). Other controversial
installations have targeted sterilization
abuse, ecology, and the power of the
media. Has taught at Cooper Union,
New York, since 1967, Was an early
member of the Art Workers' Coalition
(1969-70) and participated actively in
Artists Meeting for Cultural Change in
the mid-seventies.

Ref.: New York, The New Museum of
Contemporary Art. Hans Haacke: Un-

[fintished Business, Brian Wallis, ed.

1986. Texts by Rosalyn Deutsche, Hans
Haacke, et al. See also hibl. nos, 5, 24,
26, 28, 29, 37, 51, 52, 53, 65, 72, 74, 98,
107, 134, 137

David Hammons

Born in 1943. Resides in New York. A
sculptor, printmaker, and installation
and performance artist whose work

has addressed issues of black culture,
among other themes. Became politi-

cally active in the late sixties and
executed a haunting series of body
prints. In the mid-seventies developed
an abstract style incorporating black
cultaral re wes, including found
objects such as spades, hair, bottle
caps, and shoes. Constructed Delia
Spirit for Art on the Beach, New York,
a shanty made of found objects that
evoked black poverty in rural America
(1985). Was commissioned to execute
Higher Goals, in Brooklyn, which con-

sists of telephone poles covered with
bottle caps and 1opped with basketball
hoops (1986). (Another version had
been made in an empty lot in Harlem
in 1982.) Designed a program for the
Times Square Spectacolor Board
(1982). Executed an outdoor sculpture
in Atlanta on the subject of Nelson
Mandela, commissioned by the Public
Art Fund (1987).

Ret.: Jones, Kellie. "David Hammons'
Real Life Magazine (New York), no. 16
(Fall 1986). See also hibl. nos. 1, 4, 13,
17,22, 29,47, 58, 68, 77, 8&.

Keith Haring

Born in 1958, Resides in New York. A
renowned graffit artist who has drawn
and painted his signature comic-book-
style figures and motifs on canvas,
paper, buildings, and subway walls and
has had them printed on billboards,
posters, and Tshirts, Has engaged his
ubiquitous “crawling baby" and “bark-

ing dog” figures in scenes of war, sex,
worship, racism, capitalism, and nu-
clear conflagration. Designed a pro-
gram for the Times Square
Spectacolor Board (1982). Has ex
ecuted murals in cities throughout the
world, notably on the Berlin Wall and
on buildings in impoverished New
York neighborhoods as part of an
antidrug campaign (1986). Has partici-
pated in many henefits, particularly
those on behalf of needy children,
including UNICEF’s African Emergency
Relief Fund (1985); Children’s Village,
Dobbs Ferry, New York (1984, 1985);
and International Youth Year (1983).
Created the logo for a New York City
Sanitation Department campaign




against littering (1984). Produced and
distributed 20,000 Free South Africa
posters (1985).

Ret: Amsterdam, Stedelijk Museum.
Keith Haring. 1986. Text by Jeflrey
Deitch, See also bibl. nos. 29, 30,
52, 104,

Edgar Heap of Birds

Born in 1954, a member of the
Cheyenne/Arapaho nation. Resides in
Oklahoma. A painter and video and
conceptual artist who has often used
textual compositions to address dis-
crimination against Native Americans.
As a member of Makers, a Native
American artists’ group, has organized
traveling exhibitions to educate the
public about Indian issues; these
shows include No Beads No Trinkets
(1984), Offerings: TsisTsistas
Hinanaeina (1986), and Hand Into
Wing, Wing Into Tongue (1987). Has
participated in artists’ collaboratives
such as Political Art Documentation/
Distribution, Group Material, and ABC
No Rio in recent years. Has also
lectured extensively on Native Amer-
ican affairs, in the United States and in
Europe,

Ref: See bibl, nos. 18, 44, 48, 67, 76,
95, 100, 135,

Heresies Collective

Founded in 1975, a feminist art group

and publishing collective comprised of

women from diverse backgrounds and
various art-related felds, from painting
and sculpture to anthropology, The
first issue of Heresies: A Feminist Pub-
lication on Art and Politics, published
by a collective of over twenty women,
appeared in January 1977, Each issue,
with its own editorial board, is de-
signed around a particular theme and
incorporates articles and art of politi-
c¢al and cultural relevance. More than
one hundred women have served on
the various editorial boards. The col-
lective has also sponsored perfor-
mances, benelit exhibitions, and
festivals concerning feminist issues.

The twenty-one issues published thus
far have addressed women vis a vis
such topics as racism, violence, the
Third World, ecology, food, and perfor
mance art.

Ref.: New York, The New Museum of
Contemporary Art. Events: En Foco,
Heresies Collective. 1983, See also bibl,
nos. 10, 29, 74, 121

Jenny Holzer

Born in 1950. Resides in New York, A
conceptual artist who, since 1977, has
created insightful,| often acerbic textual
pieces in a variety of mediums. After
the initiation of the Trusims series in
1977 contrasted extreme left- and
right-wing political positions in fr:-

Hammatory Essays (1979—82) and ex-

ecuted the Living Series, short texts on
more personal issues (1980-82), In
her Strvival Series, used ironic
phrases to expose the superficiality of
a range of social conventions
(1984-85), Her most recent series,
Under a Rock, consists of short de
scriptive texts on violence (1985 to
present ). With Collaborative Projects,
Inc., co-organized The Marnifesto Show,
a comprehensive exhibition of artists’
political statements (1979). Designed a
Times Square Spectacolor Board pro-
gram (1982) and sponsored Sign on a
Truck, a project in which artists pro-
grammed images concerning the Pres-
idential election on an electronic sign
board on a truck (1984).

Ref.: Des Moines, Des Moines Art
Center. Jenny Holzer: Signs. 1986. Text
by Joan Simon; interview by Bruce
Ferguson. See also bibl. nos. 29, 30,
32, 37, 40, 42, 52, 53, 56, 61, 72, 74, 76,
87,91, 92, 103, 104, 113, 137.

Rebecca Howland

Resides in New York. Since the mid-
seventies has worked primarily as a
sculptor. Has focused on the manipula-
tion of the individual by corporate and
financial powers in society, often ad-
dressing environmental issues. Her
most well known pieces on this theme

include Brainwash, an outdoor foun
tain (1982), and Transmission Towers
(1986). Began making multiples, fre-
quently sardonic critiques of social
and political ills, in 1981, and has made
several silkscreened and photocopied
posters. Was among the prime orga-
nizers of numerous alternative art

s, including The Times Square
Show and The Real Estate Show (1980).
Was President of Collaborative Proj-
ects, Inc. (1979-84), and cofounded
ABC No Rio, New York (1980). Orga
nized Sculptrre on the Williamsburg
Bridge, New York (1983),

Ref.: See bibl. nos. 30, 32, 70, 72, 137.

Arlan Huang

Born in 1948, Resides in New York. A
painter and printmaker who has had
extensive experience as a muralist.
Began working on his History of the
Chinese Immigration murals, Chatham
Square, New York, with Cityarts Work-
shop in 1972, Other mural work in-
cludes, as project director, Let Our
People Grow, Forsythe Street, New
York (1976), and an interior mural for
the Northside School for Mentally
Disabled Children, New York (1978);
as codirector, Harlem Mural Project,
New York (1977). Hosted a delegation
of peasant painters from China on the
occasion of their New York visit and
exhibition (1979). Made numerous
community posters at the Basement
Workshop, an arts center in New York's
Chinatown.

Ref.: See bibl. nos. 23, 75, 134,

Robert Indiana

Born in 1928, Resides in Maine. An
acclaimed Pop art painter and sculptor
whose stylized renderings of words,
particularly his Love, have become
icons of the late sixties and early
seventies. Has executed several vari-
ations of the peace symbol accom-
panied by stenciled captions alluding
to war, civil rights, and Native Amer-
ican issues, and has depicted such
consummately American symbols as
the Brooklyn Bridge and the Statue of

Notes on the Artists

Liberty Has been actively involved in
printmaking, predominantly in silk-
screen. Has received many commis-
sions for political and cultural projects,
including a benefit for Jimmy Carter's
Presidential campaign (1976) and a
United States postage stamp (1973),
Has created works for various political
causes throughout his career, includ-
ing a prize-winning mural on the
Korean War (later destroyed). Other
activist activities include contributions
to the Congress of Racial Equality and
support of artists’ rights,

Ref.; Washington, D.C., National Mu-
seum of Art. Wood Works: Constric-
tions by Robert Indiana. 1984. Text by
Virginia M. Mecklenburg. See also bibl
nos. 31, 41, 46, 78, 112.

Carlos Irizarry

Born in 1938, Lived in New York in the
sixties; currently resides in Puerto
Rico. Has executed paintings, collages,
and prints that speak to issues of war,
poverty, and class struggle both in the
United States and Puerto Rico; focused
on the Vietnam War in the late sixties,
Has also explored the subject of Third
World hunger and strife, in such works
as Biafra and Reflections of Pakistan
(1970). Recent work has addressed the
issue of Puerto Rican independence.
Has taught extensively since the early
seventies.

Ref.: See bibl. no. 86.

Alfredo Jaar

Born in 1956 in Chile; moved 1o New
York in 1982, A politically motivated
conceptual artist who has been work-
ing in installation, photography, Alm,
and architecture, Focuses in his work
on issues of the Third World and the
role of the media in the dissemination
of information, In such pieces as
America America (1982) has high-
lighted the contrasts between North
and South America. In Businessweek
Cover, December 24, 1984 (1984), re
produced an actual magazine cover on
which an executive of Union Carbide
is juxtaposed with a victim of the
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Bhopal catastrophe under the headline
“Union Carbide Fights for Its Life” A
recent four-part installation series in
corporated dramatic photographs of
impoverished gold miners in Brazil
and sumptuous gilded objects (1987).
Diesigned A Logo for America (1987), a
Times Square Spectacolor Board pro-
gram that graphically emphasized that
the United States is only 4 part of
America

Ref.: Venice, XLII International Exhibi-
tion: The Venice Biennale. Alfredo
Jaar: Gold in the Morning. 1986. Texts
by Dore Ashton and Patricia C. Phillips.
See also bibl, nos, 48, 53, 66, 79, 109,
113, 134,

Luis Jimenez

Born in 1940, Resides in New Mexico,
A hgurative sculptor and draftsman
whose work depicts the rural life of
Mexican-Americans. A longtime rési-
dent of the Southwest, has created
vibrantly colored fiberglass images of
the Mexican cowboy, the working-class
Chicano, and such icons of the West as
the automaobile and the rodeo, Has
worked extensively in printmaking,
primarily in lithography, During a fve-
vear stay in New York in the mid-
sixties, organized youth activities in
Hispanic neighborhoods. Participated
in the controversial Peoples Flag Show
(1970), at Judson Memorial Church,
New York. Has received numerous
sculpture commissions, from such
places as the Veterans Administration
Haospital, Oklahoma City (1982}, and
MacArthur Park, Los Angeles (1986).

Ref.: Austin, Texas, Laguna Gloria Art
Museum. Liis fimenez. 1983, Texts by
Annette Carlozzi and Dave Hickey See
also bibl. nos. 2, 19, 31, 39, 54.

Jasper Johns

Born in 1930. Resides in New York and
St. Martin. An internationally ac
claimed painter, sculptor, and master
printmaker whose work has pro-
foundly influenced the art of the last
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quarter century. Came 1o prominence
following a landmark exhibition at the
Leo Castelli Gallery in 1958 of his

painterly representations of universally

recognizable flat entities—the Amer:
ican flag, the target, and the numeral
Engendered the later developments of
Pop art in his now iconic images of
flashlights, light bulbs, and ale cans,
Has donated work to numerous bene-
fits and nonprofit organizations. In
1963 cofounded, with John Cage,

the Foundation for Contemporary
Performing Arts, an artists’ support
Organization

Ref: New York, The Museum of Mod-
ern Art. Jasper Johns: A Print Retrospec
five. 1986, Text by Riva Castleman. See
alse bibl. nos. 4, 5, 7, 10, 30, 31, 41, 112,

Jerry Kearns

Born in 1943, Resides in New York. An
activist and painter concerned with the
theme of popular myth versus political
reality in America. Stopped exhibiting
and concentrated primarily on politi
cal activities from 1974 until the early
eighties. During this period partici-
pated with several groups focusing on
art and social change, including Artists
Meeting for Cultural Change, the Red
Herring collective, the Anti-Imperialist,
Cultural Union, the Black United
Front, Committee Against Fort Apache
in the South Bronx, and, most recently,
Political Art Documentation/Distribu-
ton and Artists Call Against U.S. Inter
vention in Central America. Organized
exhibitions at Bread and Roses Gallery
1199 in New York on social and politi
cal themes, Has photographed numer-
ous protest demonstrations and
activist events, leading to the incor
poration of photographic imagery in
his later paintings, Has collaborated
with the critic Lucy Lippard on numer
OUSs activist-art projects. Has written on
political topics and has taught art and
art in social contexts at the University
of Massachusetts at Amherst (1971 to
present ).

Ref.: New York, Kent Fine Art, Inc.
ferry Kearns: Risky Business. 1987, Text

by Lucy R Lippard, See also bibl. nos.
29, 30, 43, 66,67, 72, 79, 110, 113, 134,
137,

Edward Kienholz

Born in 1927. Resides in Hope, Idaho,
and West Berlin, Has achieved interna-
tional recognition for his figur:
assemblages and for his tableaux: intri-

ve

cate, often grotesque environments
that offer biting social commentary
Since the sixties his art has challenged
certdin American attitudes toward such
subjects as religion, marriage, the el-
derly, war, minorities, and prostitution.
In 1958 executed his first picce on a
specific event, Little Rock’s school inte-
gration crisis (The Little Fagle Rock
Incident). Other well-known tableaux
include Roxys (1961); The Beanery
(1965); The State Hospital (1966); Five
Card Stud, a study on race-related
violence (1972); and The Art Show
(1977). Has executed numerous pieces
with his wife, Nancy Reddin Kienholz,
including the recent Ozymandias Pa
rade, a study on political oppression
(1985).

Ref.: San Francisco, San Francisco Mu-
seum of Modern Art. Edward and
Nancy Reddin Kienbolz: Human-Scele
<. 1984, Texts by Ron Glowen,
Lawrence Wechsler, et al. See also hibl
nos. 3, 21, 31, 33, 41, 46, 47, 78, 104,
106, 107, 108,

Janet Koenig

Resides in New York. Has contributed
to numerous exhibitions with social
and political themes. supporting the
projects of Group Material, Artists Call
Against LLS, Intervention in Central
America, and Art Against Apartheid.
Has written articles for several period-
icals, including Upfront and Women
Artists’ News. Has been a member of a
variety of activist-art groups and com-
mittees, among them the catalogue
committee of Artist:

Meeting for
Cultural Change, which produced An
Anti-Catalog (1977), Took part in the
editorial collective for a Heresies issue

on women and violence (1978) and
served on the Not for Sale Committee,
which organized Political Art Docu-
mentation/Distribution’s Not for Sale
antigentrification projects (1983, 1984 ).

Ref: See hibl. nos. 30, 44, 113, 121, 126,
134, 135.

Margia Kramer

Resides in New York. In documentary
videotapes and installations has ad-
dressed feminist, civil rights, and civil
riticized FBI
surveillance activities and United
States covert operations in Latin Amer-

liberties issues and has

ica. Commonly incorporates govern
ment documents and newspaper
images in her prints, photostats, post-
ers, and artists’ books to articulate her
advocacy of government accountability
Is most well known for her numerous
videotapes, installations, and artists’
books on the actress Jean Seberg, Has
been a member of the editorial board
of the activist magazine Upfront and
contributed a catalogue essay and
poster design to Political Art Docu-
mentation/Distribution’s Corcrete Cri-
sis exhibition (1987). Has written
several articles and taught and lec-
tured widely on sociopolitical art, par-
ticularly in the medium of video,

Ref: See bibl. nos. 29, 43, 56, 60, 66.

4.

Barbara Kruger

Born in 1945. Resides in New York.
Came 1o prominence as a conceprual
artist working with photographs in the
early eighties; has also worked as a
writer, editor, and performance artist.
Has critiqued mass media—npar-
ticularly advertising—and politics in
her work, often from a feminist per-
spective. After working for several
years in graphic design, developed a
photomontage format in which short,
confounding phrases are integrated
with blowups of photographs. Partici-
pated in Artists Meeting for Cultural
Change activities in the mid-seventies
Has organized several exhibitions of




activist art. Has executed numerous
billboards in the United States and
abroad, and has mounted her
provocative posters on buildings
throughout New York. Edited TV
Gutdes, a collection of critical essays
on American culture and the influence
of television (1985). Coedited an issue
of Flue magazine, a Franklin Furnace
publication, on politics and language
(1981).

Ref.: London, Institute of Contempo-
rary Arts. Barbarea Kriger: We Won't
Play Nature to Your Culture. 1983,
Texts by Craig Owens and Jane
Weinstock. See also bibl. nos, 29, 32,
. 76, 87,92, 103, 104,

37,52,55,65,7

134, 137.

Suzanne Lacy

Born in 1945. Resides in Los Angeles. A
pioneering petformance artist and ac
tivist committed to feminist issues. Has
also worked with film, video, and
artists’ books, focusing on such issues
as violence against women and aging
in a youth-oriented culture. Began
large-scale participatory performances
with Three Weeks in May, on the
subject of a series of rapes in the Los
Angeles area (1977). Has collaborated
with other feminists, particularly Leslie
Labowitz, on works such as fn Mowurn-
ing and Rage, a media campaign and
performance in memory of victims of
the Hillside Strangler and in protest
against sensational media coverage
(1977). Organized The nternational
Dinner Party, an homage to Judy
Chicago comprised of dinner parties
around the world honoring important
living women (1979). Has served on
the boards of several women’s organi-
zations, including the Woman's Build-
ing, Los Angeles (1974-80), and the
Women's Caucus for Art (1979-82).
Has written extensively on feminism,
art, and the media and has taught at
numerous institutions, including the
Feminist Studio Workshop at the
Woman's Building (1974—79).

Ref.: See bibl. nos. 9, 10, 25, 28, 29, 35,
36, 57, 62, 74, 79, 97, 106,

Jean LaMarr

Born in 1945, a member of the Paiute/
Pit River nation. Resides in California
and New Mexico. A printmaker,
muralist, and Native Americ ist
who has sought in her art o differenti-
ate between myth and the reality of
contemporary Native American life
Has collected oral histories from
Native American elders and has ex
ecuted murals based on these ac-
counts, Has also worked extensively
with Native American youth, often
collaborating with students on mural
projects concerned with issues of
cultural identity. Has been an active
member of and has participated in
several benefits for the American In-
dian Movement (AIM): designed a
poster to raise funds for AIM members
involved in the occupation of build-
ings at Wounded Knee, South Dakota
(1973}, and organized activities in sup
port of the Native' American occupa-
tion of Alcatraz Island (1969).
Currently teaches printmaking at the
Institute of American Indian Art in
Santa Fe.

A1 ACti

Ref.: See bibl, nos, 8, 50, 95

Jacob Lawrence

Born in 1917, Resides in Seattle. A
preeminent realist painter who
focuses on the black experience in
America. Has been known since the
forties for his painting series depicting
episodes in Afro-American history—
The Life of Frederick Douglass (1938),
Migration of the Negro (1940), Harlem
(1942), and Civdl Rights (1961 )—and
for similar silkscreened series, His
early success led to numerous painting
commissions, including one for a se
ries of ten works on Southern life and
culture, fn the Heat of the Black Belt
(1947), assigned by Forturne magazine.
Was elected President of the Artists
Equity Association of New York in
1957, Has illustrated such books as
One Way Ticket by Langston Hughes
(1948) and Harriet and the Promised
Land, a childrens book on the life of
the renowned abolitionist and creator

of the Underground Railroad, Harriet
Tubman (1969). Contributed to Attica
Book (1972). Has been commissioned
to create murals and posters for a
range of political and social groups,
among them works publicizing Labor
Day events (1980) and activities associ-
ated with Artists Call Against U8,
[ntervention in Central America
(1984)

Ref: Seattle, Seattle Art Museum, Jucob
Lawerence: American Paintings. 1986.
Text by Ellen Harkins Wheat. See also
bibl. nos. 1, 3, 4, 10, 11, 12, 13, 26, 31,
33, 54, 78, 85, 86, 88, 99,

Michael Lebron

Born in 1954. Resides in New York
Works with photography and text in an
advertising format, exploiting the for
mats familiarity to encourage critical
thinking about such issues as govern
ment and corporate control, poverty,
and oppression in the Third World.
Has specifically chosen publicly
owned sites for his poster cam-
paigns—among them Grownd Zero, in
New York subways (1983), and The
Jellvbean Republic (1984) and The War
on Children (1987), in Washington,
D.C., subways—to exercise and em-
phasize his First Amendment rights.
Organized the exhibition Not Just Any
Pretty Picture, at Performance Space
122, New York (1985)

Ref: See bibl. nos. 65, 66, 89, 100, 134,

Colin Lee

Born in 1953, Resides in New York. A
painter and printmaker concerned
with Asian-American issues. His subtle,
often ambiguous imagery, combining
abstraction and figuration, has evoked
the cultural conflicts and the sense of
“homelessness” that afflict Asian-Amer
ican artists. In a 1979 project had
abstract images printed in advertising
space in the pages of a San Francisco
Chinese newspaper to contrast tradi-
tional Asian characters with contempo-
rary art forms. Has participated in
several projects at the Basement Work
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shop, the community arts center in
New York’s Chinatown, and at the
Chinese Cultural Center, San Fran-
cisco, and his work has been shown in
numerous exhibitions in New York's
East Village.

Ref: See bibl. no, 23.

Jack Levine

Born in 1915. Resides in New York. A
leading American painter of humanist
themes and biting expressionist com-
mentaries on social and political
events, renowned for his unflattering
painterly portrayals of powerful men.
Worked intermittently in the Easel
Division of the Works Progress Admin-
istration in Boston (1935-40), Often
renders his figures in haunting chiaro-
scuro to heighten the impact of his
critique—an effect that has contrib-
uted to his acclaim as a master of this
genre, Began extensive printmaking in
the early sixties. Has executed numer-
ous satirical erchings attacking cor
ruption in politics, the military, and
business. Landmark images have in-
cluded The General (1962—63), The
End of the Weimar Republic (1967), On
the Convention Floor (1968), Warsau
Ghetto (1969), and Election Night
(1969). Has also executed numerous
works on biblical themes and Jewish
history.

Ret: Prescott, Kenneth W, and Emma
Stina-Prescott. The Complete Graphic
Work of Jack Levine. New York: Dover
Publications, Inc., 1984. See also bibl
nos. 1, 7, 11, 12, 29, 31, 33, 40, 47, B6.

Les Levine

Born in 1935 in Dublin. Resides in
New York. Known since the sixties as a
conceptual artist; a pioneer in video,
media-installation, and performance
works; and an accomplished painter,
photographer, and printmaker. Has
employed flattened forms and striking
color in his ironic investigations of the
use and misuse of advertising in Amer-
ican culture, Forces the viewer 1o
question social norms through unset-
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tling juxtapositions of text and image
Has explored issues ranging from the
civil strife in Northern Ireland, in The
Troubles: An Artists Document of Ul-
ster; 1973, to the plight of the Canadian
Eskimo, in Northern Landscapes and
We Are Still Alive (1974). Has executed
billboards in numerous cities around
the world 1o address the illusory
nature of the American Dream, racial
problems, environmental contamina
tion, and other social concerns. De-
signed a program for the Times
square Spectacolor Board (1985), Has
taught, lectured, and written exten-
sively in the United States and abroad.

Ret: London, Institute of Contempo-
rary Arts. Les Levinie: Blame God,
Billboard Projects. 1986. Texts by
Thomas McEvilley and the artist. See
also bibl. nos. 24, 29, 30, 32, 37, 38, 39,
53, 72, 74, 98, 137.

Robert Longo

Born in 1953, Resides in New York.
Known primarily for his monumental
wall reliefs that juxtapose architectural
structures with photorealistic figur-
ative elements. Has also worked exten-
sively in other mediums, including
performance, video, installation, film,
photography, printmaking, and sculp-
ture, Has focused on themes of power
and alienation in contemporary urban
life, notably in Men in the Cities, a
series of large-scale figurative draw
ings that was initiated in the late
seventies. Executed his first print, Em-
pire, an image of Berlin’s Brandenburg
Gate, in 1981, Has worked recently in
lithography, in 198384 creating the
atrical studies of tension-filled fgures
In Motion.

Ref: Ratcliff, Carter, Kobert Longo, New
York and Munich; Rizzoli and
Schirmer/Mosel, 1985, See also bibl.
nos. 52, 55, 104, 135.

Paul Marcus

Born in 1953, Resides in New York.
Works primarily with relief paintings
and woodcut prints. Produced a major
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suite of twenty-one prints, titled A Life
Based on Experiences of a Runaway
Child, inspired by his work with
runaways at Covenant House, New
York (1986). Helped organize the ex-
hibition All the News That’ Fit for

Prints: A Parallel of Social Concerns of

the 19305 & 1980s, POV, New York
(1987).

Ref: Feitlowitz, Marguerite. “Paul Mar
cus: Prints for the People” The Print
Collectors Newsletter (New York), vol.
16, no. 4 (September/October 1985).
See also bibl. nos. 49, 99.

Marisol

Born in 1930 in Paris of Venezuelan
parents. Resides in New York. A Pop
art sculptor who has worked since the
mid-fifties with figurative wood con-
structions. Has executed numerous
portraits and self-portraits as well as
group configurations that often reveal
a caustic humor. Has plaved the role of
observer and social commentator on
American values in such works as The
Family (1962), Dinner Date (1963),
and The Dealers (1965-66). The Heads
of State series (1967) includes leaders
such as Franco, de Gaulle, Mao,
Johnson, and members of the British
royal family Has addressed feminism,
artists’ rights, and religion in numer
ous pieces throughout her long career.
Has been an active printmaker, pri-
marily in lithography, and has ex-
ecuted magazine covers and other
printed works such as music programs
and performance announcements.

Ret: Worcester, Massachusetts, Wor-
cester Art Museum. Marisol. 1971. Text
by Leon Shulman. See also bibl. nos. 5,
7,10, 31, 40, 41, 78, 99, 112,

Dona Ann McAdams

Born in 1954. Resides in New York. A
photographer who has also worked
extensively with photocopy and artists'
books. Has used photography to com-
ment on such sociopolitical issues as
gentrification, the industrial complex,
and nuclear power. Has published

work in numerous newspapers and
periodicals, Was a member of the Not
for Sale Committee, a group within
Political Art Documentation/Distribu-
tion, New York, which organized the
Not for Sale projects protesting dis-
placement of established residents of
New York’s Lower East Side (1983,
1984). Conducts photography work-
shops for mental patients under the
auspices of Hospital Audiences, New
York. Has lectured widely in New York
and California. Currently works as the
staff photographer for Performance
Space 122, New York.

Ref.: See bibl. nos. 30, 38, 44, 52, 72,
121, 134, 135, 137,

Yong Soon Min

Born in 1953 in South Korea. Moved 1o
California in 1960; became a United
States citizen in 1971 Resides in New
York. A printmaker and installation
artist whose subjects include the Third
World and racial and cultural identity
Is widely experienced as a master
printer in lithography and intaglio. Has
actively taken part in Korean-American
community affairs. Served as Admin-
istrative Coordinator, Alliance for Asian
American Arts and Culture, New York,
and organized the visual component
of Roots to Reality, a multidisciplinary
arts event al Henry Street Settlement,
New York (1985). Has been a consul-
tant to the Asian Arts Institute, New
York (1986), a board member of the
Young Korean-American Service and
Education Center, New York (1987),
and a member of the coordinating
committee of the Coalition Against
Anti-Asian Violence ( 1986-87).

Richard Mock

Born in 1944. Resides in New York, An
expressionist painter and printmaker
who became increasingly involved
with activist art in the seventies, when
he worked in environmental art in
California. Notable sociopolitical
works of the period include Sifo Mis-
sile Melodrama, a conceptual piece

inspired by an abandoned missile silo
in New Mexico (1974). Collaborated
with Cesar Chavez of the United Farm
Workers on an environmental piece in
support of the attempts to unionize
California’s migrant workers (1976).
From 1980 to 1986 contributed sixty
linoleum-cut illustrations on such sub-
jects as racism, American intervention
in Central America, and the welfare
system to the op-ed page of The New
York Times

Ref: See bibl. nos. 30, 44, 73.

Sabra Moore

Resides in New York. Has worked
extensively in book arts, photocopy,
and installations. Her strong commit-
ment to feminism has led her to
organize several exhibitions of work
by women artists, often accompanied
by collaborative artists' books. Recent
photocopied artists’ books include
Protective Devices (1983 ), Making
(1984), and Weash and Iron (1987).
Coordinated Reconstruction Project, a
womens exhibition for Artists Call
Against US. Intervention in Central
America (1984). Co-organized Conrec
tions Project/Conexus, a feminist col-
laboration of 150 women artists from
North and South America (1987). Since
1982 has been a member of the
Heresies Collective. Served as Presi-
dent of the Women's Caucus for Art,
New York (1980-82). Has participated
in numerous panels focusing on
women and art.

Ref.:

See bibl. nos. 34, 82, 113, 134.

Robert Morris

Born in 1931. Resides in New York. An
acclaimed sculptor, writer, teacher, and
conceptual artist whose approach o
the process of art making has altered
art of the past two decades, Became
known in the sixties as a minimalist
sculptor and environmental artist. In
1970 was instrumental in the with-
drawal of nearly half of the participat-
ing artists from the American pavilion
of the Venice Biennale in protest
against United States policies in South-




east Asia; closed his exhibition at the
Whitney Museum of American Art in
protest as well. Served as Chairman of
Art Strike Against Racism, War and
Repression, a group that organized the
closing of museums and galleries in
New York for a day of protest (1970),
and contributed 10 Attica Book (1972),
Since 1981 has frequently addressed
the threat of nuclear destruction in his
work. Has taught at Hunter College,
New York, since 1967.

Ref.: Chicago, Museum of Contempo-
rary Art. Robert Morris: Works of the
Eighties, 1986. Texts by Edward Fry and
Donald Kuspit. See also bibl. nos. 5, 7,
29, 30, 38, 52, 81, 108,

Bruce Nauman

Born in 1941. Resides in New Mexico.
An internationally renowned concep-
tual artist who came to recognition in
the late sixties for his sculpture and
installations. From his early body
pieces to his later large-scale fiberglass
abstractions and neon word sculp-
tures, has created personal, multi-
faceted works exploring environmen
tal as well as psychological interiors,
The political implications of his work
intensified in the mid-seventies with
such pieces as Double Steel Cage Piece
(1974), a prisonlike construction. His
early, aggressive word sculptures such
as Eat/Death (1972) crystallized into
the more explicit American Violernce
(1981-82) and White Anger; Red Dan-
ger, Yellow Peril, Black Death (1985),
with its obvious connotations of vio-
lence and racism, Titles of recent
hanging steel sculptures, such as South
America Triangle, Diamond Africa,
and Turned Chair DEAD, (1981), al-
lude to scenes of repression, exploita
tion, and torture. Has preserved many
of his numerous performance pieces
on flm and videotape, and recently
returned to video as a primary me-
dium with Violent Accident (1986),

Ref.: London, Whitechapel Art Gallery
Bruce Nawman. 1986, Texts by Jean
Christophe Ammann and Joan Simon.
See also bibl, no. 5.

Joseph Nechvatal

Born in 1953. Resides in New York. A
painter, photographer, and perfor-
mance, installation, and video artist
whose primary subjects include nu-
clear holocaust and the information
glut in the postmodern age. Has ex-
ecuted several murals, stage sets, and
artists’ books containing apocalyptic
imagery, such as End of the World
(1980), a mural for Real Art Ways,
Hartford. Has posted photocopy works
on the arms race and nuclear pro-
liferation, most notably 20-Megaton
Blast (1980), on the streets of New
York, Mailed more than five hundred
copies of Nuclear Drawing to various
individuals and groups in 1979, Co-
founded, served on the board of
directors of, and organized several
exhibitions at ABC No Rio, New York,
Collaborated with the avant-garde mu-
sician Rhys Chatham on the opera X§
(1984). Has been an active member of
Collaborative Projects, Inc., and a par-
ticipant in Group Material projects.
Serves currently as publisher of Tellus,
an audio cassette magazine.

Ref.: See hibl. nos. 30, 45, 52, 55, 135.

Claes Oldenburg

Born in 1929 in Stockholm. Resides in
New York. An internationally ac-
claimed Pop art sculptor who came 1o
recognition in the early sixties for his
oversize, “soft” renderings of food and
ordinary household objects. Opened a
"store” of his plaster objects on the
Lower East Side for Christmas (1941),
which was a precursor of more recent
artistic developments, Has participated
in numerous activist events and bene-
fits for political and art world causes,
including Week of the Angry Arts
Against the War in Vietnam, New York
(1967). Among other political actions,
canceled a planned exhibition at
Feigen Gallery, Chicago, in response to
police activity at the 1968 Democratic
National Convention in the city. Con-
tributed to the anti-Mavor Daley show
with which it was replaced (1968). Has
made benefit prints for such organiza-

tions as the Attica Legal Defense Fund
(1975) and Artists Call Against LS,
Intervention in Central America
(1984}, has also been involved with

Artists for Nuclear Disarmament
(1982). Is active in the Artists Poster
Committee, which conceived the anti-
Reagan poster We Begin Bombing in
Five Minutes (1984). Designed the
poster for Artists Call Against ULS
Intervention in Central America
(1984).

Ref.: Celant, Germano. I corso del
coltello: Claes Oldenburg, Coosje van
Bruggen, Frank O Gebry. New York:
Rizzoli, 1986. See also bibl. nos, 5, 7
10, 29, 30, 33, 41, 52, 78, 89, 112.

Ed Paschke

Born in 1939. Resides in Chicago. A
painter of unidentifiable, lurid por
traits and encounters evocative of dis-
torted television images, Came o
recognition in the seventies with sin
ister, neon-colored renderings of
glamorous personalities and counter-
culture figures. More recently has ap
plied his signature fluorescent bands
to images of archetypal businessmen,
commenting on the neutralizing
effects of electronic media and on
alienation in contemporary society.
Has executed several images that
make specific reference to political
figures and groups, among them Lee
Harvey Oswald (1967), RFK at
Arfington (1970), and Gestapo (1970).
Has participated in group exhibitions
on nuclear disarmament and in Artists
Call Against U.S, Intervention in Cen-
tral America, Chicago.

Ref.: Chicago, The Renaissance Society,

University of Chicago. Ed Paschke:
Selected Works 1967—1981. 1982, Texts

by Dennis Adrian, Linda Cathcart, et al.
See also bibl. nos. 31, 38, 39, 41, 46, 47,

52

Adrian Piper

Born in 1948. Resides in Washington,
D.C. A conceptual artist who works in
a variety of mediums including col-
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lage, drawing, installation, video, and
performance art, often with audio
components. Has addressed numerous
political issues in her work since the
early seventies, particularly racism and
inequities in American sociery Has
taken part in many activist groups ang
events, including the Student Non-
Violent Coordinating Committee
(1962 ); the March on Washington
(1963 ); Art Workers' Coalition (1970);
and Women of African Descent in the
Visual Arts (1987). Has executed sev-
eral posters, including Thirnk About It
(1987), commemorating the 1983
March on Washington. Has also con-
tributed to exhibitions organized by
Group Material and to exhibitions on
nuclear disarmament and racial issues.
Has executed numerous performance
pieces since the late sixties, including
the recent Fenk Lessons (1983-84).
Has taught extensively, currently in the
philosophy department at Georgetown
University, Washington, D.C

Ref.: New York, Alternative Museum.
Adirian Piper: Reflections 19671987
1987, Texts by Jane Farver and Clive
Phillpot. See also bibl. nos. 5, 7, 9, 29,
51, 52, 56, 74, 80, 83, 88,

Susan Pyzow

Born in 1955. Resides in New York.
Works primarily in painting and draw-
ing; recently began making prints.
Began showing in group exhibitions in
1980, largely in the East Village. Was
chosen as artist in residence at the
Tompkins Square Library in the East
Village, as part of a program in which
artists received studio space in the
library in exchange for community
service (1981).

Ref: See bibl. no. 99.

Robert Rauschenberg

Born in 1925, Resides in New York and
Florida. An internationally acclaimed
painter, printmaker, and photographer
whose combine paintings fusing paint-
ing and object are considered land-
marks in contemporary art. Has
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designed sets and costumes for the
Merce Cunningham Dance Company
since the mid-fifties and for Trisha
Brown Dance Company since the late
seventies; has also done choreography
and performance work. Has been a
prolific printmaker, executing numer-
ous works to benefit political and
social organizations, among them the
Congress of Racial Equality, labor
groups, NASA, and World Artists
Against Apartheid, as well as several
political campaigns. Designed the
Hubert Humphrey Human Rights
Award in 1981. Was invited by NASA to
witness launches of an Apollo space-
craft (1969) and of the Discovery space
shuttle (1984). Has donated consider-
able time and resources in support of

young artists, medical assistance funds,

and artists' rights. Established the
Rauschenberg Overseas Culture Inter-
change (1984), a traveling exhibition
program created to promote world
peace and the understanding of art
The program was launched in Mexico
City in 1985 and has continued in
South America and Asia.

Ref: Houston, Houston Contemporary
Arts Museum. Kobert Rauscheriberg:
Work from Four Series, 1985, Texts by
Linda L. Cathcart, Monti Mavo, et al.
See also bibl. nos. 5, 7, 10, 26, 29, 30,
31, 41, 46,47, 52, 86, 106, 112

Faith Ringgold

Born in 1934, Resides in New York and
California. A painter, sculptor, perfor-
mance artist, and fabric designer who
has championed feminism and black
arts activism. Has addressed political
and social concerns in her work since
the early sixties, beginning with The
American People series, depicting ra-
cial confrontations, initiated in 1963,
Painted her first murals on political
themes in 1967 and began a series of
political posters in 1969, Executed her
Slave Rape series in 1972-73. Has
been a committed activist throughout
her career, joining the Art Workers'
Coalition in 1969. Cofounded Ad Hoc
Women Artists' Committee (1970) and
Where We At, a black women artists’
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group (1971), Painted a mural on an
all-female theme for the Women's
House of Detention, Riker's Island,
New York, and contributed w Artica
Book (1972). Was a member of Artists
for Nuclear Disarmament (1982 ). Initi-
ated Upstream Women in the Visual
Arts, 4 slide registry for women artists
(1983), and participated in Connec-
tionis Profect/Conexus (1987 ), Has
taught extensively, in the New York
public schools (1955-73) and cur
rently at the University of California,
San Diego.

Ref.: New York, The Studio Museum in
Harlem. Faith Ringgold: Twenty Years
of Painting, Sculpture, and Perfor
manice (1963—83), Michele Wallace,
ed. 1984, Texts by Freida High
Wasikhongo, Lucy R Lippard, et al. See
also bibl, nos. 4, 5, 6, 7, 10, 13, 15, 29,
31, 41, 67,

Larry Rivers

Born in 1923, Resides in New York. A
leading fAigure in American art since
the hifties, active as a painter, print-
maker, poet, video artist, and jazz

it

sician. Has often incorporated po-

litical themes in his work, particularly
those relating to United States history
and to the minority experience in
America, Important history paintings
include Weashbington Crossing the Dela-
were (1933), The History of the Russian
Revolution: From Marx to Mayakorsia
(1965), and History of Matzob (The
Story of the fews) (1982-83 ) High
lighted issues of Afro-American history
in Some American History, a landmark
installation containing forty-two sepa
rate pieces and involving several black
artists, commissioned by the Menil
Foundation for Rice University,
Houston (1970). Designed sets for two
plays by LeRoi Jones (Amiri Baraka),
The Slave and The Todlet (1964), Has
executed numerous magazine covers,
op-ed page illustrations, and posters
on social and political issues such as
Presidential campaigns. student upris-
ings, drug addiction, aging, the Holo
caust, and AIDS. An active member of
Artists for Nuclear Disarmament (1952,

77,88,90,97, 111, 112, 114,126,

Retf: Harrison, Helen A Larry Rivers.
New York: Harper & Row; Publishers,
1984. See also bibl. nos, 7, 31, 41, 85,
59,

Elizabeth Rodriguez

Resides in New Jersey A video, installa
tion, and performance artist con-
cerned with male and female roles in
contemporary American society. Cur-
rently employs imagery appropriated
from the media, achieving collagelike
figurative effects, Has executed silk-
screened books and has designed
posters for local festivals in East Los
Angeles through Self-Help Graphics
and Art

Tim Rollins and K.0Q.8

Rollins born in 1955, Resides in New
York. Known for his pioneering work
with disadvantaged teenagers and his
unique integration of art and liter-
ature. Cofounded Group Material, a
group advocating socially commined
art, in 1979, Participated as artist/
teacher in an innovative city school
program, Learning to Read Through
the Arts (1980-82), Has worked as an
artist'teacher in the South Bronx for
New York City's Division of Special
Education since 1982. Founded KOS,
(Kids of Survival) and the Art and
Knowledge Workshop, Inc., a program

for teenagers with learning disabilities,

in 1982, Has collaborated with KOS
on paintings and collages incorporat
ing such texts as Katka’s Ameriba,
Orwells 1984, and the Bible.

Ref.: See bibl, nos, 26, 29, 30, 37, 44,
53,58, 66,67, 72,110, 113, 134, 137

Rachael Romero, Leon Klayman,
and the Wilfred Owen Brigade

Rachael Romero and Leon Klayman
founded the Wilfred Owen Brigade
political-poster group—named after
the British poet killed in World War 1,
who was outspoken in his antiwar
convictions—in San Francisco in 1975,
Later changed the name to San Fran-
cisco Poster Brigade. Mounted

linpleum-cut posters designed by
Romero on city streets. Often dissemi-
nated images further through large
offset editions. Have executed 180
posters on issues ranging from human
rights in Central America and the arms
race to apartheid and urban poverty.
Have portrayed numerous political
and cultural leaders, including Martin
Luther King Jr., Mao Tse-tung, Langston
Hughes, Frida Kahlo, Bob Marley, and
Muddy Waters. Organized several po
litical-art exhibitions, including /#-
ternationalist Art, ABC No Rio, New
York (1980, and. in San Francisco,
Tucson, and New York, fraterncitionalist
Art Show: Anti—World War HI, a travel
ing exhibition and festival comprised
of political work from over forty-five
countries ( 1980-81).

Ref.: See hibl. nos, 29, 102, 121, 134,
135.

James Rosenquist

Born in 1933, Resides in New York and
Florida. Renowned as a Pop art painter
and prolific printmaker. His most cele-
brated political painting, F-777 (1965),
comments on the Vietnam War and
excessive defense spending. Executed
Smog on 14th Street (1969), a print on
ecological issues, as well as a poster of
Mavor Daley for a protest exhibition
held at Feigen Gallery, Chicago, after
the Democratic National Convention
in 1968, Has been involved in numer
ous political events throughout his
career. Participated in The Peace
Tover, Los Angeles (1966), and con-
tributed o Collage of Indignation
during Week of the Angrv Arts Against
the War in Vietnam (1967 ). 'Took part
in Art Workers' Coalition antiwar
events (1969-70). In 1972—73 engaged
in a campaign for artists’ rights with
Robert Rauschenberg, which led to a
Senate subcommittee hearing in 1975,

Has contributed art regularly to sup-
port political campaigns.

Ref.: Denver, Denver Art Museum,

James Kosergpreist. 1985, Text by Judith

Goldman, See also bibl. nos, 5, 29, 41,
80, 112.




Martha Rosler

Resides in New York. A photographer
and video, performance, and book
artist who is strongly committed to
social change, 1s also well known for
critical writing that explores contem-
porary aesthetic approaches to politi-
cal ideology. Has addressed issues of
feminism and class struggle to under-
score the contradiction between myth
and reality in society. Executed photo
montages in the late sixties that con-
trasted scenes from the Vietnam War
with ones of middle-class suburban
affluence, Has done performances and
videos on women's relationship to
food, including A Budding Gowrmet
(1974), A Gourmet Experience (1974),
and Losing: A Conversation with the
Parents, on anorexia and starvation
(1977). Has also addressed the media
and channels of information in several
works, including the performance
Domination and the Everyday
(1978-79). Executed Secrets from the
Street: No Disclosure, a work focusing
on themes of gentrification and class
structure, in San Francisco's Mission
District (1980).

Ref: See bibl. nos. 9, 29, 42, 51, 56, 57,
60, 62, 66, 74, 80, 134.

Erika Rothenberg

Resides in New York and Los Angeles.
An artist who uses bold, graphic imag-
ery in paintings, artists’ books, and
other mediums 0 comment on Amer-
ican attitudes concerning subjects
ranging from abortion and pornogra-
phy to racism and war. Has repeatedly
utilized the format of the television
commercial, perhaps a legacy of pre-
vious work as an art director at an
advertising agency Has participated in
events and exhibitions sponsored by
Artists Call Against .S, Intervention in
Central America and Group Material.
Contributed to the feminist magazine
Heresies (1983, 19806) and to Connec
tions Profect/Conexus (1987 ), Was art-
ist in residence at WPLG/TV in Miami
as part of an innovative program in
which artists design projects to be

executed within the context of a live
media arganization (1985).

Ref: See bibl. nos. 24, 65, 66, 72, 94,
103, 108, 134, 137.

Christy Rupp

Born in 1949. Resides in New York
Known primarily for her sculptures
and installations that address eco-
nomic and ecological issues. Orga-
nized several alternative exhibitions
for ABC No Rio, of which she was a
founding member (1980). Actively par-
ticipated in the exhibitions The Times
Square Show (1980), The Real Estate
Show (1980), Scudptire on the
Williamsburg Bridge (1983), all in New
York, and others mounted by the
collectives Collaborative Projects, Inc..
Fashion Moda, and Group Material.
Participated in events related 1o Artists
Call Against U8, Intervention in Cen
tral America (1984) and in numerous
exhibitions with political themes. Was
commissioned by the SofHo News to
create the full-page Mopemental Con-
[frontations (1981), Designed a pro-
gram for the Times Square Specta-
color Board (1985).

Ref.: See bibl. nos. 29, 30, 32, 45, 70,
72, 113, 114, 157,

Jos Sances and Mission Grafica

Born in 1952. Resides in San Francisco.
Known as a painter and printmaker
with

strong commitment 1o com-
munity causes, Has also worked exten-
sively as a commercial silkscreen
printer. Has participated in numerous
political exhibitions on Third World

issues, including shows associated
with Artists Call Against LS. Interven
tion in Central America, San Francisco
(1984). Since 1981 has codirected, with
Reneé Castro, Mission Grifica, the
graphics workshop of the Mission
Cultural Center, located in San Fran-
cisco's Mission District. Mission Grahica
designs and prints posters for the
community at low cost, and conducts
silkscreen and drawing classes. Spon-
S0r§ an Ongoing apprentice program

and hosts guest artists, primarily from
Latin America, The workshop has
served many political groups, includ-
ing antinuclear, antiapartheid, and en-
vironmental organizations,

Ref: See bibl. nos. 66, 67, 102, 105.

Juan Sanchez

Born in 1954. Resides in New York. A
painter, photographer, and writer
whose work explores his Puerto Rican
heritage and the issue of Puerto Rican
independence, Has organized several
exhibitions, including Ritueal and
Rigythms: Visual Forces for Strvival, at
Kenkeleba House Gallery, New York
(1982), and Beyond Aesthetics: Art of
Necessity by Artists of Conscience
(1982) and Evidence: Twelve Photogra-
Phers (1983 ), both at Henry Street
Settlement, New York. Has written
articles and catalogues and has lec-
tured widely on activist art and Puerto
Rican issues. Has participated in Art
Against Apartheid (1964-85) and Art-
ists Call Against LS. Intervention in
Central America (1984), and with art-
ists’ collaboratives such as Group Ma-
terial and Political Art Documentation/
Distribution.

Ret.: See bibl. nos. 26, 29, 52, 68, 69,
75, 77, 83, 90, 109, 113, 126, 134, 135.

Peter Saul

Born in 1934. Resides in Texas, A
socially committed painter who has
expressed political ideas in his work
since the sixties. Has made biting,
cynical caricatures of political leaders
and heroes, as well as vivid, car-
toonlike, and often grotesque images
of racial, economic, and governmental
injustice in America, The violent as-
pects of his work intensified in the late
sixties in response to the Vietnam War
and the growing domestic turmoil in
America. Has executed several sar-
donic portraits of President Reagan, in
addition to graphic depictions of con-
temporary urban violence

Ref.: Dekalb, Swen Parson Gallery,
University of Northern Illinois. Peter
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Sarel. 1980, Text by the artist. See also
bibl. nos. 31, 41, 46, 47, 52, 78, 91, 104,
106,

Miriam Schapiro

Born in 1923, Resides in New York.
Known for her abstract painting, col-
lage, and fabric work that combines
complex patterning and decoration
with a personal, feminist symbolism. Is
acknowledged as an influential teacher
and for her deep commitment to the
feminist art movement. Has engaged
in printmaking intermittently since her
student years. Has highlighted female
emblems, such as eggs (1961-63),
kimonos (1976-79), fans (1978-79),
and hearts (1979-80), in her work. Has
served on the governing board of the
Women'’s Caucus for Art and on the
board of the College Art Association
Has taught extensively, notably as co-
director (1971-72) and director
(1973—74) of the Feminist Art Program,
California Institute of the Arts. Co-
founded Heresies magazine (1977) and
the Feminist Art Institute in New York
(1979). Participated actively in Artists
Meeting for Cultural Change in the
mid-seventies. Has written several arti-
cles on art and women’s issues, and
has lectured widely and participated in
many panels and workshops on those
subjects,

Ref.: Wooster, Ohio, The College of
Wooster. Miriam Schapiro, A Retrospec-
tive, 1953—1980, Thalia Gouma-Peter-
son, ed. 1980, Texts by Norma Broude,
Thalia Gouma-Peterson, et al. See also
bibl. nos. 5, 7, 10, 35, 57.

Ben Shahn

Born in 1898 in Lithuania. Moved to
the United States in 1906. Died in 1969
A prominent realist painter and print-
maker renowned for his commitment
to exposing social injustice and for his
critiques of the political events of his
time. Worked predominantly in lithog-
raphy and silkscreen, commenting in
his work on issues ranging from
human rights and the threat of nuclear
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war to racism and political conven-
tions. Also worked extensively as a
photographer and muralist. Executed
numerous portraits, including land-
mark icons of Sacco and Vanzetd
(1958), Frederick Douglass (1965), and
Martin Luther King Jjr. (1966). Designed
posters for such organizations as
United Textile Workers of America
(1935); National Citizens Political Ac-
tion Committee (1944); the Congress
of Industrial Organizations, for which
he was graphics director (1945-46);
the Progressive Party (1948); Commit-
tee for a Sane Nuclear Policy (1960);
and Eugene McCarthy's Presidential
campaign (1968).

Ref.: Prescott, Kenneth W The Com-
Pplete Graphic Works of Ben Shabn.
New York: Quadrangle/The New York
Times Book Co., 1973. See also bibl
nos. 3, 4, 10, 11, 12, 21, 26, 31, 33, 40,
47,78, B3, Bo, 111, 112,

Sisters of Survival

An antinuclear performance art group
founded in 1981 by Jerri Allyn, Nancy
Angelo, Anne Gauldin, Cheri Gaulke,
and Sue Maberry at the Woman's
Building in Los Angeles. Has utilized
images of nuns to symbolize sis-
terhood, and rainbow-colored habits
10 evoke hope, humor, and a celebra-
tion of diversity. Membership has var-
ied according 1o each project. At the
Women's Graphic Center, Los Angeles,
has designed numerous postcards and
other graphic handouts on issues of
disarmament and world peace. Has
been instrumental in organizing nu-
merous peace activities and events,
including Artists React to Nuclear [s-
sues, an evening of performance for
National Ground Zero Week (1981),
and Target LA: The Art of Survival, an
antinuclear festival of music and arts
(1982). Toured Europe with End of the
Rambow performance in an extensive
networking project with foreign artists
and activists (1983).

Ref.: See bibl. nos. 25, 29, 59, 61, 63,
121;
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Mimi Smith

Resides in New York. A painter, and
performance, video, and book artist
actively involved with social and politi-
cal issues, including those of nuclear
proliferation, toxic waste, and the in
fluence of the media, especially tele-
vision news. Posted the antinuclear
photocopy poster No Taxes for Bombs
on the streets of New York as part of
the Political Art Documentation/Dis-
tribution (PAD/D) project Death and
Taxes (1981). Executed the installation
Money, Money, Money for Art Lobby, a
controversial exhibition mounted in
the lobbies of three Wall Street banks
(1982). Contributed to Art Against
Apartheid and Artists Call Against U.S.
Intervention in Central America ex-
hibitions (1984), in addition to numer-
ous artists’ book exhibitions. Also has
been included in feminist shows and
contributed to a 1985 issue of Heresies
magazine. Has participated in activities
of PAD/D, and is a member of their
Archive Committee. Contributed to
Connections Project/Conexus (1987 ).

Ref.: Waco, Texas, The Art Center. Mimi
Smiith: Televisionn Drawings. 1980. Text
by Paul Rogers Harris. See also hibl.
nos. 44, 52, 66, 134, 135.

Vincent Smith

Born in 1929. Resides in New York. An
expressionist painter and printmaker
deeply rooted in the Afro-American
experience, Has traveled extensively in
Africa and the Caribbean. Has por-
trayed black cultural and political lead-
ers and has incorporated in his art
motifs from African landscapes and
mythology, as well as scenes from
urban life, Has also worked as a book
illustrator. Has executed murals at
Boys and Girls High School, Brooklyn
(1976), and at Crotona Social Service
Center, Bronx (1950). Has taught and
lectured extensively, notably at the
Whitney Museum of American Art’s Art
Resources Center, a Lower East Side
center for neighborhood high school
and college students (1967-1976). Was

invited to the second World Black and
African Festival of Arts and Culture,
Lagos, Nigeria (1977).

Ref : See bibl. nos. 26, 85, 88, 90, 126.

Nancy Spero

Born in 1926. Resides in New York.
Known for her scroll-like collages of
haunting figures in motion. Originally
painted on canvas; her collaged/
printed images on paper first ap-
peared in the Codex Artaud series
(1970-71). Decided to focus ex-
clusively on women protagonists in
her work in the mid-seventies, begin-
ning with Torture in Chile (1974),
based upon Amnesty International ac-
counts of victimized women, Exhibited
a monumental, 215-foot scroll, Notes in
Time on Women, a watershed piece
chronicling women across cultures
and history (1979). Has executed sev-
eral series on social and political
themes, including War (1966-70), Tor-
ture of Women (1974—76), and Rebirth
of Venus and Goddess (1985). Has had
a long involvement with activism, par-
ticularly in the anti-Vietnam War
movement of the late sixties and early
seventies. During this time partici-
pated in such artistic enterprises as
The Peace Tower, Los Angeles (1966);
Week of the Angry Arts Against the War
in Viemam, New York (1967); and the
Art Workers' Coalition (1968—69), Has
been active in a number of feminist
concerns, among them Women Artists
in Revolution (1969), Ad Hoc Women
Artists’ Committee (1970), and ALR
Gallery (as a founding member, 1972).
Contributed to Attica Book (1972) and
Connections Project/Conexues (1987);
participated in Artists Call Against U.S.
Intervention in Central America

(1984 )

Ret: London, Institute of Contempo-
rary Arts, Nancy Spero. 1987, Texts by

Jon Bird and Lisa Tickner, See also

bibl. nos. 5, 6, 7, 10, 26, 29, 34, 36
40, 48, 49, 51, 52, 53, 56, 64, 66, 67, 75,
79,81, 87, 88, 91, 98, 108, 110, 114, 126,
134, 135

38,

Frank Stella

Born in 1936. Resides in New York. A
seminal American abstract painter.
Came to prominence in the late fifties
with his Black paintings; first con-
structed his landmark monumental
wall reliefs in the early seventies. Has
contributed to various benefits for
social and political causes: created a
silkscreen edition on behalf of Refer-
endum 70, a national organization
that raised funds for congressional
peace candidates (1970), and the
lithograph Yellow Journal for the
Howard Metzenbaum for Senate Com-
mittee (1982). Frequently incorporates
political themes in his works' titles. His
renowned Black series painting Arbeit
Macht Frei (1958) borrows the in
famous Nazi slogan that appeared over
the gates of Auschwitz. His first wall
reliefs, in the Polish Village series
(1971-73), were named after Polish
synagogues destroyed by the Nazis. An
avid bird-watcher, named works in the
Exotic Bird series (1976-80) after en-
dangered or extinct species. In 1982
executed high reliefs titled after South
African mines.

Ref.: Axsom, Richard H. The Prinss of
Frank Stella: A Catalogue Raisonrné
1967—1982. New York: Hudson Hills
Press, Inc., 1983, See also hibl. nos. 4,
5,29 31, 112

May Stevens

Born in 1924. Resides in New York. A
socially committed artist, writer, and
teacher. Since the mid-sixties her
paintings and collages have empha
sized political themes, particularly
those relevant to civil rights and femi-
nism, in such series as Freedom Riders,
Big Daddy, and Rose Lixembrrg. Has
participated in many activist-art proj-
ects and events, including The Peace
Tower, Los Angeles (1966); Week of the
Angry Arts Against the War in Vietnam,
New York (1967); and Artists Call
Against LS. Intervention in Central
America (1984). Contributed o Attica
Book (1972). Was a founding member
of the Heresies Collective (1975), Par-




ticipated actively in Artists Meeting for
Cultural Change in the mid-seventies.
Has executed posters on feminist,
labor, and antiwar themes. Has written
poetry and several articles on politics
and art, for the feminist magazine
Heresies in particular, Participated in
Connections Project/Conexus (1987).
Teaches women's studies and art and
politics at the School of Visual Arts,
New York.

Ref.: Boston, Boston University Art
Gallery. May Steveris: Ordinary/Ex
traordinary, A Summation 1977—
1984. 1984. Texts by Donald Kuspit,
Lucy R. Lippard, et al. See also bibl.
nos. 5, 6, 7, 10, 26, 29, 31, 34, 36, 41, 51,
54, 56, 66, 75, 88, 90, 99, 114, 126, 134,
135

Mark di Suvero

Born in 1933 in China. Moved to the
United States in 1941, Resides in New
York. Has created large-scale wood,
steel, and found-object constructions
since the sixties and is acknowledged
as one of the leading sculptors of his
generation. An outspoken opponent of
the Vietnam War, lived in Europe from
1971 to 1975. Designed the structure
for The Peace Tower in Los Angeles, a
monumental antiwar artists' collabora-
tion, and participated in the Week of
the Angry Arts Against the War in
Vietnam, New York (1967), Since the
sixties has held art classes for disabled
people at institutions around New
York. Established the award-winning
Socrates Sculpture Park, a nonprofit
sculpture site with rotating exhibi-
tions, in Long Island Citv. New York
(19806 ). Has executed numerous com-
missioned outdoor sculptures for ma-
jor institutions throughout the United
States.

Ref: New York, Whitney Museum of
American Art, Mark di Suvero. 1975,
Text by James K. Monte.

Dennis Thomas and Day Gleeson

Dennis Thomas born in 1955, Day
Gleeson born in 1948. Reside in New

York, Have collaborated since 1983.
Have been working in photography
and printmaking, creating art that ad-
dresses a wide range of social and
political issues, particularly gentrifica-
tion, consumerism, and feminism.
Recently completed Consumeris Ex-
Pressionism, a series of photocopy
composites portraying advertising’s
manipulation of women (1985). Cov-
ered abandoned cars with Con-Tact
paper, thereby focusing atention on
neighborhood blight, as part of the
exhibition Art is Not a Commodity
(1985). Have participated in exhibi-
tions with Group Material, Political Art
Documenmtation/Distribution, and
Lower Manhattan Loft Tenants.

Francesc Torres

Born in 1948 in Barcelona. Moved 1o
the United States in 1972. Resides in
New York. An installation and video
artist whose art confronts issues of war
and violence through specific histor-
ical references as well as through
potent symbolism, Considers himself a
third-generation opponent of Spanish
fascism. Often incorporates military
imagery and political portraits in his
multimedia environments, which in-
clude Klausewitz’s Classroom andior
Yalta Begins at School (1984) and The
Dictatorship of Swiftness (1986). De-
signed When Boys Play Rough Toys Get
Damaged for the Times Square
Spectacolor Board (1984). Has lectured
widely and participated in numerous
symposia in the United States and
Europe.

Ref: Stony Brook, The Fine Arts Cen-
ter, State University of New York at
Stony Brook. Francese Torres: Paths of
Glory. 1985. Text by Donald Kuspit. See

also bibl. nos. 52, 66, 68, 74, 79, 98, 108,

Andy Warhol

Born in 1930; died in 1987, A re-
nowned painter, filmmaker, photogra-
pher, editor, and prolific printmaker
whose works are internationally ac-
claimed as icons of Pop art and
American high style. With his silk-

screens of political and cultural heroes
such as John Kennedy, Mao, Lenin, and
Jacqueline Kennedy, raised portraiture
to the level of cultural symbolism.
Employed his signature painterly/pho-
tographic style to comment on racial
unrest (1964), nuclear disarmament
(1965), and capital punishment (1971).
Often contributed portraits to political
campaigns, including those of Jimmy
Carter, Edward Kennedy, and Carter
Burden. His contributions to numer-
ous causes included the donation of a
portion of his Endangered Species
series (1983) to wildlife organizations.

Ref.: Feldman, Frayda, and Jorg Schell:
mann, eds. Andy Warbol Prints: A
Catalogue Raisonné. New York:
Ronald Feldman Fine Arts, Inc., and
Abbeville Press; Munich: Editions
Schellmann, 1985, Texts by Roberta
Bernstein and Henry Geldzahler. See
also bibl. nos. 5, 7, 10, 29, 30, 31, 37, 41,
46,47, 67, 90, 106, 111, 112,

John Pitman Weber

Born in 1942, Resides in Chicago. A
muralist, printmaker, writer, and politi-
cal activist committed 1o community-
based public art. Founded and acted as
Executive Director of the Chicago
Mural Group, now known as Chicago
Public Art Group (1970--81). Has
painted a variety of murals around
Chicago: Unidos para triunfar (United
to Trivmph) (1971), Tug of War (1974),
and Children Are Owr Future (1979),
among others. With Cityarts Workshop,
New York, executed a mural on the
Lower East Side, One Generation to
Another (1984). Has been an organizer
of Artists Call Against US. Intervention
in Central America events in Chicago
(1984-87). In 1985 was invited to
Nicaragua by the Cultural Workers
Association to execute a mural with
Nicaraguan artists in a Managua mar-
ketplace, Has given numerous lectures
and organized workshops in the
United States and abroad on murals
and alternative public art issues,

Ref.: Cockeroft, Eva, John Weber, and
James Cockeroft. Toward a People’s Art,
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The Contemporary Mural Movement.
New York: E. P Dutton & Co., Inc.,
1977. See also bibl. nos. 1, 3, 26, 121

We're All in the Same Boat

An artists’ collective comprised of thir-
teen artists, many of them Brooklyn
neighbors: Noah Baen, Virginia Bur-
roughs, Peter Gourfain, Betti Sue
Hertz, Paula Hewitt, Bob Jacobs, Tom
Keough, Manuel Macarrulla, Tom
McDonald, Dona Nelson, Jared Prat,
Karen Schmeckpeper, and Seth Toboc-
man. Several members had worked
together making banners for political
rallies, and had participated in Art
Against Apartheid and Artists Call
Against L15. Intervention in Central
America activities (1984).

William Wiley

Born in 1937. Resides in California. A
painter, sculptor, draftsman, and print-
maker whose work incorporates a
surrealistic and personal iconography
within a narrative, linear web, often
evidencing a lively sense of humor.
Has frequently addressed political is-
sues, for example in the sculpture
Blackball Violence, a memorial to
Martin Luther King Jr. (1968), and in a
print on this subject. Has explored
Native American issues, in Now Heres
That Blame Treaty (1970) among other
works. Has repeatedly confronted en
vironmental issues in his art, par-
ticularly that of toxic waste. Executed
numerous watercolors, paintings, and
sculptures based on the nuclear acci-
dent at Three Mile Island in 1979 and a
painting, Nothing to Blame, on the
subject of illegal dumping of chemi-
cals (1979). More recently completed a
sculpture titled Nomad Is an Island
based on the discovery of a major
chemical dump site on the islands off
the coast of San Francisco (1981).

Ref.: Minneapolis, Walker Art Center.
Wiley Territory. 1979. Texts by Graham
W J. Beal and John Perreault. See also
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John Woo

Born in 1951, Resides in New York. A
painter, graphic artist, and designer of
performance pieces that often explore
Asian-American themes. Has played a
major role in Asian-American com
munity affairs in New York through the
Basement Workshop, an Asian-Amer-
ican arts center, and was artist in
residence and head of its graphics
program from 1978 to 1981, Co
founded Basement Editions, a small
press that published poetry broadsides
1o raise funds for other projects.
Served as curator for the Catherine
Gallery, the Basement Workshops ex-
hibition space. Also organized Hong
Kong— Tokyo—New York, Kenkeleba
House Gallery, New York (1984)

Ref: See bibl. nos. 1, 23.

Qris Yamashita

Resides in California. A graphic de
signer who also works in video and
the performing arts, Is actively con-
cerned with Asian-American com
munity issues. Among other projects,
has worked for a communiry cultural
center in Los Angeles and an Asian
American educational media group
Has been active in Asian-American
rights associations. Has also partici-
pated in projects at the Woman's Build-
ing in Los Angeles.

Ref: See bibl. no. 25
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