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Editorial 1
Unpacking the Complexity of the
Homonym Site/Sight/Cite
jan jagodzinski

London Calling! (The Symbolic Cite)
On September 21, 2005 I received a personal letter (below) from
Peter London, a well-established figure in visual art education. It was
hand written on his personal designer letterhead. This is what he stated
given that the scanned original is difficult to read.

2

Editorial 1
9/20

Dear Jan.

I read your call for manuscripts in the NAEA Newsletter-with dismay.
For a Journal of Social Theory in Art Education could be written in such
arcane, obscure, stilted verbage (sic.) is appalling - and points to the
bemused and befuddled way in which we (art educations -being those
alert enough to be interested in social issues) are viewed by our society.
Who outside of a precious few-understand what you mean by your
use oh so clever, and oh so fashionable phrasing: global, imploded
moments of time, absent dialectic, deframing, and such. Indeed you did
take a chance on this one and missed a chance to be understood.
Sincerely,
Peter London

His comments were squarely directed to the description I had
written (fined tuned by Karen Keifer-Boyd) for the call for papers on
the homonym site/ sight/ cite for this journal. For first time readers of
JSTAE who have not come across this particular description, this is
how it appeared in the Social Caucus Column of the NAEA News, as
well on the website (http://explorations.sva.psu.edu/ cstae/joumal!
submit05.html):
Our theme this year works with a homology that has been dear to jan
throughout his writings. It is a trope that speaks very well to Lacan's
three psychic registers, but authors need not follow this particular track.
Jan, though, will play with the possibilities, tagging Lacan along when
possible.
Site refers normally to a coordinated space, a ground, something local.
But we know that the local and the global (the so called "glocal") provide
us with fractal geometries where spaces have become imploded into
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moments of time. A flat earth overlayed with the global sphere requires
new imaginings. So what is out of site in art education? Lisa Parks, for
example, tackles the satellite image in her Cultures in Orbit. Is there anyone
out there who might search out imagery in which many art educators
would say lies "outside" our accepted sphere, like imagery from current
science, from marketing, from chemistry, from mathematics?
Site can also be the psychic place of the Lacanian Real. This is a site that
has no coordinates. For Lacan, the Real is beyond both the Imaginary
and the Symbolic psychic registers. Site, therefore, can be thought of in
terms of time-as Deleuze's pure time (aion)-and the disappearance of
materiality (i.e., dematerialization) as Virilio, since 1983, has told us in
his Aesthetics of Disappearance. Hence, are there art educators who are
willing to write about the digitalized time images of computer art and
offer their in (sites) on what is out of site? "Out of site," therefore, might
play with both the present and absent dialectic.
"Out of sight," in Lacanian terms, is much easier since art educators can
find themselves on some familiar ground. Sight as vision offers art
educators a wide landscape of possibilities.
We invite essays that explore visual regimes that have become established
in our public schools or art departments. "Out of sight" might interrogate
current ideals, territories, and debates concerning visual cultural
education, since this was a distant horizon first discussed in JSTAE in
1980 and is now looming closer in mainstream art education. "Out of
sight" might provide us with concerns over our televised, cinematic
images that come at us through popular culture. For Lacan, sight was
always a form of misrecognition, a form of "ignorance" as brilliantly
explored by Magritte. We are all framed by images. So, we invite essays
that question representation to de-frame it.
Lastly cite refers to the word, to text. For Lacan, this was the symbolic
order, the level of discourse, the signifier which always tries to ground
representation. "Out of cite" might be an exploration between image
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Editorial 1
and text. Enough is already out there to make this a fruitful area of
discussion for art educators. Even the journal Art and Text was created
for this question. What are the ways to theorize, practice and approach
these two disparate systems without collapsing one into the other? How
can we work the gap between them? Furthermore, what voices are not
cited in art education literature? Even the history of JSTAE not being
listed with NAEA publications is an area of exploration for the theme,
"out of cite."
Potential authors, hopefully will see this theme-out of site / sight/ citeas a rich homology to be explored in ways that will help the journal's
mandate to continue to come to terms with the changed imaged-world
around us-now the world of screen images. Take chances with this
theme. Attempt to open up questions that are needed for us to come to
terms with today's decentered image. It seems that "art institutions" in
all their generic forms can no longer hold images hostage, so to speak.
They are to be found everywhere. We look forward to you contributions.

I, of course, found London's accusation rather intolerable given
that Peter had never whispered anything about the Caucus in the
twenty-six years of its existence, until now of course, nor had he ever
written anything for the journal, nor had he ever given support for the
existence of the Caucus that I know of. Obviously, there was something
more that irritated him, otherwise he would have dismissed the

description as not worthy to respond to. The description had become
his anxious object. Something within it bothered him so much that he
felt compelled to write a personal letter to let me know that the intent
of the "words" had come "too close" to him because of their jargon
and obscurity, as if he was not privy to something that was going on.
So, he had to abject them, throw them back at me.
So I fired off a letter back to him (next figure).
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The reader will notice that the letter was returned to me since it
failed to reach its destination. I was unable to read his return address
on the original posted letter. I thought the address on his envelope
said Vermont. The secret of its contents will remain ... just that ... a secret.
To those who are devoted advocates of Derrida's work will find
redemption in claiming that the letter does not always arrive at its
destination. It can end up in the postal poubeUe, forever lost. However,
others-particularly Lacanian psychoanalysts-dispute Derrida's claim
and maintain that all letters eventually find their destination-as the
return of the repressed. This is a return of the repressed response. When
the letter arrived, I hesitated. Rather than re-mailingit.I e-mailed Peter
and asked him to present a more formal response, since I told him I
was going to use his letter as part of my editorial response. Of course,
I was trying to bait him into making his private response public. Here's
what he e-mailed and snail mailed on November 29,2006 (next figure).
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~ovember26,2005

Dear Jan, [capitalized, Peter is not case sensitive]
I find it interesting that you wish to publish, in a professional journal, a
private correspondence, especially so, being that my comments reflect
poorly on your use of language in your call for manuscripts. I can only
surmise that you are a most honest man, or that you have some other
intentions. Be that as it may, I appreciate your forewarning me of your
intentions and inviting me to accompany my original letter to you with
a more considered piece for public consumption.
My brief (more colorfully expressed in my original letter) is simply this;
it is incumbent on every author to write in an understandable manner. It
is particularly so when one writes from within a field that is poorly
understood and weakly appreciated. This is even more important an
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admonition for a field that addresses the relationship of that field to the
general intellectual and social communities. Your call for manuscripts true, to members of your own field- employed esoteric jargon, the
meaning of which was not clear to me, and not clear to a number of
other members of our profession, As such, it could hardly be clear to
readers outside our professional circle. Use of language that employs
such devices may be clever and au courant, but what is the point of that?
Thank you for the opportunity to write, in more measured words, my
original intentions.
Sincerely,
Peter London

As fate would have it, on Sunday March 26, 2006, I "accidentally"
bumped into Peter going into the last session of the NAEA, Chicago,
in the very room where I had just finished my presentation. I shook his
hand and forewarned him that I would respond. "You're in trouble," I
said. So, what's the "trouble" in the "trouble"? As London asks, "what
is the point of that?"

The London Fog (The Imaginary Sight)
I will not belabor readers of this journal, yet again, how these
three homologous signifiers justify the three psychic registers of
Lacanian psychoanalysis-almost all writers in this collection took one
of the signifiers to develop their essays. Only two writers developed
"site" into its Lacanian opposite-as the disappearance of geographical
coordinates of space and time, and not their location. Others took "cite"
to refer to those art educators who were not "cited' by the broader
field rather than seeing "cite" as the ground for contested discourses
that circle and appropriate key signifiers. "Sight" became an obvious
trope without calling on Lacan's claim that this is where misrecognition
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occurs, and so on. My hope to open up the discourse of psychoanalysis
in the field of visual and cultural art education, in this particular journal,

was by and large unsuccessful.
The tact I wish to take, to answer threatened readers like Peter
London, is to deconstruct his call to clarity but illustrating that this is a
misguided accusation-rather than lifting the fog, it inadvertently creates
denser smog. So what irritated London so much to cause him to strike?

Obviously because for him the call for manuscripts was "so clearly not
clear."l London was not about to take time to understand its "meaning
through extended and careful consideration," but to immediately
recognize it as self-evident non-sense-jargon. London's logic
depended on a radical decontextualization; it is a logic that betrays
"its own kind of essentially speaking: res ipsa loquitur-the thing speaks
for itself."
The accusation of the failure of clarity is always played over a
"site" of decontextualization as an idealized nowhere place where
"academics and non-academics congenially unite." Here, London
prefaces such a "site" by maintaining that "when one writes from within
a field that is poorly understood and weakly appreciated" clarity is
needed. It's those non-academics [practicing art teachers?] that are just
too stupid to understand the jargon, thereby disavowing that he too is
one of those stupid people who does not understand. But, through the
accusation of non-clarity he disavows his own ignorance since "it was
not clear to him," claiming superiority because it should have been
"clear" to him. London elevates "the thing [language] speaking for
itself [clearly] to be the status of an ideal for teaching" and for the field
of art education itself since it is as he says (again) "poorly understood
and weakly appreciated." But by whom? -by those ignoramuses 'out
there,' those non-academics. So, if he as an academic can't get it, surely
'they' won't either.
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The result of London's "logic of repudiation" as a representative
who champions the cause of those 'other' readers and students who
just don't understand-where jargon is refused for the "sake of clarity
and accessibility," and"danger" is refused "through the enshrinement
of the right to safety" -leads to "the idealization of the thing speaking
for itself" and "legitimates a radical refusal to teach." Lacan maintains
that "the thing never speaks for itself," that within the cite of transparent
clear language lies the obscurity of its own site (its decontextualization).
London's aphorism concerning the clarity of language is the
essential belief that, as academics, we must be good translators-able
to take complex material and break it down to reach a wider audience.
This is good pedagogical practice, something that I violated. The
common sense notion that "everything" can be said clearly to reach
"everyone" has such a strong feeling of democracy about it (according
to London, in his hand written letter, I had missed the boat by not
reaching out); if only I had written the call for manuscripts in plain
language, "everyone" would have understood it. This claim enables
London to take the high ground as a moral defender of those
disenfranchised by the jargon. This transcendental claim of democracy
enables London to posit himself as an ideal self, the 'one' capable of
enacting this fantasy of an ideal democracy, which he is capable of
imagining as a stable, reassured ego. This was precisely why Lacan
took such an ideal self, as developed in the imaginary mirror that
provides a "reassuring, manageable, and stable Gestalt," to be plagued
by misrecognition (meconnaisance). It is the curse of an ideal transparent
pedagogy. What masquerades itself as a defender of democracy on
the grounds of transparent language, is a disguised ideal Master who
sets himself up as an ideologue. The presumption of the "general
accessibility of language" as "the condition of inclusiveness and
communication" has something very sinister about it-some sort of
dark stain has appeared in the transparency of language as an object of
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desire. Sinister, as we know, is Latin for left. Was the accusation made
by London against the Left-an unconscious desire to replace it with
his own particular left? I shall return to this possibility later. To evoke
Foucault here, is London's call to a regime of transparent writing to
regulate the future of the Social Caucus call for papers an exemplary
case of a 'regime of truth' as disguised by his Master narrative?
This "regime of writing (and reading) invoked by clarity must
deny itself in order to vanish." This is how London can himself become
transparent like the language he is seeking to promote. "Insofar as plain
language 'speaks for itself' its legibility is posited as being not
contingent on anything more than language reduced to instrumental
communication." "Knowledge that can be handled and transmitted as
objects can perhaps be best taught plainly and clearly." Too many
educators have come across the critique of 'banking education' to
continue this critique here. London emerges not the defender of
democracy but an enforcer of a narrow pedagogical desire of the
classical literary canon that collates clear writing with common sense,
a desire Lacan had exposed-time and time again.
Lacan made it a point to radicalize pedagogy by questioning what
is intelligible, disrupting the glib claim of teaching which maintains a
"specific linguistic correlation" where "intelligibility turns on legibility,
and legibility turns on reading." As Lacan put it,

To make oneself understood is not the same thing as teaching-it
is the opposite. One only understands what one thinks one already
knows. More precisely, one never understands anything but a
meaning whose satisfaction or comfort one has already felt. I'll
say it to you in a way you won't understand: one never
understands anything but one's fantasies. And one is never taught
by anything other than what one doesn't understand, i.e., by
nonsense. (Television, xxvi).
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The London fog begins to slowly drift in, creating a fantasy space
of clarity to find comfort in the dismissal of jargon-creating the
paradoxical frame for a clear fog. The "seductiveness of plain language"
is "precisely" its instantaneous uptake, its consurnmerabilty into fantasy
where comfort can be immediately taken by the self-assured ego.
"Clarity is associated with writing that is transparent to ideas. Language
thus becomes clear when it makes itself disappear, so that the ideas
that it represents can be grasped in themselves .. .. Clarity aims at an
impossible ideal of telepathy, where thoughts from one mind are
directly communicated to another, in a perfect transmission, as if its
medium is not there at all." This is what Derrida also referred to as
"phonocentrism," and his attempt to deconstruct this claim by
comparing it to its false binary-writing. The homology site/ sight/
cite specifically tries to escape this binary dualism between the spoken
and written word-the former being transparent and ephemeral, while
the latter being material and opaque. When the homology is
pronounced it loses its density, it is only through writing that one can
grasp the complexity of its three interwoven signifiers.
The primary definition of jargon is not "specialist vocabulary"
but "gibberish." It is language that "someone or some institution is
satisfied to repudiate as unintelligible," providing "a kind of
legitimatized liberation from reading it." Put differently, it's not unlike
the Greeks who called those who could not speak their language
"barbarians" because all the sounds that carne from their mouths
sounded like ''bar-bar''-nonsense. Doug Aoki is so good here that I
must quote him at full length.
Plain language is championed for its populism and set explicitly
against the posited elitism of private language, but any condemnation
of jargon necessarily leads to nothing other than the constitution of a
new elite: those who are both intelligent enough to recognize what is
jargon and artful enough to write texts that are free of it. The call for
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clear writing is therefore a form of eliticism presenting itself as
democracy, positing its self-determined standard as the ideal for all
writing and teaching, while presuming to be acting in the name of all
people and all readers. And eliticism is always a refusal of someone.
Adorno punningly called this the "jargon of authenticity." He
wrote a book with that title in 1964 (Jargon der Eigentlichkeit Zur deutschen

Ideoiogie). At that time he was referring to phenomenology, which
always claims it has first grabs on the 'essence of things' through poetic
language. London is disturbed by the barbarian that resides within
him, which he sees manifested in the jargon ridden call for paperswords that glare back at him, which he must now abject. This barbarism
strikes out and attacks the phobic object that annoys him, which gives
a hint as to the smog that haunts him from within. This is where his
uncanny Real self resides-the 'stranger within,' as Julia Kristeva named
it.
There is another aspect that emerges when Lacan's call to
teaching is taken seriously. By demonstrating that the "clarity of the
'art of teaching' is not so clear" brings with it just the opposite-the
'art' in the 'art of teaching' turns out to be "a text of consummate opacity
and complexity." "In a Lacanian reading, safety [of clear language]
means danger." In contrast, the professor who 'teaches' places students
in danger-s/he shatters or at least shakes up their worlds, their safe
frames of references. Such a professor is a "murderer" of sorts, since s/
he murders safety, making it impossible. Institutionally, "the student
has the right to safety" and yet beliefs and opinions within the Academy
are meant to be challenged. The result is a divided "academic subject,
whether student or professor" who is conflicted "into two parts: the
intellectual, whose safety is purposefully suspended, and what the
university calls the personal, whose safety is a core right." This mind/
body split is what makes any 'clear' sense of safety a "logical deadlock."
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Personal safety is established "as the very ground of intellectual peril"
as any teacher or student can tell you who has experienced an infamous
critique of their artwork(s) by an art professor. The artwork is the
intellectual property that is to be divorced from the body that produced
it. "The University guarantees a safe 'personal space' for its subjects
for the express purpose of exposing them to intellectual danger." Hence,
this reply to London is anything but polite. It is rather the doing away
with the catch 22 of Academic safety. It becomes dangerous. His letter
was not polite, but 'colorful.' It's better that the critique becomes
"personal" since then there are no pretenses in contrast to an
aggressively coated well-mannered discourse where violence is only
heightened by the very contrast of an outright attack. Egos are
continually being 'wounded' in the Academy through the various
acceptances and rejections of papers, books and juried artworks. Lacan's
basic insight is that subjectivity (moi) is a fraught relation of an
imaginary identity to both symbolic/linguistic performances that both
sustain and threaten that identity, as well as to the workings of the
unconscious, which harbors yet another subjectivity (Je) that
concomitantly represses and jibes the ego towards transgression.

The London Smog (The Real Site)
It is a rudimentary principle of Derridean differance that signifiers

are always slipping. Lacan was in agreement with this general condition
of language, claiming that the signifier was always sliding over the
continuum from which the signifier was being selected. The recoding
of key signifiers that hold beliefs in place is the contested zone of
ideology. When key signifiers begin to decenter in meaning-for
example, what is considered a documentary today is undergoing
massive restructuring as the fact-fiction divide begins to slip and slidewe have now cinema verite, mockumentaries, docuHoaxes, digidocs,
docudramas, docuphantasy, and so on-the very foundations of the
ego are shaken. Clarity is always unstable-let's call London's fog a
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necessary evil that we have to live with- which happens to be
movement itself-the creative act of becoming as life itself. This shows
that translation (from complex to 'simple' ideas) is not a "relation of
language to ideas, complex or otherwise," but has to do more with
"one language to another, " the network of constructed signs. There is
a gap between these signs and their imaginary signification, a gap where
London's fog seeps in and must be blown away to give the illusion of
clarity. The displacement of one signifier by another in an act of
translation is true of all language-plain or complex. "Even plain
language [and clear writing] must be translated; even teaching must
be constantly reread, rewritten, reinterpreted, and relocated." For the
practical Imaginary, the "signified is sufficiently captured by our
discourse for everyday purposes." However, the moment we attempt
to 'truly' and 'essentially' pin down the exact definition of the way
things are, they become messy. And, ethically education is about what
is messy, not what is squeaky clean, transparent and plain. We must
conclude that "a fundamental and inescapable unclarity is immanent
to clarity." And this is the lesson of Lacan's above stated comment
concerning the act of teaching . "The translation of complex ideas
necessitates engagement with those ideas. The 'art of teaching' is thus
definitionally linked with what is not immediately understandable,
with exactly the opposite of its graspable object.
And, so it is with London. Within the fog that covers up the clear
day there is a massive amount of impenetrable smog that remains
repressed-ready to strangle those caught up in its web should the
contingent moment appear. And, it did on Sept. 20,2005 the day he
hand wrote the letter after reading the call for papers. London bills
himself as a holistic art teacher. He is the author of Drawing Closer to

Nature-the title is a double entendre on the thesis the book presents:
Through art we are 'drawn' closer to the mystery of Nature, and through
art we are able to capture its essences. His ideological orientation is
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aligned with deep ecology of Arnold Naess, Fritjof Capra, Tom
Lovejoy's Gaia hypothesis, and so on. All life is interconnected ... we
are all somehow intertwined, affected by mystical forces we will never
fully understand. But, as artists, we must suffer, and try to capture the
transcendental essence of things, the elan vital of things, even though
we will ultimately fail at our tasks, the processes is all worth it. It is
cathartic and self-purifying. (After writing this, I almost signed myself
up to start 'drawing' with him!) His workshops have been conducted
at the famous Schumacher College noted as 'an international center
for ecological studies.' It is sort of a Mecca, a place of pilgrimage to
find community by all sorts of global 'souls' looking to find 'true' Nature
out on its surrounding moors, which are prone to mists and changes of
mood and atmosphere... becoming positively sublime. So, through art
the essence of Nature is revealed evoking the heights of Heideggerian
transcendental flurries into finding der Weg (the Way) with the artist's
work bringing the earth into the Open (Lichtung) of the artist's world.
You can 'walk' with Richard Long at Schumacher College and 'do' art
at the same time by becoming involved in environmental ethics-all
very noble endeavors (except Long has now been accused for leaving
his 'tracks' on other lands as a sign of postcolonial invasion!) .. To become
involved in poetic revealing through art has such a seductive ring to it,
who can refuse? In this mystical poetic world of transcendental Being,
Oneness will be found. Spirituality is a longing-an algia in our
postmodern technologized world.l am compelled to levy this same
critique at the current revival of such 'spiritualism' (see Fisher and
Bickel's article on Ken Beittel in this issue) where there seems to be an
active forgetting concerning the deconstruction of the metaphysical
tradition of the subject, be it western or eastern as a universal
ontotheological conception with or without patriarchal implications ..
It is not difficult to identify the utopian organicism of such an

ecological vision. It's all over London's personalized designer letterhead
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of half globes that 'peer' out the sides of his letter. The vision sounds
so interconnected and universally ideal. .. again, who could refuse?
There is that same sense of crystal clear health and wellness about it
where people come together to celebrate the Earth ... pagans and
Christians alike as one big holistic family. Small is beautiful. It does
little good to critique this notion for its Romanticization of Nature, as a
self-acclaimed postmodern form of becoming a Noble Savage, like
Gauguin tried to do; an escape from the decadence of what was then
post-Colonialism, now global capitalism. Belief systems are fantasy
formations supported by an intricate symbolic structure of
significations-and deep ecology discourse has developed and changed
itself to match-step-by-step-the technocratization of the globe by
corporate capitalist greed. They form a binary whose choice should
not be either/or but worse or more worse. London was expecting the
Caucus on Social Theory to have come on board with this critiquewhich is what I think he implied in his letter given that Peter sees himself
as concerned with social issues. Instead he faced a barrage of nonsense
that spewed out and engulfed him. When I read his hand written letter,
the designer half-globes became for me uncanny objects-like eyeballs
of surveillance rather than the reminder of the complexity and fragility
of the earth they were meant to convey as my own frame of reference
became shaken. But, all that remains sealed in the letter

tha~

never

reached him.
The moors surrounding Schumacher College are often idealized
for their beauty and arresting changes of color and light. But, how often
is the fear of their changeability repressed? The way when a fog sets in,
one becomes totally disorientated-Iost. Walking in directions that end
up elsewhere than expected, discoverable only when the fog mercifully
lifts and the clear sky and horizon are seen again. It is in such moments
of disorientation that the familiar becomes unfamiliar. The canny object
becomes uncanny, when the psychic register of the Real bursts through
as sight/ cite disappears and we find ourselves facing our own anxiety.
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This is the site of learning, a meeting up with non (sense) and our own
ignorance about ourselves. The controlled and distant objects of
perception that frame vision have become too close. What was beautiful
is drained of its desire and becomes ugly and threatening. Things
inverse: 'Big is beautiful in its ugliness.' This is not an experience of
Nature's sublimity ... the sublime (after Kant) suggests that such
moments of anxiety can be overcome through a superior supersensible
(masculine) strength and force-the dynamic sublime.... or through
(feminine) flow through 'art' as the ecofeminists maintain, which helps
reestablish the fantasy frame of Imaginary control-the mathematical
sublime. But that frame bursts apart by the smog of the object when it
changes-when it becomes too close or too big to be grasped sublimely.
Here lies the difference between the two visions of teaching. Lacan
would have us face the risks of the danger that always threatens the
paranoid structure of our egos where aggressivity abounds. London
would have us go back to framing the fog through art in the safety of
the Imaginary. It's easier to re-frame the fog than face the smog within
it.

And so it seemed to be the case when London read the call for
papers. The clear vision that he imagined he should read to further the
deep ecological juggernaut was not to be found. Instead some
impenetrable discourse of nonsense confronted him, shattering his
complicit frame of serenity. He took pen in hand and began to
"colorfully" write-a euphemism for his anger. The gentle spiritual
ecologist became a pissed off critic, revealing the London smog that
always policies what threatens the frame of its Imaginary ego. The ego
is a paranoid structure according to Lacan, making us realize that
teaching does not happen when we simply bask in the frames of our
egos, but actively try and work through what threatens them. Ironically,
'closer to Nature' are the forces of the drives (Freud's Triebe), repressed
by our unconscious under 'normal' circumstances. ''The repudiation

of jargon .. .is the outraged refusal of the word." Hence, "the act of
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teaching" becomes the very opposite of this missed opportunity. It
becomes "a practice where the miraculous, the definitively human, and
the paradigmatically pedagogical are inverted as exemplary failures of
both writing and teaching." ... Otherwise we continue to remain
ignorant of our Real selves.
This is my final curtain call as editor of JSTAE. I wish to thank
Bill Wightman for the past few years in being such a supportive coeditor. And, I wish the very best to Wanda Knight, who, along with
Bill, will be co-editor for our next journal on Possibilities/Possibilities.
I wish to thank Arthur Guagliumi whose collaboration on the cover
designs over many years has been fruitful and inspirational; it's a
longstanding friendship that has never broken down. Lastly, I wish to
thank all those who have helped me by way of referring journal articles.
This is always the most trying and difficult of tasks since the range of
convictions is, as in any organization that tries to be democratic, right
across the political spectrum, even when we all lean to the Left. Bye for
now. As they say, 'thanks for the memories.'

Notes
1

Throughout this essay I am calling and paraphrasing my friend,

Doug Aoki's brilliant performative essay liThe Thing Never Speaks
for Itself: Lacan and the Pedagogical Politics of Clarity." All the double
quotes

II"

are taken directly form his essay, which can be found online

athttp://www.arts.ualberta.ca/-aoki/Research/
thing_never_speaks.htm.The original work was published in The

Harvard Review of Education (to state some cultural capital here). Doug
is my ghost writer who haunts this essay since what my ego is saying
is collectivized with his, who in turn is collectivized with others whom
he cites, presenting a chorus of ghosts addressing London's 'fog.' The
use of single quotes" indicates emphasis on my part.
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Editorial 2
Sight, Voice, Marginalization, and
Psychoanalytic Frames
Bill WightmanlWanda Knight

All of the essays that make up the 26 th edition of The Journal of

Social Theory in Art Education reflect varied critical stances and
approaches based on the homology site/ sight/ cite. In the spirit of the
call for papers, a select number of authors chose to resolve their topics
by addressing imagery, ideas, and practices that have been (or remain)

out of site, sight, or cite. Others presented their topics more indirectly,
thus leading the reader to shape or reshape the possibilities of context.
And it's true; as we read these essays we are in a position to continually
interpret and reinterpret the possibility of other readings.
Whether treated singularly, or as a triad, site/ sight/ cite provides
a concrete foundation for each of these papers yet at the same time
remains a porous and interchangeable structure that ultimately guides
Our thoughts back and forth and in between. Through this homology,
we, as readers, arrive at a better recognition (if not understanding) of
some of the most important concerns of our field, which continually
play out in our classrooms, communities, and culture.
The concerns that many of the authors raise are grounded in
issues of voice, space, and marginality. Others use the homological
structure to specifically argue necessary modifications for current art
education practice. As such, addressing those images, ideas and
practices that are, in essence, out of site/ sight/ cite turns out to be a
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significant place in which to begin the work of articulating an innovative
and relevant art education.
With the diverse range of topics inherent in the collection of
essays that make up this 26 th edition, it is useful to sequence them based
on their connection to the issues of voice, space, and marginality. Yet in
doing so, there exists the possibility of deemphasizing the author's
intended argument or direction. We hope that our reinterpretation of
each essay, as part of the task of developing a logical sequence or flow
to the overall journal, furthers the possibility of each author's topic as
opposed to limiting them.

Voice
We begin with those essays that seem to truly embody the issue
of voice. In R. Michael Fisher and Barbara Bickel's essay "The Mystery of

Dr. Who? On a Road Less Traveled in Art Education," the authors playfully
present the work of one influential art educator who they consider to
be largely out of cite/ sight in today's art education circles. By drawing
upon two metaphors (puzzle/ game and invoking a specter) the authors
contemplate the now obscure presence of this art educator in the field
of art education and propose that his work be a "timely re-appearance
(perhaps, co-appearance)" in these postmodern times.
In the next essay "God, the Taboo Topic of Art Education," authors
Terry Barrett, Valora Blackson, Vicki Daiello, and Megan Goffos consider
site/ sight/ cite in the context of imagery, dialogue, ideas, or concepts
of God in current art education research and practice. In what is to be
read as a compilation of ideas and responses based on the concept of
God as discussed in an institutional setting, the authors establish an
honest and insightful view of the "taboo" intersection of personal
religious beliefs and the practice of art education.
In Alice Pennisi's "Voice of Women: Telling the Truth Through Art
Making," she details collaborative-based art making that occurs within
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a group formed by young women who have experienced violence.
Pennisi's observation of Voices of Women (VOW) and ultimately her
participation in the group, reveals how words and images (cite and
sight) become integral to healing and growth. She provides that
"through discussions and artwork, VOW began the process of bringing
forth female (visual) narratives that young adolescent women have
needed in order to find alternatives to the traditional, conventional
"assigned script" with which they have been living." Ultimately, the
process of sharing ideas, words and imagery enabled the women to
"no longer be voiceless."
In an essay entitled "Multicultural Reservations, Hybrid Avenues:

Reflecting on Culture in Art Education," author David Gall considers the
possibility of voice as found in the art curriculum. He posits that
although efforts to achieve diversity, celebrate differences, and address
inequalities through art education curriculum do exist, "curriculum
strategies in art education are based essentially on pluralist premises,"
and as a result, " reproduce a scheme of culture that subtly confirms
the established order of Modern hierarchies, and fail to capture the
fluid, hybrid, uneven character of culture." Borrowing from the work
of Margaret Archer, Gall searches for ways to ensure "truly equitable
curricular" examples that will lead to "realistic concepts of culture and
agency."
And finally, in their essay "Mars Rising: Icons of Imperial Power,"
authors Miriam Cooley, Michelle Forrest and Linda Wheeldon develop
an analysis of the "current social, political and economic realities" that
are imbedded in both historic and contemporary images of leaders.
Concerning an image of President George Bush delivering a thank you
speech to audience members at Halifax's historic site, Pier 21, the
authors reflect on the dual intentionality of the visit and the subsequent
imagery documenting the event as a very conscious effort on the part
of the image producers to promote and sway support for policies that,
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for all intent and purposes, Canadians reject. The comparison of this
contemporary imaged event to historic iconic-type imagery anchors
the importance of recognizing the inherent political voice found in all
imagery.

Space
Considering the issue of space in the context of the homology
site/ sight/ cite, "site" is the literal connector. However, we can playfully
construct other possibilities of space through both "sight" and "cite."
In Debrah Sickler-Voigt's essay "From Gut of Sight to 'Gutta Sight!':

Collaborative Art Projects that Empower Children with At-Risk Tendencies,"
she examines the practice of a site-specific mural project to accentuate
the lives of at-risk students who are often considered out of sight in
our current educational system. Debrah writes "children with at-risk
tendencies are often left out of sight/ site/ cite because of their potential
for academic and social failure. Like all children, children with at-risk
tendencies have something of value to contribute to society and yearn
for opportunities to show of their talents. This paper ultimately supports
"how collaborative community art projects engage students in
constructive behaviors that help prepare them for life."
In her essay "The Permeable Classroom or the Tilted Arc Revisited,"
Karen Frostig reviews her role as artist, community activist, art educator
and art therapist, in the design and implementation of a large, sequential
community-based "Tree Memorial" project. In the desire to make her
classroom a porous setting that results in the experience of learning as
truly democratic, both successes and failures arise, which in turn shape
the way that we envision "critical thinking and democratic processes
in the classroom." In the end, "the model of the permeable classroom
is developed alongside a discussion of experiential learning programs
and contemporary art practices."
Historically, one of the intentions of performance art was to
enable artists to break out of the traditional spaces associated with art
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production and viewing. Likewise, in G. E. Washington's essay

"Performance Art as a Site for Learning: Queer Theory and Performance
Studies in the Art Classroom," key questions related to the inclusion of
performance art and its practice in the context of art education are
entertained. Where the paper truly demonstrates possibilities is in the
author's account of a performance work conducted by a student that
results in "overtly queer articulations of personal experience within
the art classroom" and ultimately leads to "process of self critique." In
addition, the author proposes that art education, as a site or space in
and of itself, is well suited for performance-based exploration of the
"sociality of education."

Marginalization
Clearly, the idea of something being out of site, sight, or cite can
be interpreted as a form of marginalization. In his essay "Marginalia

and Meaning: Of!-SitejSightjCite Points of Reference for Extended Trajectories
in Learning," James Haywood Rolling, Jr. describes off-site/ sight/ cite
points of reference that "affords a space for extended trajectories of
learning and the cultivation of rich and atypical personal meaning
unavailable within the terrain and climes of typical schooling
frameworks." Within these sites of marginalia, Rolling proposes that
real growth as an art educator occurs and that such sites offer real
possibilities for all of us who search for more meaning in the work we
conduct with students.
In the next essay "Reading Objects: Collections as Sites and Systems

of Cultural Order," author Alice Wexler presents aspects of the political
in terms of creating personal and cultural meanings for objects in the
context of art collecting and ultimately suggests this process as a type
of cultural connoisseurship. Based on a postmodern feminist approach,
Wexler considers the ways in which objects, and their importance, are
grounded in an exclusive "political, social, and cultural" realm that in
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turn reveal colonial and patriarchal structures that create further
marginaliza tion.
In Dennis Earl Fehr's essay, "How to Draw a Heart: Teaching Art

to Incarcerated Youth," he considers the aspect of "out of sight" regarding
the art produced by incarcerated youth and promotes the practice of
teacher education training in this setting. In working with this nontraditional student population, his undergraduate majors begin to
recognize the important role of imagery and image-making in the
correctional setting as well value the practice of art education with an
audience that truly is outside or on the margins of anticipated or
expected sites of learning.
In her essay "Out of Cite, Out of Mind: Social Justice and Art

Education,"Therese Quinn examines how issues of social justice and
citizenship play out in the educational process. She considers how the
interpretation of the term "diversity" as an existing component in one
of NCATE's goals that underlie the review of teacher education
programs around the country, becomes problematic when addressed
in the context of a conservative Christian institutional setting. Quinn
notes that regarding issues of sexual orientation "the Christian college
is particular in its fears and the details of its exclusions; in this essay its
story serves to indicate a perennial question in public education: In
our democracy, to what form of citizenship should public education
lead? And how can our teachers help develop those citizens?"
The next essay entitled "Art Education and Disability: Re-

envisioning Educational Efficiency," authored by Michelle Kraft, examines
how the ethos of efficiency, which drives our current educational
practice is, in itself, not conducive for learners with special needs. As
Kraft points out, the mandate(s) for inclusion as found in the Individuals
with Disabilities Act (IDEA), especially stresses special education
because of the emphasis placed on efficiency in special education
instruction and assessment outcomes as welL Specifically, she asks if
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there is an "approach to efficiency in the art education of students
experiencing disabilities that may still address a diversity of needs?"
The goal of efficiency in education is truly challenged both historically
and conceptually, resulting in new ways for considering the importance
of art education in "specialized education" contexts.
As a consideration for who is not marginalized in our culture
and classrooms, Wanda Knight's essay, "E(Raced) Bodies In and Out of

Sight/Cite/Site," addresses Whiteness and the racial privileges that
accompany it. Knight's concern centers on "the preparation of the
authoritative White body of the art teacher to teach in classrooms
consisting primarily of Black bodies, and other bodies of color." By
using both the metaphor of sight to examine race as well as the Helms
Model of White Racial Identity Development for a practical and highly
revealing understanding of white privilege, Knight aims to have "White
preservice and practicing teachers acknowledge their'cultural eye' with
the goal being to design a culturally responsive curriculum that
vigorously challenges perspectives of Whiteness that result in inequities
and injustices in personal, pedagogical, and political educational
practice."

Psychoanalytic Frames
As a way of anchoring the theme of this year's journal, we have
chosen to present three final essays as a separate collection unto
themselves. In some way, these three essays get at the very homological
structure that all of the preceding essays inherently build upon by
exploring Lacan's psychic concept of the Real. The choice to separate
these three essays from the rest is not done so to position a greater
Importance, rather, the intent is to visually conclude with essays that
explore specifically a psychoanalytic response.
Authors Jason Wallin, Gayle Gorman and jan jagodzinski explore
the homonym site/ sight/ cite from a Lacanian-Freudian-Zizekian
Psychoanalytic perspective, in the way the three psychic registers (Real,
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Imaginary, Symbolic) are at play with one another when images are
viewed and attempts are made to make sense of them-even when
viewers actively engage with works of art and project meaning into
them that may not be part of an artwork's historical intertextualityas occurs in (perhaps infamous) Rorschach test which reveals
unconscious associations as a viewer tries to grasp a representative
gestalt to make sense of a non-sense form.
Jason Wallin's essay "Deconstructing the Frame: Siting Absence,"
draws on the interface of Derrida and Lacan when he discusses the
way the "frame" in Western art fixes and sets aside a particular set of
objects that are delegated to a special category called Art. Through the
use of playful language, his essay explores the way Derrida has shown
that the "frame" is never questioned in this western aesthetic tradition,
given that its very structure "fixes" what art is. When the frame is
interrogated western art becomes unraveled. This is precisely what
Wallin's article does. It deconstructs the frame as the "site" of the
Lacanian Real, that is the place, which cannot be identified either
through images or through linguistic signifiers.
Gayle Gorman's essay "Precinct: A Site of the Real," explores this
"site" of the Real as it haunts the installation Precinct, which she
orchestrated in an actual abandoned police precinct in the city of Buffalo.
Again, the question of what haunts the abandoned images of inmates,
their files, the holding cells and the images left in them speaks directly
to the uncanny (unheimlich) nature of this space and its objects that
take on new questions of meanings as to what actually went on when
these bodies were "processed" and abjected by the social order. Gorman,
working with Lacanian and Freudian theory, attempts to choreograph
an installation that made its visitors become unnerved by the
"strangeness" that emerged by the very abandonment of the Lawabandonment now re-signified to reveal its shadow side.
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Lastly, in jan jagodzinski's essay "Grasping the Site/Sight /Cite of

the Image: A Lacanian Explication," he draws on the work of Lacanian
theorist Slavoj Zizek's propensity to tell jokes that reveal certain "truths"
concerning the way the unconscious works. Utilizing a standing joke
about "Lenin in Warsaw" the essay attempts to grasp what the referent
of the unconscious is when works of art are viewed, revealing that the
framed space of fantasy holds within it the "cause" of desire for
grasping the image in the first place. The difficulty is, of course, that
we, as viewers, are never certain just what that "cause" of desire might
be. In this sense we are always ignorant of ourselves, although we
"think" we are fully in control of our perceptions. Working the joke
"through" in this essay, he tries to show the structure of this basic insight
concerning the unconscious when we view art.
In closing, it is evident that all of the authors included in this
edition have creatively explored the rich possibilities of the homology
site/ sight/ cite. Certainly the call for papers and the resultant work
seen here has not exhausted the topic. It is predictable that had another
homology been suggested and agreed upon as a theme for the journal,
the resulting essays would have been just as meaningful and valuable
to the field. At best, it is hoped that readers of this edition will continue
to consider the homology site/ sight/ cite in their own research, teaching,
and reflection on the field as well as find the worth in exploring the
possibilities of other homologies to better guide our teaching, research,
advocacy, and vision of art education as socially transformative.
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Dr. Who?

The Mystery of Dr. Who?
On A Road Less Traveled in
Art Education

R. Michael Fisher & Barbara Bickel

Finding Dr. Who? Search No Further
This article is a 'fun' puzzle (and quiz) to solve. Please do not
look to the next pages ahead, or the mystery of Dr. Who will be spoiled.
We have recently discovered an intriguing art educator "out of the
blue," whose work is largely out of cite/sight in most art education
circles today. We want to bring Dr. Who's 'spirit' and work back to life
and teach others some of what we have been learning in the past six
months of intense research. The two metaphors we utilize (puzzle/
game and invoking a specter) are not without their sociopolitical poweragendas and thus, we shall return to problematize the disappearance
of Dr. Who in the field of art education as well as our own claims for a
timely re-appearance (perhaps, co-appearance) of Dr. Who in
postmodern times.
From the field of North American art education, see if you can
guess who this is. That was your first clue. You will be offered 18 clues
within three levels: Brutal, Hard, Easy. It ought to take you only three
to five minutes to complete the quiz. We suggest you guess from the
clues at the Brutal level first, and as your patience wears, then move
on to the easier levels.1 After the quiz, we elaborate empirically and
theoretically on some of the clues, ending with a few summary remarks
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and critical questions revolving around why Dr. Who has likely become
out of cite/sight and what resistance can be expected upon the return
of a 'ghost.'

Finding Dr. Who? Out Of The Blue
One day one of us brought home a pile of photocopied art
education research articles from the university library. A day later, the
other one of us browsed through the pile and one article literally jumped
off the desk with its unique qualities and depth. The author (Dr. Who)
was completely unknown to both of us. A particular post-postmodern
theorist that we were previously interested was being cited copiously
in the references at the end of the article. This theorist is virtually never
cited in art education or rarely in academic education literature that
we know of.2 The title of Dr. Who's paper was also stimulating and we
recognized immediately a "road less traveled" in art education. It was
one we had taken long ago with few in academic circles to validate it.
The rest is history, as they say.
Excited by our findings, and after a quick Internet search on
Coogle, we wanted to talk with others in the art education faculty to
see if they had heard of Dr. Who. Their response: "Who?" And another
response: "Who?" A couple of professors admitted they knew of Dr.
Who. One of us asked several doctoral students in art education and
they did not know the name. In one case they had read something by
Dr. Who published in the early 1970s and were not interested in Dr.
Who's work, based on Dr. Who's research orientation as presented by
an instructor in an art ed uca tion class.
We contacted several of Dr. Who's x-grad students, now working
as art education professors, and they admitted Dr. Who had drifted
from the main site/ sight/ cite of art education circles today. They
continue to introduce their students to Dr. Who but they would like to
see Dr. Who's work come back to light more than it has. One of our
Contacts at the university where Dr. Who worked for decades, shared
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with us there was a cool climate among faculty if Dr. Who's name was
mentioned. The archivist at that same university reported to us that
relatively little material from Dr. Who was in their collection. As we
searched art education journals to see when and who was citing Dr.
Who, subtle thoughts crossed our mind that a sociopolitical dynamic
may be a significant part of Dr. Who's contemporary disappearance in
the art education field. That is enough background of our interest. It is
your turn to play now and inquire into the mystery of Dr. Who?

Puzzle: The Mystery Dr. Who?
Level of Difficulty: Brutal
1. authored or co-authored at least 90 publications on art/education

(69 solo)
2. is cited in five chapters of Eisner & Day's (Eds., 2004) Handbook of
Research and Policy in Art Education: i.e., White (2004), Chalmers
(2004), Thurber (2004), Burton (2004), Sullivan (2004); yet was not
included in MacDonald's (1970) The History and Philosophy of Art
Education or Raunft's (Ed., 2001) The Autobiographical Lectures of
Some Prominent Art Educators, the latter published by NAEA.
3. taught three decades in a reputable (often "leading") faculty of art
education right after completion of an Ed.D in that same institution
4. life began " ... with my 6 a.m. birth on a snowy first day of spring; ... ".
(Dr. Who, 200X, p. x)
5. [from a primary-colored conference, transcript:] "Audience: I think
it is a shocking thing you are doing. Getting rid of this fine old art
school tradition of the teacher telling- Dr. Who: No, I'm not getting rid
of this." (19X6, p. x2x)
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6. "The only way to quiet a certain deserved suspicion of much
[scientific] research and theoretical writing in art education is to give
increasingly wider and more critical attention to constantly upgraded,
deeper, more relevant studies." (Dr. Who, 19X9, p. 6)3

Puzzle: The Mystery Dr. Who?
Level of Difficulty: Hard
1. the only article (1985) of Dr. Who's ever reprinted in a scholarly art

education journal (in 2003) was only once cited in the field of art
education in 20 years (that we know of), and that was in Studies in Art
Education in 20054
2. although continuing to write and publish significant (mature) works
through the 80s-90s, art education colleagues usually only cite, if they
do, Dr. Who's much earlier publications; from our literature search
(books and journals between 1953- to present) we documented a total
of 172 citations of Dr. Who's publications: 10% were citations of Dr.
Who's 50s publications, 10% were 80s-90s, and 80% 60s-70s; only 20%
from 1974 to present; Dr. Who shifted publishing in Studies in Art
Education to Visual Arts Research after 1979
3. was highly influenced by the contemporary American critical integral
theorist Ken Wilber, and cited Wilber's work5 repetitively in
publications beginning in 1982
4. -detail from Dr. Who's art work entitled "The
Completed Bridge circa 1990s?6
5. minored in Clinical Psychology during doctorate degree at a State
University with a formidable reputation in the art education field; in
his mid-career was known as the ideological critic of "methodolatry"7
(Dr. Who's created term)
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6. in a memorial publication for a precious student, friend, and colleague
of Dr. Who's the following was penned by Dr. Who in 1998: And the
II

greatest miracle is like the miracle of true worship, that is, that she was
able to do these things without ego and without a hidden agenda for
power-keeping her power, as the Sufis say, hidden in the bushes. That
comes as close as is granted us as humans to the nature of unconditional
love: ... ". (p. 3)

Puzzle: The Mystery Dr. Who?
Level of Difficulty: Easy
1. And since I believe there are no accidents, I certainly think it no
II

mere coincidence that my birthday is March 21, the same as Viktor
Lowenfeld and Johann Sebastian Bach, two mythic characters
profoundly influencing me." (Dr. Who, 2002 liMy Days on the Varsity,"
delivered on the occasion of receiving an Alumni Achievement Award)
2. "I never claimed that I knew anything about the public schools. I
always said there was an art education for all levels, and I early
designated mine as 'higher education'." (Dr. Who, 2002, same speech
as above)
3. one of the father's of the reconceptualist movement of educational
curriculum in the 1970s-80s is Dr. Ted Aoki, who published in 1980
that two art educators had greatly influenced his revisioning of
curriculum " ... [Dr. Who] and Elliot Eisner, both grounded in art
education. I have found them seriously questioning underlying presuppositions of the dominant tradition in curriculum conceptions and
research calling for close examination of curriculum orientations at the
root level." (Aoki, 1980/2005, p. 92 in William Pinar (Ed., 2005)
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4. Dr. Who was internationally "famous" for his ceramics in the Japanese
Arita porcelain making tradition and at the same time promoted the
notion of "Art for a New Age" (Dr. Who, 1985 and reprinted in 2003 in
Visual Arts Research)
5. "What [Dr. Who] wanted to see in his drawing lab at Penn State,
especially through case studies, was shaped by his intention: to study
learning in art through a particular process-drawing-and the
concomitant process of individuals' simultaneously constructing
images of themselves and of art." (Zurmuehlen, 1991, p. 6)
6.1922-2003, the late Dr. Who with his wife Joan
ovosel-Bxxxxxx,-called "Dr. B." by his students,
sometimes called "mystic" or "guru" by colleagues,but whatever the
labels he lives in fond memory in many people hearts, a gentle and
gifted artist/researcher/teacher who admitted: "I have not been
without my bouts with oppressive and authoritarian political forces
within Penn State [Univ.]" (KB,2002) (photo detail taken from their
website)

Will The "Real"S Dr. Kenneth R. Beittel Please Stand!
Thank you for playing with us for these few minutes. It would be
intriguing to record "who" came to your mind in the field of art
education as you read each clue. Your memories, images and
convolutions of rational, irrational, and arational selective processes
would create significant data for mapping out a valued "field of
appearances" in art education today and concomitantly a "field of
disappearances" ('ghosts')-the subaltern past and forgotten. It would
be interesting to see where readers might become uncomfortable with
what the clues are pointing toward.
We are professional artists-educators and neophytes in the field
of art education research, and anything but historians or social theorist
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specialists. JSTAE readership is politically-focused and therefore we
offer a largely sociopolitical approach in this article re: BeitteI's
relationship with the art education field. Such an attempt has not been
previously published to our knowledge. Most writing on Beittel's
accomplishments revolve around his leading edge research work, his
gifted mentorship, pedagogy, humanism, and pottery (e.g.,
Zurmuehlen, 1991).
This article at times is cloaked in a journalistic style which helps
us to risk and tell what we believe is an interesting complex 'story.' It
did not take us long upon searching North American art education
literature to realize we were interested in Ken Beittel as a 'spirit,' 'ghost,'
and 'spectre' that was worth some sociopolitical critical analysis; we
repeat clue Easy #6, "I have not been without my bouts with oppressive
and authoritarian political forces within Penn State [University]"

(Beittel, 2002, p. 7). Many of the clues in the puzzle ought to have .
signalled a few troubling locations of potential underlying prejudice
toward Beittel and his work. The remainder of this article attempts to
address a few of our concerns about the politics of Kenneth R. Beittel
'in' and 'out' of the art education field.

Invoking Beittel's 'Ghost'
From the Shambhala book publisher's website, Beittel is
recognized as
... an eminent educator and potter... has had more than twentyfive solo exhibitions in the United States and Japan.
Another introduction by a colleague in the art education field:
[Harlan Hoffa, chronicler of art education for decades wrote:] I
have walked with-and worked with-giants; the most influential
of who was Viktor Lowenfeld ... Ken BeitteL .. (from the Beittels'
website)
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It seems an oversight that in Beittel's fifty years of writing and

publishing, and a successful art career, no one has ever compiled and
published a bibliography of his 90+ publications, for example: his
dissertation in 1953 "Some experimental approaches to the aesthetic
attitudes of college students," through to his first books Mind and
Context in the Art of Drawing (1972), Alternatives in Art Education
Research (1973) which had a good deal of impact on the field of art
education research; his visionary article "Art for a New Age" (1985),
and then his first popular book Zen and the Art of Pottery (1989) which
is still in print (after three editions and translation into several languages
worldwide), through to his post-academic life and his final 1991 selfpublished book (with his wife Joan Beittel9) A Celebration of Art and
Consciousness, which expressed his mature philosophy along with
some self-published children's books, to end his career with his last
essay (alumni speech) in 2002 to Penn State. Only one art educator,
and former student, the distinguished late Marilyn Zurmuehlen (1991),
had taken Beittel's work and given it full attention in a journal article,10
that we know of. Any other published renderings have been scant or
tangential (not to forget the dissertations, collecting dust on library
shelves, by the plentitude of Beittel's students over the years).
The main author has studied discourse practices in educational
texts for several years (Fisher, 1997,2000, 2000a, 2003, in press). How a
professional field (e.g., art education) marks and maps itself out by
privileging certain values and beliefs, and who gets cited in their
literature and who does not- make for interesting social inquiry into
the regulating processes

(0 la Foucault), paradigms, discourses and

hegemonic ideology of a field. According to Cherryholmes (1988),
Educators at all levels agree, more or less, on certain beliefs and
values, on concrete puzzle solutions, and on highly regarded
exemplars .... They are taken as given and not questioned. They
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are not defined. Often, they are not mentioned. These agreements
are the basis for what educators say and do, and normal
professional discourse and practice is possible only because of
them .... Educators may offer good reasons for what they do, but
what they do is often done for reasons other than those they give.
(p.2)

The main author's research (see above citations) on the "culture
of fear" that pervades most disciplines and higher education (cf. Palmer,
1997, 1998) often makes things and people "invisible," if they threaten
the status quo and/or in vogue reformist directions (Left or Right).
Invisibility being the strategy preferred, especially by a fearful liberal
camp, as it's less messy than creating "scapegoats" and being seen as
politically incorrect, oppressive, abusive, or "not nice." According to
Bourdieu (1977),
The [institutional, disciplinary-power-regulatory] principles
embodied in this way are placed beyond the grasp of
consciousness, and hence cannot be touched by voluntary,
delibera te transformation, cannot ever be made explicit... (p. 276)
(cited in Dorfman, 2005, p. 163)
So how do we "tell the truth" about ourselves (Popkewitz, 1998,
p. 143) and our prejudices (if not unjust practices)?
Maybe we start by looking at the 'ghosts' that haunt like a specter
from the shadows of our discipline-that rattle our so-called rational
defenses and awaken that which cannot "be touched by voluntary"
efforts of self-reflection and transformation. And even then, with good
intentions to "tell the truth" as best one can, there are editors everywhere
in academia and in the process of publishing. Our caveat, in the
following arguments on the politics of Beittel within art education, is
that our text attempts a transparent concern and critique but knowing
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that we also invoke power (via Beittel's 'ghost') to persuade and
strategize. Fidyk & Wallin (2005) remind us to confess that "A text can
be a disingenuous site/ cite/ sight strategized and orchestrated long
before reaching the gaze of its readership (p. 241)." That said, we still
give genuineness a go.

"Haunting And Talking To Specters" 11
Creation is not discretely tangible .... my own existentialphenomenological involvement ... the artist's search for truth ....
A prime criterion for such an approach is that the
phenomenologist must inhabit the same imaginal space and
qualitative

time

["transhistorical"

"transcultural"

"transpersonal"] as the artist, or else the object of inquiry dissolves
like an apparition. (Beittel, 1985, p. 43)
In The Communist Manifesto (1848), Karl Marx and Friedrich Engels
write that "the specter" of communism is haunting Europe and
148 years later Jacques Derrida (1996) defines the term "specter"
as the frequency of a certain visibility-the visibility of the
invisible .... The specter sees us before we see it. It pre-exists our
[ordinary] consciousness, puts us under surveillance, and can
violently repay us a visit. It occupies a social mode or style of
haunting that demands to be understood .... (McLaren et al., 1998,
p.11)
Apparitions. At the edge. A movement. A visible invisibility. It's
like he, Karl, he Ken, are watching us. We tremble slightly under their
"political" surveillance through remembering. Threatening.
Demanding understanding. Brookfield (2005) reminded educators of
OUf

common social fear while engaging critical theory in the West:
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One of the difficulties with remembering Marx is the "knee-jerk
'marxophobia'" (McLaren, 1997, p. 172) faced by those who draw,
however critically or circumspectly, on his work. Marxophobia
holds that even to mention Marx is to engage in un-American
[undemocratic] behavior.... (p. 19)
Is there a Beittelphobia in art education? Some haunting facts and

associations: "[T]he pioneering Viktor Lowenfeld" (Zurmuehlen, 1991,
p. 8), a "great one" in art education, mentored Beittel from the start.12
"He [Lowenfield] was aloof from politics, in the official sense, not in
the ideational. He never ran for office ... ", says Beittel yet he " ... seemed
at times a bit authoritarian; but it was only the rabbinical and old world
flavor"(Beittel, 1982, p. 19). Lowenfield died in 1961 and Beittel, the
same year, co-edited Studies in Art Education (Vol. 2, with Jerome
Hausman). Beittel's (1985) article, originally delivered as the Viktor
Lowenfeld Memorial Lecture at the National Art Education Association
conference in 1984, is a "specter" in the unconscious ideational and
political domain of the field; only one art educator has cited that article
in 20 years; see Campbell, 2005.13 We suggest below that that article
(vision, manifesto) "sees us before we see it." It was reprinted in 2003
the year Beittel died14 without any comment from the editor of Visual
Arts Research. It is provocatively entitled: "Art for a New Age."15
Twenty years earlier, Eisner (1965) (another "great one") entitled an
article "Toward a New Era in Art Education." Beittel's article was about
"art" first and education second-and Eisner's was about "art education"
first and foremost. Both men wanted to lead and set the paradigm for
a New Age/Era.16 Perhaps their different educational philosophies,17
personalities, and administrative smarts, are not insignificant as to the
outcome of their eventual political impact and status in the discipline.
ElliotW. Eisner won by a long shot. Conscious or unconscious, in Beittel
(1985) we hear 'voices' and echoes of two male "great ones"-shapers,
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in the field of North American art education. They never (significantly)
confronted one another's ideas in the art education literature but
politely acknowledged each others' contributions once in awhile in a
few publications over 30+ years.18 And no one has ever compared them
critically, in print. Ted Aoki, Japanese by birth and interested in Zen
Buddhist philosophy, the "great" curriculum revisionist (clue: Easy #3)
acknowledged both of them. Beittel was steeped in Japanese (and
Buddhist) Tradition via his intense study with an Eastern master pottery
teacher from Japan.19 We think it is 'safe' to say, Aoki and Beittel,
respectively, are/were deeply spiritua120 men. Spirituality is not
popular in most of academia-often feared for being anti-intellectual
and populist, at best, and regressive apolitical and childish at worst.
This we all feel and know today as part of academic politics.
It is time to talk to the specter "Art for a New Age"-it's time to

address that "Spirituality is becoming an increasingly significant aspect
of contemporary art education theory" as we pursue a "holistic art
education curricula" (Campbell, 2005, p. 51).21 Beittel, in this pivotal,
spiritual and political article, draws from his 16 years of research in the
drawing lab at Penn State, his 35 years as a potter, and his reading and
philosophizing about the role of art in expanding human consciousness
(p. 42). He attempted a unifying theory/vision for art/ educationhealing the divisiveness in knowledge caused by scientism and
secularism; while, recognizing his vision for art would fall under the
critical knife of a long tradition that art is for art sake, not for raising
consciousness (p. 49). We see his unifying attempts similar to, yet
different from Hausman (1960) who wrote,
The choice is not to be made between the values of agreements or
disagreements; between art and science; between the rational and
poetic. The challenge is one of reaching forth with as much
sensitivity and insight as possible; with the willingness to entertain
diverse interpretations .... (p. 4)
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In comparable light, Lackey's (2003) goal (along the lines of June

King McFee), " ... is to contribute to a conversation about how one might
envision a field of art education in a way that embraces its multifaceted
and sometimes unruly and fractious landscape" (p.10l). Politics,
ideational and/or systemic, are part and parcel of the field of art
education, as in any discipline. From everything we've read from his
writing, Beittel was a major player and a persistence critic promoting
an expanded tolerance between the extremes of knowing-between
the normally inimical partners of "revelation and reason" (Beittel, 1985,
p. 40) in a "fractitious landscape."
It's time to talk to the" specter" -and start by listening.

... call to Being, to return, to the wholeness 'before' and to the neverending thirst for the wholeness 'after' .... our mundane thought goes on
as though such an art, more romantic, more sacred, more human did not
exist .... an art for a new age belongs to a different realm altogether.... not
our usual place and time but rather those of imaginal space and
qualitative time .... We already know this state, then, but only when we
are in it, as creators, lovers, mystics, or simply in that altered state
between waking and sleeping .... that no-boundary state .... of Blake's,
Coleridge's, and Corbin's creative or active imagination, or of Bachelard's
poetic reverie. Our quest, then, begins close to home. It has to do with
finding the extreme center where art is always new and the imagination
is always active .... Artists are natural lightning rods for prophecy and
revelation .... The ego gets in the way.... my reference to angels is really
to the presences felt in the intermediary realm of the creative imagination
[as Rilke said:] .... The angel... is the creature in who that transformation
of the visible into the invisible ... appears completed' .... the poet-artist
when he or she in-dwells that realm; for it is then that we may transcend
ourselves as 'the necessary angel of Earth' .... Art for a new age has to do
with the irreversible movement into chaos that projects our initial Being
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into an ineluctable, unavoidable Becoming .... I close, therefore, on the
side of Becoming, which is where the real secret of the Being of art for a
new age lies hidden, opaque to my prophetic wish .... "of radical
uncertainty" .... Let's hope art for a new age "works," and that art
education arises equal to that new Being born out of the chaos of its own
Becoming. (collage of words from, Beittel, 1985)
Talking. Listening. Speaking. Searching. Being. Hoping. Not
surprising, Pohland (1972), in a collective debate on "participant
observation" in Studies in Art Education, commended the special
contribution of Beittel when he wrote,
At the outset it must be recognized that Beittel has elevated the
discussionfrom a rather mundane methodological discussion to
the more rarified atmosphere of moral philosophy. {p. 27
Moral philosophy? Spiritual politics? Mystification? Prophecy?
Haunting? Non-sense?

The Road Less Traveled
We hear a vision, a manifesto, his spirit working to "heal" a "split"
and create more freedom, answering Wilber's (1981) view that spiritual
politics is fundamentally a calling and response to: "why men and
Women are not free?" (p. 331). In his second last 1997 published article
for a scholarly audience, Beittel reflected on the "Fateful Fork in the
Road: The 1965 Red Book" Conference. This conference, a significant
historical event in art education history (at least in North America),
because it was a rare moment when a discipline is growing and invites
a diverse group of experts for 10 days to challenge each other and
challenge the burgeoning field to avoid a protectionist positioning and
limited model for its future development (Mattil & Beittel, 1966). Beittel
(1997) argued that it was during this 1965 conference tha t art education
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split in two: a road most traveled and a road less traveled. Guess which
one Beittel took? "Since I am known as a lover of mystery and a
champion of alternatives, it will be no surprise that I want to talk about
the road not taken ... " (p. 534). He roughly categorized the two roads
taken in the split:

he fork I took led me from experiment to case study, to the
Drawing Lab, to the world view of Contextualism, to
phenomenology, to hermeneutics, to formative-or participativehermeneutics, to poetic hermeneutics, and finally back to
primordial poetry itself... back to the perennial measure as it arose
from the beginning. (Beittel, 1997, p. 537)
Not surprising, in a mostly condescending tone, Lanier (1977)
labeled Beittel as the archetypal "Magician" "mystic" of art educationtypes (p. 10); while, with a more respectable entry, Gray (1982) puts
Beittel and Eisner in the same line as "Coonskinners" who were able to
appropriate "Redcoats" warrior techniques to defeat the status quo in
art education research and development (p. 40). The status quo, or other
dominant fork taken, which Beittellater left behind, was described by
Beittel (1997) in rather critical language, yet with a consoling
acknowledgement:
... a string of formalisms, externalisms, and professionalisms
which amplified our scope at the sacrifice of depth .... We corrected
minority imbalances, set up a multifaceted model of our
discipline, and in general earned new freedoms congruent with a
coming of age. (p. 537)
Beittel also noted that every path has its limitations, including
his own. He wrote of his search for a "meta-view which would
transcend the two clashing giants" and his interest to get beyond
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"either / or" (e.g., "person-centered and experience-centered" vs.
"discipline-centered" art education and research) (p. 537). And in the
end, reflecting on his life and work he admits the consequences of his
chosen path: "I suppose this makes me spiritually a Gnostic and
politically an anarchist in terms of our field" (p. 537).

Social Vision:
The Politics of Ken Beittel In Art Education
While critical pedagogy can be seen as "wrestling with angels,"
visual culture might be better understood as "searching for
ghosts." As Mirzoeff (2002) contends, visual culture searches
"between the visible and invisible, the material and immaterial,
the palpable and the impalpable, the voice and the phenomenon"
(p. 191) (cited in Tavin, 2003, p. 209)
Most exciting, even contradictory at first sight/cite, is Tavin's
doubling and associating of secular "critical pedagogy" with magical,
mythic, spiritual objects ('spirits') like "angels" and "ghosts." Puzzling,
yet a strategic device, Tavin conjoins easily that which moderns thought
had disappeared. Within a Foucauldian "regime of truth" (Le.,
Modernity) how else can Tavin invoke and probe the political
problematic (haunting) of his sub-narrative in the quotation, whereby
"visual culture" is currently being excluded and fought against by the
dominant hegemony of the art education tradition?
We are not necessarily wholehearted defenders of "visual
culture" and the postmodern poststructural discourses, nor would
Beittel be; but we are also not against its birth rite to exist and challenge
the status quo. Maybe it is not so contradictory or mysterious at all to
bring spiritual forms together with critical social theory traditions today.
Feminist emancipatory adult educator, Tisdell (2000) models for us the
empirical and theoretical importance of looking at human development
and Social change through the combined lenses of feminist, antiracist
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and critical pedagogy with spirituality today. Regarding power relations
based on race, class, and gender, she wrote,
What has been missing from the literature is attention to what
drives this underlying commitment or how spirituality informs
the work of such emancipatory adult educators. This is somewhat
surprising, since almost all who write about education for social
change cite the important influence of the work of educator and
activist Paulo Freire, who was a deeply spiritual man strongly
informed by the liberation theology movement of Latin America
(Freire, 1997) .... Clearly there are both male and female adult
educators and activists teaching for social change who are
motivated to do so partly because of their spiritual commitments.
(p.469)
For Beittel, art, and thus art education, is about social change.
They ought to serve the transcending of the ego and a secular materialist
worldview toward,
... something akin to the sacred. This is our evolutionary need,
individually and collectively. Art serves the evolution of
consciousness because it serves the thirst deep in each soul for
transcendence. The giving of one's art is a tangible symbol that
we have not sold out. (Beittel, 1985, p. 51)
Like Lowenfeld, Beittel followed a prophetic political path22
(Gnostic-anarchist) in art education philosophy bu t he does not, in our
reading, favor only "individualism" as the location of improving our
world, but he does believe it is important to start there-to start with
one's own consciousness (not unlike Freire et al.). His apparent "new
age" spirituality, contrary to popular new age spirituality (the latter he
critiqued and distanced himself from), was deeply grounded in critical
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philosophy, science (new physics), and his own reading of many artists
from the past who held a spiritual-orientation to creation-making. His
own existential-phenomenological inquiry into making art, and
empirical studies of others making art, led to his spiritual views. He
was not a follower of anyone religious tradition and fervently believed
in respecting, integrating and transforming traditions anew. Beittel
knew, like we know ourselves, the resistance there is and will continue
to be, in academia and art education circles to Beittel's spiritual politics
via promoting a social vision of liberation and a notion that "Spirit is
artist"

(a

fa Hegel).23 (hooks (2000) summarized our position in this

regard when she wrote,
Early on in feminist movement conflicts arose in response to those
individual activists who felt the movement should stick to politics
and take no stand on religion. A large number of the women who
had come to radical feminism from traditional socialist politics
were atheist. They saw efforts to return to a vision of sacred
femininity as apolitical and sentimental. This divide did not last
long as more women began to see the link between challenging
patriarchal religion [and "patriarchal paradigms," p. 107] and
lib era tory spirituality.... Truly, there can be no feminist
transformation of our culture without a transformation of our
religious beliefs. (p. 106)
Like hooks, Wexler (2000), from a critical sociological perspective,
has put forth a social theory of the post-postmodern "mystical society"
and thus argued in favor, in our view, of a Beittelian spiritual political
positioning where,
The mystical element is in part an enactment of the fluid,
boundaryless state of self and society that was seen as a mark of
postmodernism .... The mystical state is the opposing alternative

46

Dr. Who?
to the experience of alienation. (p. 2)
The specter of Beittel's (1985) mystical vision and his life's work

"sees us before we see it" and that idealistic futuristic emphasis will
not likely bring Beittel into favor with the majority of realists and
pragmatists in the art education field. Beittel wouldn't want such
ideological positions to be left split and nonintegrated. He continually
wrote, implicitly and explicitly, about the need for "nondualism" (e.g.,
Beittel, 1985, p. 46) as an integrative approach

(0 la Wilber) and

"metaphysical pluralism" (Beittel, 1978, p. 96) to apparently opposing
worldviews and methodologies in art education research and
curriculum.
To close, we leave with more questions than answers. This brief
re-introduction to Beittel and his work maybe new for many readers
and old for others. However, we think we have brought forward a new
and provocative interpretation of the political (criticalist) side of Beittel
and the dynamics of his work and life in the art education field. Perhaps,
his 'ghost' is still there, showing up now and then in citations in the
literature, demanding to be further understood. This article is a first to
claim that Beittel and his overall work has been generally misconstrued
by the disproportionate citing of his early writing, which has left a
'gap' in understanding his later more mature thinking and offerings.
He admitted himself that "In 1974 [21 years after his Ed.D] my influence
was at a popular high point" (Beittel, 2002, p. 7). He retired formal
academic life in 1984,24 earlier than he really wanted to, because
colleagues and administration (at Penn State) "counseled me to end
my days" (Beittel, 2002, p. 9). It would take a book length work to
summarize his art research and philosophical legacy.
The fact of his out of cite/ sight in the art education field, especially
after the 1970s, is not anyone's fault. There is no scapegoat to blame.
We have left readers with several clues to political-power patterns that
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were likely contributory to Beittel's virtual disappearance in the last
few decades. The conditions and discourses of history and politics are
multilayered and complex beyond simple 'bad guys' and 'good guys.'
There is no doubt in our mind that Beittel's own choices of how to
'play the academic/ administrative game' led to his acknowledgement
that,
[beyond walking a "privileged path"] Adverse politics, bitter
struggle, and severe frustration were also mine to endure. When
I espoused a phenomenology of the creative imagination that
operated from within the center of the creating stream of
consciousness, I became a threat to the core beliefs of many of the
established people and institutions holding power. (Beittel &
Beittel, 1991, p. 281)
His tendency to be overly romantic at times has probably limited
his impact on contemporary art education. Dr. 'B's role in the future of
progressive initiatives in art and art education is uncertain. Quality
critiques of his work and spiritual politics are still needed, especially
to challenge his consciousness theories that tend to become "metameta" and slide along a dangerous path " ... of losing our political soul
on the altar of grand theorizing" (Apple, 2000, p. 6). To this day, we
believe Beittel's 'ghost' is open and willing to broach a postmodern
site of transformative engagement for inspiring a 'new age' in the art
education field.
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Notes
If you wish, please send your reflections or anecdotes from doing

1

this puzzle to R. Michael Fisher, #305, 1580 E. 3rd Ave., Vancouver, BC,
Canada V5N 1G9 or e-mail: rmfisher@shaw.ca
2

See Fisher (in press) for a review of educators citing Ken Wilber's

post-post modern critical integral theory.
3

Excerpt from Beittel (1961).

4

Campbell (2005).

5

He cited Wilber's early works in the 1970s-80s. We suggest Wilber

(1998) for a good review of Wilber's integral theory, especially in regard
to bringing science and religion together again, as Beittel was doing in
his own unique way.
6

Excerpt from Beittel & Beittel (1991), p. 296.

7

From Beittel (1973, p. 1).

8

In no way do we imply there is a "real" Ken Beittel to be revived,

romantically, or otherwise. Unfortunately, we never met Ken in person,
so this is all biography, fiction, interpretation, text. 9 She has since
changed

her

name

to

Chrishanti

(see

website

www.healingartsanctuary.com).
10

According to Dr. Mary Stokrocki, a former student of Beittel's,

now art education professor, "New Waves of Research in Art Education"
was dedicated to Beittel, who wrote the Preface, published by The
Seminar of Art Education [2004]. It first came out on floppy disk and
then reprinted as hard copies by Sharon Lapierre, President at the time.
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We tried to publish it again but ran out of money" (personal
communication, May 9, 2005). See R. Clarke & M. Stokrocki (Eds.)
(2004). Waves, Eddies, and Currents in Art Education Research. Minot,
ND: The Seminar for Research in Art Education, National Art Education
Associa tion.
11

This phrase is taken from McLaren et al. (1998, p. 11).

12

"[Lowenfeld] profoundly influenced me" (Beittel, 1982, p. 19).

"It was important that I met Lowenfeld and that he chose me to be on

his staff" (Beittel & Beittel, 1991, p. 238). This "choosing" in such an
informal sense by a Head of a Department in a university is not to
have likely helped Beittel in terms of how people perceived his
"achievement" via a kind of nepotism through personal friendship with
and admiration of Lowenfeld. " ... Lowenfeld [an Austrian art educator
and researcher] served as a visiting professor at Penn State during the
summers of 1945 and 1946 and at the end of the second summer he
was asked to organize and head a Department of Art Education" -from
the 50s onward Penn State's doctoral research was leading-edge as "The
option to base a dissertation on the creation of an artwork was probably
unique within art education at the time" (Wilson, 2001, p. 1).
13

In a college newsletter, Svedlow (2004), former student, now

Dean, reported briefly on the article based upon its 2003 reprinting
and Beittel's death.
14

Note: Even Penn State officials couldn't get it straight whether

Beittel was 81 or 82 yrs. old when he died (compare obituaries:
wWw.artsandarchitecture.psu.edu/news/newletter/fa03/p14.html
and http://live.psu.edu/ story / 4751). He was 81.
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15

Beittel made the distinction more than once he was not using

"new age" in the popular way it is often understood (the latter, without
a critical philosophy).
16

We don't want to unfairly place all the contestation in the art

education field between Beittel and Eisner, for there is textual evidence,
from our research, that Manual Barkan et al. (and any discipline-based
art educators) were also not supportive of the Lowenfeld-Beittel art
philosophy path. Albeit, Ken Beittel won the distinguished Manual
Barkan Award for his 1971 article An Alternative Path for Inquiry in
II

Art Education." As well, Beittel referred to "two clashing giants" as
Lowenfeld and Schaeffer-Simmern were known to be at each others'
throats a few times (see Beittel, 1982, p. 19; Beittel, 1997, p. 537).
17

Beittel (1978, p. 94) was very outspoken of the tendency of a

"Big-Daddy" education through art in curriculum theorizing. This
tendency was closely associated with " ... an insufferable claim for a
field which from time to time (see Eisner, 1973, and Engel, 1978) has
been restrictively defined as a 'technology of instruction' (Beittel, 1982a,
p.20).
18

In Beittel (1982b) he makes an ambiguous reference to one of

the early divides between the Read-Lowenfeld-Beittel camp and
Eisner's preferred (less romantic) direction. He wrote, " ... Eisner (1973)
excused Read (1945) and Lowenfeld (1947) for their prescientific, mythic
inheritance, which operated against their understanding of a scientific
attitude toward art education research" (p. 159).
19

His sensei, master potter, porcelain maker in Arita Tradition

was (the now famous) Manji Inoue. Beittel had already been heavily
influenced indirectly by spiritual potters the likes of Leach, Hamada
and Yanagi (Zurmuehlen, 1991, p. 1).
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20

We are being elusive and provocative for dramatic effect. To

even defend our point is ludicrous without defining "spiritual" first.
Suffice it to say "spiritual" like "religious" has at least a dozen different
meanings in the literature and public discourse (see Wilber, 2005, p.1).
21

See also Hall (2000).

22

The Buber-Lowenfeld-Beittel (Germanic idealist) philosophy

connection, from an historical and sociological perspective, seems
probably a 'blessing and a curse' in terms of how Beittel was perceived
in the field of North American art education early on, and how he is
still perceived by many to this day (see Smith, 1982, 1989). Beittel (1985)
argued "Lowenfeld has been much, and wrongly criticized" (p. 49).
See Irwin (1990-1) for a balanced critique of Lowenfeld's im pa ct. Bei ttel
was also critical of Lowenfeld and published on an overly "egoinvolved" passion at times (Beittel, 1997, p. 537) and overly restrictive
use of typologies (Beittel, 1966, p. 136), and over what constituted
scholarly work for a dissertation (Beittel, 2002, p. 8).
23

Cited in Beittel & Beittel (1991), p. x.

24

Ken and Joan lived just off-campus in a beautiful naturalistic

retreat centre. This was the idyllic "(off-) site" after his retirement, where
he spent most of his time making art, teaching, publishing (in that order)
until his death in August, 2003.
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God, the Taboo Topic of
Art Education

Terry Barrett, Valora Blackson, Vicki Daiello,
Megan Goffos

Introduction
A serendipitous match of this journal's call for imagery "that
lies outside art educators' accepted sphere"-" out of site/ sight/ cite"and a (too) rare discussion among art educators talking about God
within a secular classroom prompts this article. Concepts of God are
generally withheld from the site of public school art classrooms in the
United States; many teachers express wariness and fear of bringing
artists' sights of God into their public school art rooms, although God
and Gods are a frequent subject for artists through time and across
place. Further, the topic of God is rarely cited in art education literature.
Recently, a group of art educators, including the authors, engagingly
addressed concepts of God within a state institution; we wish to
formally cite the topic and place this introductory discussion within
the literature.
Artists around the world have overtly dealt with concepts of
God and topics of religion throughout time. God and religion are topics
that artists continue to explicitly address in their art today. For example,
"ReJewvenation" is a 2005 conference on Jewish Studies that includes
a provoca tive piece on circumcision by Melissa Shiff (2005), Gender Cuts/

The Jew Under the Knife. Our article is informed by an exhibition of new
art called "100 Artists See God," curated by John Baldessari and Meg
Cranston (2004), that is touring the United States.
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Figure 1: Church of the Flying Spaghetti Monster, Touched by His

Noodly Appendage, graphic for free downloading, http:/ /
www.venganza.org/index.htm#Wallpapers. 2006.
Concepts of God are also a topic of explicit interest and expression
in the realm of popular visual culture. Bobby Henderson (2006), for
example, shows his divine vision on his website. Henderson proclaims
his vision of an intelligent God, a flying spaghetti monster that was
revealed to him in a dream. Prayers on the site end with "ramen" rather
than "amen." Sarah Boxer (2005) explains in The New York Times that
Henderson asserts his newfound faith in response to President Bush
and Senator Bill Frist who are promoting the teaching of "intelligent
design" as a scientific theory of the formation of the universe.
The concept of God is unavoidably rooted in the production of
culture and holds significant discursive sway in the shaping of the social
subject. The purpose of this article is to open dialogue about hotly
contested concepts of God that are ignored or avoided in art education,
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even though God or the absence of one is a central concern in life, across
cultures and through time. This article is limited to the responses of 12
college students and their art education professor, exploring important
but contested topics, concerning their individual constructions of God.
The art teachers in our study group confirmed that many art
teachers in the United States are reluctant to teach about any art or
issues generated by art that involve God and religion; they are even
more reluctant to teach atheistic and antitheistic content and antireligious attitudes for fear that they will be breaching barriers between
church and state, and a concomitant fear that angrily objecting parents
will call principals. However, much of the art of the world is based in
and motivated by various beliefs and disbeliefs in divinities, expressed
most commonly in religious discourse generated by Buddhism,
Christianity, Hinduism, Islam, Judaism, and all their variations, and
lesser examined tribal beliefs of many peoples throughout the world.
Art educators are not alone in avoiding the topic of God. The
scientific community also grapples with the same discomfort: Francis
Collins (in Dean, 2005), Director of the National Genome Research
Institute, acknowledges that belief in God "should not be a taboo
subject, but frankly it often is in scientific circles." Nevertheless,
conceptions of God expressed in and through art should be brought
into discussion.

God in Recent Education Literature
Some art educators (e.g., Klein 2000, 2000a, 2005; Campbell 2005)
address topics of "spirituality" but not concepts God. Sheri Klein who
publishes and presents on the topic of spirituality says, "I have written
about body, soul, spirit, spirituality, death and art education-but not
about G-d!" (personal correspondence, 2005).
Philosophers Edith Wyschogrod and John Caputo (1998) claim
there is recent desire for God and new interest in religion linked to
philosophical questions associated with postmodernity, but they
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acknowledge the difficulty of talking about God in academic circles.
They claim that some American postmodern writers, even those whose
work is considered avant-garde, remain deeply resistant to
reconsidering modernist beliefs about religion.
William Pinar, William Reynolds, Patrick Slattery, and Peter
Taubman (2002), however, explain that the history of American
education is intimately linked with movements and controversies about
religion. Since the colonial period there has been a keen curricular
interest in religious matters but traditional curriculum theory has
tended to ignore the tensions and dilemmas effected by the intersections
of personal religious beliefs with public education's goals and
restrictions. Pinar and colleagues are moving toward a reconceptualized
understanding of curriculum that is "hermeneutical in its
acknowledgement of its political theological and spiritual dimensions"
(p.637).
According to David Jardine (1992), hermeneutic inquiry is
generative, accepting that there is "always something left to say with
all the difficulty, risk, and ambiguity that such generativity entails" (p.
119). A hermeneutical approach to theist and antitheist ideas in the arts
would initiate and sustain dialogue with the goal of establishing deeper
understandings and insights through interpretive processes.
Nel Noddings (1993), noted for her work in feminist ethics and
moral education, argues that religion should be taught as part of our
cultural heritage. In Educating for Intelligent Belief or Unbelief, she
advocates an education that, instead of avoiding the topic of religion,
would engage in issues of faith by examining the historical and
philosophical perspectives that shape personal and communal belief
systems, positing,
if one is going to be a believer, one ought to be an intelligent
believer. We ought to know what it is we've accepted, and, if
possible, why we've accepted it. And ditto for unbelief... Tt is a
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rather poor life that never asks the questions, "How should we
live? Is there a meaning to life? Why is there something rather
than nothing?" (in Halford, 1988/1999, para. 5)
"God, the taboo topic," surfaces in various forms in recent

discourses of postmodemity. Cogent connections are God and desire,
God as other, God and the imaginary and symbolic aspects of culture,
religion as a form of cultural theory, and religion and secularism as
genealogy. Mieke Bal (2001) places the study of religion squarely within
cultural theory as "postmodern theology," arguing that present day
culture in the West cannot be understood without theology:
"Postmodern theology is the study of this presence of the past within
the present" (p. 4). She recommends that contemporary theology be a
cultural discipline, and that the study of religion be a branch of cultural
analysis whose boundaries with other cultural disciplines be porous
and provisional. No privilege should be granted to any particular
religious tradition or any cultural structure such as religion (p. 5.)
Genealogies of religion and secularism would show the place of
religions in the master discourses of modernity. Bal points to Michel
Foucault's (1973, 1979, 1980) genealogies of rationality, punishment,
and sexuality as important mechanisms in the exposure of master
discourses of modernity, asserting that "if religion (as much as madness
or sexuality) is to be understood not as a fixed or natural essence but as
constructed, and with a genealogy, and interwoven in all the master
discourses of modernity, then the urgency of reexamining it can hardly
be overstated" (p. 283).

Students Envision God in Words
Twelve national and international students participated in an
intensely scheduled one-week graduate-level topics course "Teaching
for Meaning" at Ohio State University. The class met for five hours
daily; students finished some projects after the week and shared them

Barrett et al. 63
with the group bye-mail, and all participants granted permission to
have their writings from the course published.
On the third morning of the week, Barrett assigned a brief writing
task to be done then in class: "Pre-write: How would you artistically
represent God? You can be theist, atheist, antitheist, or agnostic to do
this, a believer or non-believer, and of any or no religious persuasion."
This assignment was to be followed by one that would be submitted
later in the term, after the one-week course meeting had ended: "Finalwrite: Select anyone work of publicly accessible art (not a piece that
you have made), supply a reproduction of it, and explain in an essay
how (why, to what effect) you see God in it. You can be theist, atheist,
antitheist, or agnostic to do this, a believer or non-believer, and of any
or no religious persuasion. (2-page minimum with reproduction.)"
Barrett introduced the pre-write assignment by explaining that
there was a traveling exhibition of contemporary art called "100 Artists
See God," and that the class would look at the artists' works, but first
would quietly, individually, and spontaneously write about how they
would envision God in one of their art works, were they to make one.
There was initial resistance to the request, expressed by silent stares,
frowns, and an awkward silence. One student objected: "But what if
we can't envision God?" "That's fine, go ahead and say so and tell us
why," Barrett replied, and then he left the room. Students eventually
began and wrote for about 20 minutes. Despite the challenge of
responding to the request to express their visions of God, all of the
course participants did write something; Barrett asked for volunteers
to read what they had written, and one by one, many did, while some
declined. Following are examples of the writings.
Minha Lee, a female Korean doctoral student of arts policy,
recalled frightening memories of her first experiences with Buddhist
imagery when her parents brought her to a temple when she was seven-
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years-old. She remembered the front gate with "huge statues of the
four heavenly guardians of Buddhism with grotesque faces and
threatening weapons stepping on humans. I was nearly crying because
the statues were really scary. They were looking like monsters
continuously running after me in my bad dreams."
Eleonora Redaelli, an Italian doctoral student studying arts policy,
wrote the following:

God is a thought and a non-thought .. .God is just an idea. It is a human
invention, a strong desire that can be incredibly fascinating. It is
a thought that comes from the deepest insight of our minds.
Simultaneously, God is a non-thought, something too vast to be
possibly thought by the limited human being. God cannot be a
thought, it is existence itself, something much more concrete and
substantial than thoughts.
Melissa Hayes, a European American photography student,
wrote: "I was raised in the Catholic Church, but only believe or pray
whenever I step onto an airplane. It's easy to change your beliefs in a
moment or time of fear. My representation of God would be a
manipulated photographic image of an old man with a long white beard
made out of clouds, holding the airplane. It's for the duration of the
flight that I believe in God and heaven."

Ivy Chevers, an African American female doctoral student who
has spent many years living and teaching in Jamaica, wrote this:
The ways in which I see God sometimes appear contradictory to
the religion I claim membership to [the Ethiopian Orthodox
Church]. Perhaps this is where my spirituality steps in and I see
God in all, as male and female, God and Goddess, earth, wind,
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fire, water, love and kindness. I see God in the human faces of
those who seek peace, justice, and happiness. I see God in my
children's faces. I see God in smiling babies and pictures of
starving children that I do not know. I see God in nature, rivers,
rocks, flowers, trees, and all creatures big and small. I see, hear,
smell, and feel God in all creation. I see and taste God in the meals
that I eat each day.
Sometimes the God I see is vengeful. At other times that same
God is forgiving. I saw God in Jamaica on the faces of Rasta men
and women who gather and light huge fires chanting, "fire burns
all oppressors black and white." I was struck with terror when I
saw God on September 11, 2001 and now I see God in the faces
and tears of mothers, wives, fathers and other relatives whose
loved ones fight and die in war.
Jennifer Brewer, a European American art teacher working on
her master's degree in art education, who also works voluntarily with
disadvantaged people in Columbus, wrote the following:
When I think of God my mind goes to the homeless camps I have
been visiting for the past couple of years. I think of holidays spent
with these friends I love so dearly. I think of Sunday afternoons
playing cards at the shelter or Saturday nights spent in the woods
or under bridges, when we are welcomed into their homes. My
mind goes to the apartments my friends live in, where people are
continually knocking on their doors asking for or selling drugs. I
remember an evening taking care of a woman overdosing on
heroin. In the faces of all of my friends and in my experiences
with them I see God as he truly is. He is forgiving, he is loving, he
is compassionate, he never judges, he encourages, he weeps to
see his children in pain.
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Valora Blackson, an African American doctoral student in

women's studies, chose to explain a predominant personal vision of
God in the form of Jesus with which she grew up. The following is a
condensation of Valora's longer essay.
My memories of childhood are riddled with recollections of a
compassionate but stern Jesus that rested rather uneasily in the
deep recesses of my adolescent psyche. I attribute these memories
to an unhealthy obsession with the rather crude picture of Jesus
that hung from an otherwise nondescript wall above the stairwell
in the housing project unit where my family resided.
The object of my psychological fixation was a Caucasian, blond
haired, blue-eyed Jesus in full bodily form with arms outstretched
as if ready to draw me into the celestial gates of his unremitting
paradise. But even as I was taught to love and revere Jesus, I was
also taught to fear him. As innocuous as his face appeared, I could
not gaze at his image without invoking considerable
psychosomatic anxiety.
This anxiety, which came to characterize so much of my youth,
resulted from the sobering realization that Jesus was inherently
"good" precisely because I was inherently ''bad.'' His divinity
was dependent upon my carnality and could only remain intact
if I agreed to masquerade as fundamentally sinful. The innocent
thoughts of my adolescence became overdetermined with the
weighty burden of guilt and shame and fearing that at any
moment I might die without being forgiven for my offense, I
developed a strong aversion to death.
This visual object became an instrument of power that masked
reality as I knew it. This aestheticized Jesus was intended to
symbolize and signify "salvation" but in my impressionable
young mind, it signified consternation and dread instead. By far,
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the most critical consequence of my early exposure to religiosity
has been the disavowal of my own personal sense of agency.
Another upsetting observation regarding my early experience
with religion was that it masked stark realities of class struggle and
oppression. I was taught that riches would be mine in the afterlife,
while all around me in this life was perpetual longing and despair. For
many of the world's poor, religion remains the only glimmer of hope
for a better life. But I am highly suspicious of a life that can only be
lived to the fullest upon the fact of death.

1/100 Artists See God"
After we heard these written depictions of God, Barrett presented
a slide show of artworks, accompanied by artist statements, that he
selected from the exhibition catalogue (Baldessari & Cranston, 2004).
The selection begins to exemplify the diversity of responses to concepts
of God that we hope to engender in educational discourse.
Artist Rebecca Horn represented herself by a nonobjective double
exposed photograph with overpainting, accompanied by this statement:
"What can I say about God? He's everywhere, in such a special
frequency that our world can hardly recognize him. We just have to
train a bit more" (p. 96).
Jorge Pardo exhibited a non-objective sculpted table-like form of
brightly stained plywood, with many irregular angles, asymmetrically
balanced on a small point. His statement is, "If you're looking for God,
it's also probably better to search in the asymmetrical,

in~the

unstable

than in the stable. If it is to be noticed at all, any good manifestation
will be unexpected and unbalanced" (p. 32).
Jeremy Gilbert-Rolfe, and art critic and artist, exhibited a
nonobjective painting on paper, along with the statement:
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It seems to me that seeing God would have to be a complex rather

than simple experience, ranging from the somber to the opposite,
and consisting of more than one kind-hypothetically, all kindsof movement. I also think that doubting simplicity is especially
germane today, a period of rampant fundamentalism ... Religious
fundamentalists seem to be exclusively concerned with telling
people what they can't do. (p. 55)

Figure 2: © Scott Greiger, Beware of God, acrylic on canvas (white
text on red background) in artist's frame, 17by 21 inches, 1996. Courtesy
of the artist.
Many of the artists in the "See God" exhibition assume cautious
if not negative stances toward notions of God. Scott Greiger thinks there

might be a wrathful God. Catherine Opie's piece expresses resistance
to a social use of God. She exhibited a photograph titled They See God,

I See Hate (1984), which shows Christians at a rally, with signs
condemning homosexuals. Opie wrote,
In high school I had a crush on this beautiful woman named Cere,
I would go to church with her and listen to her love of god and
think, But I just love you. Years passed and I became a queer
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activist, coming out in San Francisco at the beginning of the AIDS
epidemic. I saw people who loved god and hated us, and I
continue to see people who love god and hate us twenty years
later. My faith is in myself and my family, making art, trying every
day to talk about what is important, funny, and interesting (p.
68).

Nicole Eisenman made a watercolor painting in 2002 showing
three gods lounging on a cloud while throwing small sharp metal
weapons at three humans below on the ground. Her statement was: "I
am Jewish but spiritually a pagan, with some Buddhist and Quaker
thrown in. I also find myself relating to God the way the Greeks did, as
a committee of intriguing authority figures floating around in space
handing out gifts to us humans and alternatively wreaking havoc in
our lives for no real reason" (p. 76).
Eleanor Antin constructed a fictional tableau from a larger work
titled The Last Days of Pompeii (2002). The color photograph depicts
people, some alive and some dead, including a mother in ancient Roman
garb amidst destroyed pillars and rubble, clutching a baby.

In our chaotic and destructive world, the problem of trying to
imagine an omnipotent, omniscient, and benevolent power that
can be called God seems an amazing feat of mind that I'm not
sure I'm up to. Shall we know Him by His acts? The Last Days of

Pompeii looks at a typically arbitrary event that one beautiful
sunny morning in August slaughtered grandmothers and
children, singers and slaves, vandals and villains, pimps and
procuresses, and suggests a causal force that is either an absentee
landlord, a demonic trickster, a psychotic, or an Alzheimer case.
(p.96)
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Tony Oursler constructed a head shape of stuffed white cloth and

long grey hair and supported it with a broomstick. On the face he
projected a DVD of a talking face. He titled the piece DOGOD, 2002.
This God is an old white man who lives in the sky and has
something to do with growing up Catholic. His growth is stunted
because I have not developed him in any essential way since I
was young. His appearances are unusual, as he rarely addresses
his flock openly. Of course he knows everything but won't tell,
for reasons that are obscure, yet this is essential to the relationship
we have to him ... He is also cruel, randomly dispensing disease,
violence, and poverty. He is always mysterious, and it is up to
the viewer to understand his motivations. (p. 124)
Kim Schoenstadt exhibited two black and white photographs of
her freckled bare legs. She wrote, "I will have a new freckle tattooed
onto my body. The shape of my new freckle will be the shape of Lake
N agawicka, the second of the three bodies of water I have lived on. We
will see if g-d notices. We will see if this addition prevents me from
being buried in the Jewish cemetery where the rest of my family are"
(p.122).

Students Find God in Works of Art
As a term-long take-home assignment, students looked for
visions of their concepts of God in artworks and sent e-mails of their
findings to the whole class. Several in the course identified God with
images of nature. Ali Payton, a European American female art teacher
working on an MA in art education, found God in a Minor White
infrared photograph made in 1955 of glowing poplar trees along a road
and receding to a vanishing point on the horizon. Ali wrote: "I see God
and Godliness not as a person to be worshipped or used to judge other
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people's actions. I see God as a feeling. It is a feeling of gratefulness for
my life and all of the beautiful people which surround me."
Lori Whitlach, a European American art teacher working on a
master's degree in art education, selected a generic color photograph
of a dramatic sunset she found on the WWW and wrote,
When I look at this photograph of a sunset I feel God. My vision
of God has changed since childhood .. .! refuse to believe that my
dad will go to hell because he committed suicide. I can't believe
that Muslims will perish because they don't believe in God. I can't
believe that Jews will perish because they do not believe that Jesus
was the Messiah.
Megan Goffos, a European American master's student of arts
policy selected a representational digital image of colorful fall foliage.
The image encapsulated an earlier experience for Megan:
This is a brief description of an actual encounter I had with a
power greater than myself. There is sun streaming through the
clouds, its bright rays visible against the blue of the sky. This
celestial light shimmers against the golden leaves showering from
a tree, dancing in the breeze. As the glittering leaves settle to the
green earth, my breath is taken away. In this quiet moment, I
have been with God.
Minha selected a mixed media sculptural installation, The Sound

of Landscape (1991) by Keun Byung Yook. In this installation, a TV
monitor showing a slowly blinking eye is embedded near the top of a
tall pile of dirt. Minha wrote, "To me, God exists everywhere, watches
and controls human beings. However, the eye does not seem to have
an autocratic power; rather, it has a power that addresses the peaceful
coexistence of God and human beings."
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Woong Jo Chang, a male South Korean doctoral student studying

arts policy, selected a large oil painting by Eric Fischl, Sleep Walker (1979),
a realist depiction of a teenage boy standing in a wading pool at night
while masturbating. Woong Jo wrote,
I could see myself in this boy since I also always feel guilty when
I masturbate. The problem is that there is always God with me.
God is everywhere and there's nowhere I can do this without
being caught by God. When I prepare to masturbate, I always
take the cross and the Saint Maria statue from my room to another
room and turn off the light. Therefore, whenever I masturbate,
the incongruous feelings overwhelm me as my physical body feels
so good but my mental mind feels so guilty.
While looking for God, Shari Savage, a Scandinavian American
completing her master's thesis, found a man referred to as Christ rather
than God in Dead Christ by Rosso Fiorentino, 1524. She wrote, "I was
raised without much religious training, indeed, very little." In her art
history classes, her lack of biblical knowledge leaves her "without a
context with which to view much of the Christian-based themes woven
throughout the Renaissance tapestry of storytelling. But I do respond.
I do feel." When looking at paintings of the passion of Christ, she sees
expressions of sorrow, disbelief, and unrelenting grief. These are
human emotions that anyone can empathize with, but in this case
they hold more meaning for those who have faith and love Christ.
I don't have either of those things. What I do find is a different
kind of passion, a strange reaction to all of this imagery, and the
only word I can use to describe it is "longing." Most of the
depictions of Christ are rendered with great attention to his body.
Michelangelo had the male form down like no other artist and
his versions of Christ were beautiful to behold. These perfect
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embodiments of Christ mean something different to the devout;
to me he's just "hot." Blasphemy, I know, but true nonetheless.
Rosso Fiorentino's Dead Christ (1524) is the most lovely I've seen
thus far. This Christ seems alive, his muscled abdomen and corded
thighs speak of romance prose or poetry, instead of death. Mine
is not a passive viewing. Passion. Longing. His body cradled by
angels, centrally fixed in the composition, and yet presented in
an evocative manner. The image resonates with feminine grace
and masculine power in one perfect embodiment. No halo, no
stigmata-simply a man. A beautiful man.
Valora opened her essay with the thought "The idea of God is a
difficult concept to define, let alone apply to art. Although I reject theism
outright, I struggle with whether I believe some other sort of
metaphysical configuration exists. Despite my disbelief in a theistic
God, I am no stranger to the many representations, both literary and
visual, that exist in the Judeo-Christian imagination, typically in
representations of Jesus." Valora then provided a new reading of Dark

and Handsome, a painting of a black male circumscribed with a halo
motif, made by Kerry James Marshall in 1993, himself an African
American artist. Although the image may be antithetical to conventional
iconography of Christ, she found the image ripe for theological
reflection. After a careful visual analysis of the work, Valora concluded,
Being dark and handsome is a contradiction in the real world for
if dark skin is perceived in a pejorative manner (and arguably it
is), then it cannot also be handsome. The title appears to reflect
that this is what the subject strives for but yet, various signs and
symbols point to a reality where dark as handsome can only be
illusory-or difficult to achieve at best. The subject perceives with
acute clarity but when he looks out onto the world, all it projects
back is his blackness. The perception associated with his
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demonized blackness overwhelms him and threatens his very
existence. The suffering motif is easily recognizable; but equally
as apparent is the continued struggle for the recognition of black
male subjectivity.

The Students' Difficulty with Discussing God
As a closure activity toward the end of the week, participants
discussed and some later wrote e-mails about why they found the topic
of God difficult to discuss in our art education setting. Chad, a European
American MFA painting student, wrote,
Usually when we discuss God and religion or spirituality we are
in predictable company. Furthermore, we are usually with
company that shares similar beliefs .. .It would be refreshing to
be given the chance to completely disagree with someone on the
topic of God, perhaps even into a heated debate, and then leave
the debate, or the class and go have lunch and find out we both
get the same thing to eat or we both have the same guitar or we
both have moments of self-doubt that reveal we are a lot more
alike than we are different.
Eleonora wrote, "I feel a strong resistance to talk about personal
ideas and feelings in the classroom. My tradition [in Italy] connects
school to knowledge delivered by scholars and does not give space for
sharing personal experiences. So, even though I am intellectually
understanding and learning the value of this inquiry in the classroom,
the sense of resistance is still overwhelming."
Jennifer wrote, "I know that most people have strong opinions
on this topic. Expressing my own opinion would risk offending
someone. I love to talk about the topic one on one, but sometimes I feel
attacked when talking about my faith to a large group of people."
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Megan recalled an earlier formative experience. When asked her
thoughts about God in a religion class, Megan presented unorthodox
views and "was met with absolutely blank stares or worse, grimaces
of disbelief ... I was instantly 'the weird one' and I regretted sharing
my deepest beliefs with these people who obviously did not care about
them." She still finds it risky to speak of her personal beliefs, "for fear
that others will ridicule my ideas and attempt to impose their own
beliefs upon me."
Melissa explained, "I discuss God with friends, but it's because
we've developed a good and long relationship. It's hard to know people
for a few days and then talk about God."
Barrett, an Irish American male and professor of the course,
wrote:
I am very reluctant to reveal to students, especially the
undergraduates, my conflicted notions about God and churches.
Often my stances on notions of God are anti-theist; usually my
stances on religions are angrily contrary to religions. I believe
one of Jenny Holzer's Truisms to be true: RELIGION CAUSES AS
MANY PROBLEMS AS IT SOLVES. I am fearful that if I reveal

my beliefs, some or many of my students will no longer listen to

anything I have to say, and I believe that I have some valuable
ideas that I would like them to hear.
Vicki Daiello, an Italian American doctoral student in art
education, expressed her difficulties with the challenge of envisioning
God in the essay below. Vicki's writing resonates with postmodernist
sentiments cited earlier in this article, and articulates difficulties some
of us experienced when asked to write about God.
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God in Three Acts
Act I: Refusal
I approach the question of how to artistically represent God in an
incremental acquiescence commencing with the belief that it is
impossible. The question is impossible; representation is impossible. I
will not, cannot, represent God in art. But I am human. My desire to
express and my desire to be heard break down my resistance.
Incremental acquiescence asserts my place in the clockworks, is a
marker of time, within time, divides my labors and failures in the face
of the unsayable, the unknowable, that which lingers just beyond the
reach. Marginalia inspires desire.
If I proceed with the belief that God can be represented in art,

then I fall into, die of, my limitations. But I am human. My desire to
express and my desire to be heard break down my resistance.

Act II: Acquiescence
Being human, I acquiesce further, longing for the tangible and
the concrete, but desiring the infinite, the unknowable, while the
inhalation, the exhalation, and the spaces between only establish and
execute my coordinates of absence. Circling the margins. I speak God,
yet God is a marginalized discourse. God is exiled from conversation.
How will I see God in art if I cannot speak God? How do I articulate
desire to be at the margins, still inside, but out of self far enough to
grasp the perspective of a feeling that eclipses the self? This desire
begins to break down as quickly as I attempt to grasp it with words,
with imagery. The sublime is my erasure.
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Act III: The Question
To make peace with the refusal, the impossibility of representation,
I settle on the belief that representation of God is a time-based workthe work of desire. God is a question that cannot be answered whole,
but in increments-small movements, even refusals, that hide the
wounds of desire, distract from the enormity of absence, and dull
perception of the limits of language. The failure of representation. I am
but a space between representations, between repetition of
representations.

Reflections on Examining 'God'
Fears quickly arose within our classroom when the topic of God
was introduced. Participants expressed non-verbal surprised, dubious,
resistant, and uncomfortable facial expressions and body postures, and
then some articulated resistance to being asked to write about their
own visions or lack thereof of God. Once they had privately written
about their conceptions or visions, most were then hesitant to make
them public to our small group. During ensuing discussions the art
teachers in our group were very explicit about political fears they
associated with discussing God and religion in their classrooms, even
though they are very aware of the tremendous amount of art history
that revolves around God and Gods. They simply choose to avoid such
art for fear of imagined reprisals from parents or administrators. All of
us were unsure about the legality of discussing God in public schools
in the United States (this topic is addressed below).
Tensions eased throughout the duration of days on the topic.
Immediately following the in-class, spontaneous writing about the
participants' visions of God, after the first student reluctantly read her
personal vision of God, a second volunteered, and then more, but not
all. Over the next two days, those who had not read volunteered to
read with a new confidence and enthusiasm.
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Upon reflection of their initial anxieties, some expressed fear of

rejection by others based on assumed theological differences and past
painful experiences of outright disapproval for their views that were
alternate to the mainstream. Hesitation to reveal was felt by both
religious believers and those hostile to religion. Some thought the topic
just "too private" for an educational setting. After seeing many of the
works of "100 Artists" the participants seemed less reticent to talk about
the topic. We surmise that our comfort level rose when individuals
had heard or seen versions of God close to their own, and felt less
isolated in their beliefs and more confident to reveal their thoughts.
It became clear to us that individuals were holding important

distinctions about God and manifestations of a God expressed through
various religions or by various believers active in society. One or two
did not believe in the existence of a God in any traditional sense. Some
were accepting of a God but not of organized religion. Some
distinguished between a personal God and a mysterious and
impersonal supreme power. Others accepted God and their religion's
interpretation of that God. Some expressed anti theism in the sense that
they thought God to be a human construct upon which repressive and
detrimental social practices were devised and maintained.
We became well aware of the power of diversity for furthering
and deepening such discussions. We knew we were privileged to have
believers and skeptics, and persons from different cultural and religious
traditions in the class including Buddhist, Native American, Protestant,
Catholic, and humanist. The variety of theistic and antitheistic
representations of God by the "100 Artists" further diversified beliefs
and attitudes for us to consider.
Through discussion and reflection many of us, perhaps all, want
it to be the case that students and teachers openly explore diverse
concepts of God through imagery made by artists through time and
across cultures. Particularly challenging, however, remains how to
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introduce antitheistic thoughts and sentiments in settings where
majority populations are theist, and some aggressively so. Our
communal educational desires are best expressed by Nel Noddings as
quoted earlier in this article: "If one is going to be a believer, one ought
to be an intelligent believer ... and ditto for unbelief" (in Halford, 1988/
1999, para. 5).

God, Public Schools, and the Law
In our understanding, everything we did in class and outside of
class surrounding "100 Artists See God" would be protected under
law in the nation's public schools. Decisions about such matters rest
on understandings of the First Amendment of the Constitution of the
United States. In relation to the separation of church and state, the First
Amendment declares, "Congress shall make no law respecting an
establishment of religion, or prohibiting the free exercise thereof; or
abridging the freedom of speech ... " (U.S. Constitution, Amend. 0.
These clauses, known as the Establishment Clause, Free Exercise Clause,
and Free Speech clause, draw a line between the government and
private citizens with respect to religion. According to The United States
Department of Education (2003), in "Guidance on Constitutionally
Protected Prayer in Public Elementary and Secondary Schools," there
is "a crucial difference between government speech endorsing religion,
which the Establishment Clause forbids, and private speech endorsing
religion, which the Free Speech and Free Exercise Clauses protect" (para
11).
More explicitly and pertinently, in the 1963 case School Dist. of

Abington Twp. v. Schempp, the Supreme Court held that "the study of
the Bible or of religion, When presented objectively as part of a secular
program of education (e.g., in history or literature classes), is consistent
with the First Amendment" (United States Department of Education,
2003). Richard Riley (2003), former U.S. Secretary of Education, in
"Religious Expression in Public Schools" wrote:

80

God

Public schools may not provide religious instruction, but they
may teach about religion, including the Bible or other scripture:
the history of religion, comparative religion, the Bible (or other
scripture)-as-literature, and the role of religion in the history of
the United States and other countries all are permissible public
school subjects. Similarly, it is permissible to consider religious
influences on art, music, literature, and social studies. (para 7)
Thus, teachers can bring religion into the curriculum, so long as
they maintain a secular and objective stance. The Freedom Forum
clarifies this idea in A Teacher's Guide to Religion in the Public Schools
(First Amendment Center, 1999):
Classroom discussions concerning religion must be conducted in
an environment that is free of advocacy on the part of the teacher.
Students may, of course, express their own religious views, as
long as such expression is germane to the discussion. But publicschool teachers are required by the First Amendment to teach
about religion fairly and objectively, neither promoting nor
denigrating religion in general or specific religious groups in
particular (p. 5) .
.. .it might well be said that one's education is not complete
without a study of comparative religion or the history of religion
and its relationship to the advancement of civilization (pp. 3-4) .
.. .Study about religion is also important if students are to value
religious liberty, the first freedom guaranteed in the Bill of Rights.
Moreover, knowledge of the roles of religion in the past and
present promotes cross-cultural understanding essential to
democracy and world peace (p. 4).
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In our summary understanding of educational policy, the following
serve as guidelines:
• A school's approach to religion ought to be academic, not

devotional.
• A school may strive for students' awareness of religions, but
ought not press for students' acceptance of any religion.
• A school may sponsor study about religion, not the practice of
religion.
• A school may expose students to a diversity of religious views,
but may not impose any particular view.
• Schools may educate about all religions; they may not promote
or denigrate religion.
• A school may inform students about various beliefs; it should
not try to conform students to any particular belief (First
Amendment Center, 1999, p. 5).

Implications
Because religions playa significant role in history and society,
and because religious beliefs are often embedded in works of art, study
about the religious content of art is essential to understanding the nation
and the world, now and in the past and future. When teachers teach
religion-based art but omit the beliefs that give meaning to that art,
then they are reducing that art to its stylistic, formalist characteristics,
robbing it of its cultural meanings and its reasons for being. Failure to
understand even the basic symbols, practices, and concepts of various
religions, or failure to understand others' objections to those religions
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makes much of history, literature, art, and contemporary life
unintelligible.
When occasions to discuss God-related topics arise in schools,
some students self-censor their thoughts and beliefs or disbeliefs for
fear of ridicule from classmates or teachers. Teachers should create
psychologically safe environments to encourage students to become
more comfortable with sharing personal revelations. Students may be
reluctant to reveal beliefs that could be misunderstood because of
cultural differences.
Creating classroom environments safe for open conversations can
be established by following some discussion guidelines: one person
should speak at a time; listeners should listen and refrain from
interrupting a speaker; time should be allowed for reflection before
responses; speakers should refrain from delivering speeches; and
perhaps most importantly, speakers should not proselytize or attempt
to convert others to their positions.
In a psychologically comfortable environment, when people

openly and honestly share thoughts based on their personal responses
to works of art, there can be many benefits for the speaking individual
and the listening group. The speaker can gain self-knowledge by
examining and articulating aloud his or her insights and beliefs. She or
he can also gain a new sense of agency by exercising courage in a social
setting and by being acknowledged with respect from listeners. Those
in the listening group can gain new insights into a work of art through
the words of another. They can also learn about the speaker and his or
her way of viewing art and the world. They can compare their own
beliefs to those they hear, gaining self-knowledge in the comparison.
When speaker and listener differ respectfully and kindly, a tolerance
and appreciation of difference and multiple points of view are a possible
and very desirable outcome. These benefits can be multiplied when
the sharing group is diverse in its beliefs.
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Voices of Women:
Telling the Truth Through Art
Making

Alice C. Pennisi

"We must begin to tell the truth, in groups, to one another."
(Carolyn Heilbrun, 1988)

Joining the Circle
On Wednesdays, when the last period of the school day is finished,
the students trickle out of room 412 of Burnham High SchooF and the
young women enter who have been waiting outside. They immediately
push all the desks to the side or back walls, leaving a large open space.
Then each carries a chair toward the front of the room, creating a circle.
Someone closes the door, and they begin to talk with one another. Thus
begins a weekly meeting of Voices of Women (VOW), a group
comprised mainly of high school girls who create collaborative artwork
based on their personal experiences and concerns with how society
treats young women.
Voices of Women (VOW) was a high school based young women's
art group2 founded by Karen, an English teacher who was concerned
with the treatment of female students at her school, as they made up
only 24% of the student population. When a girl in one of her classes
was physically attacked within the school, Karen invited female
students to start a discussion group. In this way she hoped to provide
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a safe place to discuss issues salient to their lives, as well as to create a
supportive community for female students.
After two years, VOW decided to make art to voice to others the
concerns and ideas that they discussed. Their first collaborative work,

Listen (Figure 1), was a wall installation dealing with their experiences
with and responses to sexual harassment. The 3' by 5' piece incorporates
their own hands cast in plaster, reaching out to beckon or grab at the
viewer. The background is covered with text: catcalls, descriptions of
being looked at and touched, and ruminations on wanting to be heard.
The viewer is forced to realize that the "hostile hallways" (AAUW,
1993) many young women experience are not only in schools, but also
in the streets, buses, stores, and the media. As the artwork highlighted
a harassment problem in the school, their principal was reluctant to
exhibit it in the school's gallery. It was finally exhibited when the group
asked for and received permission from an administrative superior.

Figure 1 Listen
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My connection to VOW began when I learned about the Listen
piece. As an artist and art educator, I have been interested in ways to
encourage young people to use art as a means to engage with social
issues they find important. I have also been interested in ways
adolescents make art without adult initiations. I wanted to understand
the process VOW used to create their work, and so Karen invited me to
a meeting. After describing my background to the group, I asked to be
able to study VOW's process, explaining what I thought that would
entail. The members made it clear that in order to do this I would need
to become one of them. I could not be outside the circle as only an
observer; I needed to participate. In order to know them, they needed
to know me. This was how I became a member of VOW. Through
observations, interviews, and participating as a member, I became
friends with the young women of VOW and documented how, when
given the space, time and mentoring, these adolescent girls, through
discussion and art making, grappled with personal and social
dilemmas.
My joining VOW coincided with the group's involvement with
an art education program for secondary school students at a major local
museum3 • For approximately four months VOW worked to create an
installation based on their response to Fred Tomaselli's Gravity's Rainbow

(Large), an art piece we viewed at a satellite gallery of the museum.
The work VOW created came to be known as Fathers (Figure 2, next
page), a deceptively cheerful looking floor installation, which tells the
hidden stories involving members' fathers and father figures (Figure
3, detail, next page).
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Figure 2 Fathers

Figure 3 Fathers, detail
I immediately learned that the core of VOW was the circle, and
that the foundation of VOW meetings was listening, telling, and sharing.
After creating the circle, everybody would sit down and the meeting
would begin. If someone entered later, the circle was enlarged; nobody
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sat outside the circle. If someone left, her chair was removed and the
circle was closed. Then, what we called the Go-Around would begin.
Sometimes Karen would start, sometimes another member, but, going
around the circle, each member would relate what she wished, usually
beginning with the previous week's experiences. Members spoke only
when they wanted to. There was no pushing to do so, though everybody
usually participated. As Shari explained, "In the circle, we listen and
condone."
There was a feeling of closeness, care and, more noticeably, relief
during the Go-Around. Veronica, a rather quiet member at the start,
described her enthusiasm for the group, "All you've got to say is, 'No,
but ... ', and they say, 'Wait, listen to what she has to say. What do you
have to say, Veronica? They listen and include." The experience was
reminiscent of Annie Rogers' (1993) description of her "voice-centered"
work with young girls when she observed that, "We speak around the
circle, each intent, without evaluations" (p. 282). We talked about
experiences that angered us, scared us, and excited us. Just as Brown
(1991) found in her work with young girls, listening and acknowledging
was essential to our discussions, as it provided, "not simply an
audience, but a relationship in which [to bel taken seriously (p. 84).
This was a place where we could feel comfortable talking, and where
we could be honest. This was also where art was made.

A Path of Memories
"You can't expect to live a life of flowers.
You can't expect to always walk on petals."{Veronica)

In my second week as a VOW member, we visited the art gallery
and discussed Tomaselli's art piece. Gravity's Rainbow (Large) is a wallsize piece that appears from several feet away to be comprised of
colorful beads decoratively hung in necklace-like strands, all imbedded
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in a glossy resin over a solid black background. The necklaces actually
consist of medicine pills, magazine cutouts of body parts and animals,
and marijuana leaves. The artwork is pleasing to look at, meticulously
put together, and its composition is gorgeous.
The discussion of the work did not delve into Tomaselli's use of
such provocative materials. VOW members focused on the immense
size of the work (8' X 20') and how its decorative appearance took on
new meaning when viewed from up close. VOW wanted to somehow
incorporate this duality of meaning with Sheila's idea that we make an
art piece on the floor. Maya further suggested that the piece be in the
form of a path and include self-portraiture. The group agreed that a
floor installation would be an interesting and new idea.
After several brainstorming meetings in the weeks that followed,
we combined and transformed many ideas. We decided to create a
room-size installation. The work would take the form of an oval path
that incorporated written stories of member's lives. Karen described
the idea as representing life as a circular path, explaining, "It's a loop,
not a linear thing, like going around and around. It's not fixed- girls/
women, women/ girls." She also was making a connection to both the
lack of hierarchy in the group, and how our meetings transpired.
Several members suggested printing ghostlike body impressions
onto the path's surface as a way to represent how memories, as Lucinda
explained, are "always there but also not there." Borrowing from the
Tomaselli piece, the background would be solid black. Contrasting with
this ground, the stories would be in bright, happy colors. The body
prints would be in a dark gray, inhabiting the liminal space between
the black/blank ground and the brightly colored stories coming to the
surface.
Near the end of the meeting, Lucinda suggested that if we wrote
the stories in decorative shapes, then from far away, like Gravity's
Rainbow (Large), the piece would have a deceptively decorative
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appearance, but up close, could have another meaning altogether. The
group became excited:
From far away it'll be colorful and pretty, but up close, it'll be
real. It'll tell the truth. (Jessica)
It can be all flowery and decorative far away, but we can tell them
what really goes on when they read it. (Lucinda)
So the bright colors are gonna get them to read it, and then they'll
discover something else. (Natalia)
The emphasis on VOW's art as being a means of telling the truth
was beginning to surface. It was a theme continuously discussed in
meetings and became more prominent as we created our piece. The
stories were to be our own, not second hand, and not symbolically
represented.
As the meeting ended, Lucinda turned to the group and asked,
"you know, since we want our own words, why don't we use what we
say at these meetings?" Veronica pointed out that I would be a good
source, since I always took notes. I told the group that I would provide
quotes and information that I recorded at meetings.

Under the Decorative Surface
As the piece took shape, we continued our weekly talks about
our lives. During one meeting, Veronica, explained how much being a
member of VOW meant to her, "When I'm here I feel like I have a
family. I'm not alone when I'm here." After Veronica's comment, the
tone of the meeting changed. With her emphasis on-the very personal
and emotional, Veronica seemed to give others an opening to discuss
what they had been avoiding, parts of themselves they had been hiding.
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There was a silence, and then Maya declared with an angry tone, "I
haven't told the police because it's for them [her brothers]. They don't
know what that jackass did to me."
Maya's comment was startling as it suddenly switched the
conversation to abuse. She had previously talked with VOW about
being sexually abused, but not recently. The rest of the meeting was
about abuse, almost all dealing with sexual abuse. The stories came
tumbling out:

It doesn't happen any more, but I see him every single day. I'm

afraid my brother might take on some of these things because he
saw some of the things that happened. I don't care if the house is
burning down; I'm not opening my bedroom door at night.
(Marika)
I didn't want to tell my story, I didn't want to stand as a victim,
but now I know that telling my story makes me stronger. (Barbara)
If it happens to you, you think O.K., I'm too scared. But when it

happens to someone else,like your little sister - no, they can't do
that. You jump in. You talk. (Cynthia)
This meeting was a turning point for the group. There was a great
deal of anger, crying, and comforting. This was the real beginning of
telling the truth. Members began to realize what telling true stories
would entail. Natalia, sitting next to me, commented several times that
these stories should be included, that they were the real stories
underneath the decorative surface.
The stories members told of abuse were tragic. How does a little
girl deal with being raped by her father, stepfather, grandfather? What
does she do when her mother does not believe her? What does she do
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when she lives in a society that says it is O.K. for boys to be sexually
active, but a girl who is a slut, is cheap, is a 'ho'? If she has already
been raped by age ten, does that make her a slut? Where does she go
from there if she enters middle school not a virgin because someone in
her house has decided to use her body as he wishes? One out of five in
the group talked about being sexually abused. A person can take in the
statistics mentioned in the media, but it is a different story when meeting
the numbers. Natalia whispered to me what I was thinking, "The
statistics that I see on the news are the people sitting next to me." All
the abusers had been family members. The danger is often perceived
as being out in the world, but for these young women, it was at horne.
In response to this meeting, the next week Barbara presented her
artwork, which incorporated photographs, collage, and mixed media.
She described her work as "appropriating family pictures to make them
more real." She had been sexually abused at five, and so the
photographs of her at that time needed to be transformed to create the
world of what she called the "five-year-old woman," somehow to show
the loss of childhood. Barbara described her work as a reclaiming of
her story, "I felt someone was telling my story for me, and I wanted to
tell my own story. It has been an empowerment for me."
When Barbara told the group that "making art about yourself is a
feminist statement," we discussed the idea of bringing the previous
weeks' stories into the piece. How could we do this without losing
privacy? We decided that we would all, VOW, be the authors of all the
stories we incorporated into the artwork. There would be nothing in
the stories to identify individual authors. This would enable us to use
our stories with less fear. The first person narrator could also, as
Veronica said, "represent girls who don't have a way of speaking out."
Before leaving, we agreed that flowers would be used as the
shapes for the stories. We would use different sized flower shapes as
templates to trace and write the stories within. Flowers, perceived as
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colorful, decorative and representing girls in a stereotypical, superficial
way, would be the perfect metaphor to contrast with the stories. The
flowers would be wonderfully deceiving, as surface appearances so
often are. Natalia explained the idea well:
When I think of brightly colored flowers, I think of something
cheerful, something nice, but some of the stories that we have are
difficult, upsetting, even awful.
During the next discussion, the group decided on the theme of
"fathers" as the focus of the stories. Many had noticed that fathers or
father figures had often been a main factor in the untold stories of
members' lives. This theme allowed the incorporation of the abuse
stories, since all of the incidents of abuse had happened in the home by
fathers or father figures. Lisa explained that this focus also would ensure
that the work had "a personal voice and a group voice at the same
time," something VOW found important to the success of the group's
work. This topic also connected non-VOW members with an essential
component of VOW's purpose, making art that communicated with
others. As Veronica pointed out, "the art isn't just for us, but to tell
others what's going on."

The Fathers Project
"This is our opportunity to speak, to tell people what we have
to say." (Karen)
Everything VOW did was somehow connected to dialogue. The
group could exist without making art, but it could not exist without
the Go-Around. And so, before the stories would be painted on the
path, they would be shared with the group.
The meeting when the father stories were told was difficult and
emotional. Of the group of 15 that was present, only three had
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unambiguously positive stories. The rest dealt with broken
relationships, death, abuse, drugs, abandonment, and disappointment.
Each member's story was different, and each brought us starkly into
her world, often beginning with the problem:
I don't really know him. It's like I see him on the street and he's
like an acquaintance. Hi. Hi. How ya doin'? That's it. (Cynthia)
My dad is an alcoholic and has been that way all my life. I don't
want the things I see in my father to be in the man that I'm with.
(Lucinda)
He's always insulting, yelling, cursing at my mother. He once
yelled at me, 'If you don't do well, you're gonna end up like her,
a failure working in a factory.' My mom even told me, move, if I
get a chance, go. (Anne)
He had visitation rights until one day he decided not to bring
me back. They called it kidnapping. (Karen)
It's like a freakin' soap opera when it comes to my family. My
mom had four -I've had four stepfathers, all in jail now. Well,
lately they're just boyfriends. (Maya)
We discussed the stories, how to tell them, to explain them. When
the two positive stories involving intact marriages were discussed, the
group became excited. They wanted to hear about these happy
moments and acted as if they were listening to bedtime stories ("Come
on, tell us! Oh, how romantic!"). It made me realize how unusual it
was for many of them to conceive of such a home life:
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I still call him Daddy, even at my age, when everyone thinks it's
'uncool' to acknowledge their parents. (Donna)
The first time my father saw my mother, he pointed to her and
said, "I'm gonna marry her!" - and he did! (Natalia)
The other positive story was Ayiesha's bittersweet, shadowy

memory of receiving a piece of candy from a father who had died long
ago. It was the only memory she had of him.
As with the meeting where members discussed incidents of abuse,
I did not participate. These were the only two meetings where I
remained silent and only took notes. It did not occur to me that it was
not simply that I wanted to collect the data, that it was also at this time
easier to be a silent researcher. The rest of the group did not mind, as
they saw me as a member who was also the "historian" of this project.
I would be helping their goal of getting their ideas out.
Barbara, who understood the courage behind making artwork
that tells "a story that has not been welcomed into the world" (Rogers,
p. 273) encouraged us to reflect by advising, "You need to check in and
see what you are willing and ready to say. Check in on what you are
ready to say and let out of this room." I did not realize the "transgressive
courage" (Rogers, p . 273) involved in discussing and writing these
stories until I began my own. Writing my story, designed as alternating
petals of positive and negative memories, made me understand some
of the girls' comments of feeling exposed or fearing they were betraying
their families. Never having done any artwork about my family, I too
was apprehensive. Though I wanted to tell my story, I was relieved
that it was part of a group piece; it would be among others. Still I could
not fa thorn Maya's courage as she and I discussed her difficulty with
writing about a horrific story of rape ("He was an Indian colored man
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creeping like the shadows into my room ... ") and yet making it visually
interesting enough to grab a viewer's attention to read it. She concluded
that she wanted people to know this story; she would present it in any
way that encouraged others to read it (Figure 4).

Figure 4 Maya's story
Being with these young women began to have an effect on me.
They had the courage to not only tell the truth to one another, but also
to anyone who viewed their work. Paralleling Rogers' (1993) experience,
working with these young women "br[ought] to the surface my
questions about courage, and their ordinary courage soak[ed] into my
body, straightenUng] my spine" (p. 283). I too could learn from this
courageous truth telling.
In the end, the group decided to sign the work, but not their
individual stories. Two flowers were stenciled and we wrote our
Signatures in them. In this way members were the authors of each and
all the stories. Only Maya decided not to, opting for a pen name. Hers
was definitely the most upsetting story to read. It was specifically about
being raped, not a response to it, as others were.
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As sharing the artwork with others was considered part of the

piece, it would not be complete until shown publicly. We were able to
exhibit Fathers in the satellite gallery's lobby, though it was after
Tomaselli's piece had been removed. We installed the work ourselves,
deciding on a display that enabled viewers to encircle it. There were
well over one hundred people at the opening and the gallery staff
appeared surprised at the result of what they perhaps thought would
be a simple school art project. VOW members, identified by the flowers
we carried, were there to discuss the work with visitors. We were
unexpectedly nervous, excited, and proud. As Veronica explained, "I
felt included. Everyone knew that I was a part of this great project and
I looked around and saw the others holding their flowers and felt a
special bond."
Most noticeable to all of us were the responses. Visitors spent a
great deal of time crouched down, silently reading and methodically
moving through the loop. This was an opening where most of the
attention was on the work, not on socializing. As Donna later
commented,

One of the most interesting aspects of the night was the feedback.
Every woman I spoke with shared an experience of her own with
me that was aroused by the piece. Everyone had an experience
they could relate to. Everyone had something to say.
Many visitors were surprised at the content of the work. One
woman, obviously moved, quietly told me, "I didn't realize it was so
serious." Whether she was referring to the piece or to the lives of these
young women, I was not sure. Either way, her comment showed that
VOW had accomplished one of its goals - to communicate to adults
what they experienced.
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Telling the Truth
"Speak up, woman!" (Lucinda)
In Writing a Woman's Life (1988), Carolyn Heilbrun predicted that
female narratives would be found where women shared "the stories of
their lives and their hopes and their unacceptable fantasies" (p. 44).
This is exactly what VOW did during their weekly meetings, as they
discussed and shared personal and shared stories. These discussions,
or Go-Arounds, were what connected members to one another, as well
as what supplied the material for the artwork.
VOW began as a group of women meeting to talk about their
experiences and ideas. What made them change and define themselves
as a women's art group was the realization that by making art, they
could bring attention to concerns they found important, particularly
those concerns that were often ignored or avoided by the adults around
them. As Barbara pointed out, "Together the girls have created a safe
space for sharing of themselves, and their art functions as their voice.
It's their way of communicating with the world." Several members
explained how VOW used their artwork to compel those who viewed
it to deal with significant issues.
VOW is about art and women. It's more about us taking a stand
and helping others, talking about issues that are important to us
as a whole, just saying through the work-"This is wrong." (Maya)
The art isn't just art; it's what we feel and what we go through.
It's our lives. (Veronica)
We don't give speeches; we give artwork. People tend to listen
more to the artwork than to people talking. (Veronica)
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Many of the members often talked about their art as being an
extension of their voices, with three different purposes in mind. They
saw their artwork as a platform to communicate to the world concerns
they had about society, as a means to affirm and validate the experiences
of other adolescents, and finally as a way to tell the adult world what
was really going on. As Shari explained it,

The artwork is important for us to say the things we need to say.
It's an outlet. But also, we might be going through the same thing
that some other teenager did. So, if they see it, they'll think, 'Oh,
I can relate to that!' and they'll feel connected. Maybe it will help
them. Also, adults need to see it so they know what's going on.
They need to know. They don't do enough so now they can't say
they didn't know.
Finally, the members understood the bravery in making their
work, as it took courage to tell the stories that others were unable to
tell. As Veronica explained,
There could be girls out there that want to say this, but they're
so scared. I know I'm always scared to say something if something
happens. Girls could be thinking, "Finally there's a group of
women ready to say something, to get up and tell others."
Veronica often talked about the bravery involved in speaking out,
but that having the group made it easier, "It takes bravery to say some
of the things we wanna say. It helps having the group behind you." If
they spoke as a group, they could say the things they could not say as
individuals. Having worked on the Fathers Project, I began to
understand their numerous references to bravery and courage. As
Natalia put it, "It's hard to really tell the truth."
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VOW's work could be understood as a form of witnessing in that
members were actively attesting to the stories presented. Through the

Fathers Project, they were not onlookers or silent bystanders, but
deliberately saying: This happened to me. This is what it was like. I
know. Listen. Through their own stories they were also affirming the
stories of others.

"Like Walking on Eggshells"
Telling the truth was an important aspect in VOW's work. Yet,
when members were outside the group, they constantly edited
themselves. In referring to her pre-VOW times, when she saw girls
being harassed by boys in school, Shari explained why she kept quiet:
I never said anything before. The more and more things happened
around me, the more I pulled back because I had so much more
to say. The more I had to say, the more I pulled back.
Veronica, whom I saw go from a silent to a vocal participant at
VOW meetings, explained to me why she still did not speak out, "I
don't say things cuz I'm scared. It happens a lot. If something happens,
I'm like, no, I don't wanna say anything. I can't."
Members edited what they said in class, in the halls, and at home.
They often decided what they would wear by considering what others
might think or do. Lisa explained that "wearing a short skirt in this
school is almost like a riot. The guys cheer - they try to grab you."
There was always the understanding of being observed and judged,
and so there was also the idea of wanting to have some power in labeling
themselves rather than being labeled. The fear of not being accepted or
liked, of even expressing anger, referred to by Brown and Gilligan (1992)
as the "tyranny" of the "perfect girl", caused many of the VOW
members to censor themselves as a form of protection:

102 Voices of Women
I didn't say anything cuz I didn't want to hurt someone's feelings.
(Sophie)
When I get nasty or complain, they [the boys] stop talking to me,
and I feel bad." (Anne)
I feel like the day I would say straightforward, 'Listen, I don't
like when you touch me like that', that would kind of lead to him
saying, 'Oh, that's a - - . She's this, she's that and, you know,
ruin your whole reputation with everybody else. (Natalia)
Being a girl and going to this school is like walking on eggshells.
From the moment you walk in as a freshman you have to be careful
about what you do, what you say, how you behave. Because there
are so many guys in this school, it's so easy to be labeled a slut.
(Lisa)
The situation within VOW enabled these young women not only
to talk about the times when they silenced themselves, but also gave
them a platform - their artwork - to communicate what they might
otherwise withhold. For VOW members, making art was, in fact, a
powerful form of political activism.
The young women of VOW came to a point where their world
was not providing the narratives to help them deal with their situations.
As Carolyn Heilbrun understood, the narratives they needed were
created when they, "exchange[d] stories, where they read and talk[ed]
collectively of ambitions and possibilities and accomplishments" (p.
46). Through making art together, VOW was able to share and present
those new narratives, "finding a voice to speak what has been
unspeakable" (Rogers, 1993, p. 281). As Natalia explained, ''Through
our artwork we have a voice to tell people - This is how it feels."
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The young women of VOW found that they did not see
themselves reflected in society's narratives, ones that they had been
expected to follow. Being a part of VOW helped its members gain the
courage to "resist the security of convention and move into uncharted
territory" (Brown, 1991, p. 72) to create new narratives from their life
experiences and not from the "available fiction of female becoming"
(Miller, as quoted in Heilbrun, 1988, p. 18). Through discussions and
artwork, VOW began the process of bringing forth female (visual)
narratives that young adolescent women have needed in order to find
alternatives to the traditional, conventional "assigned script" with
which they have been living. With adult females as fellow artists and
mentors, the young women of VOW were able to "understand the
effects of the culture on their lives" (Pipher, 1995, p. 43), enabling them
to reflect on it through discussion and to fight back through their art.
In the absence of anything that fit comfortably in their true realities,
VOW worked together to tell the truth and "create new stories to live
by" (Heilbrun, 1988, p. 37).
The members of VOW found that not only was making art about
themselves a feminist statement, but that telling their own stories was
empowering. They began to reject the "nice rather than honest" (Pipher,
p. 39) perspective because within VOW they could be honest without
fear of being rejected. This is not to say that they no longer silenced
themselves, but they found that it was possible, through their art, to
no longer be voiceless.
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Notes
1

All identifiers, except for the name of the group, have been

changed. Quotes from VOW members were recorded in meetings or
interviews while I was a member of the group, as documented in Pennisi
(2000).
2

At the time of this study, there were as many as 20 VOW

members. As the majority of members graduated and moved on, the
group dissipated.
3

The program suggests contemporary work in the museum's

collection as a catalyst for artmaking and provides an artist/ educator
to facilitate the process. Barbara, a photographer, worked with the group
for six weeks. Unlike the usual teacher-centered design of this program,
Barbara adapted to VOW's process of consensus.
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Multicultural Reservations, Hybrid
Avenues: Reflecting on Culture in
Art Education

David Gall

Abstract
This paper examines the role of hybridity in culture as it relates
to art education. Curriculum strategies in art education are based
essentially on pluralist premises. Such strategies recognize diversity,
honor differences, and try to redress the inequitable Eurocentric models
of the past. Nevertheless, even in their most critical forms they
reproduce a scheme of culture that subtly confirms the established order
of Modern hierarchies, and fail to capture the fluid, hybrid, and uneven
character of culture. Margaret Archer's theories of culture, society, and
change are among the most insightful to date. Taking them on board
will ensure that our curricula be grounded in more realistic concepts
of culture and agency, from which art educators can build truly
equitable curricula that recognize the implication of identities in each
other.
The first part of this paper looks at the kind of ideas about culture
that form the basis of discourse in art education about multiculturalism.
I assert that in art education cultural theory is encumbered by its reliance
on concepts that capture the plural aggregate nature of culture, and by
a failure to incorporate effectively the hybrid character of culture into
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their theories. As a result art education copes inadequately with
culture's paradoxical nature. Cultures can be distinguished, but on
closer inspection, what looks like an organic compound reveals itself
to be a mixture of differences. The second part proposes that Margaret
Archer's theory of culture and her method of accounting for cultural
change, are better and sounder premises for reflecting on culture, and
creating curricula that cope equitably with issues of diversity, and with
rapid or slow cultural change. In the third section of the paper I, so to
speak, put flesh on the bones of Archer's theory by exploring historical
examples that elucidate her ideas. The examples also illustrate how
inequitable hierarchies of discrimination, albeit in subtle-but for that
reason more intransigent-forms are perpetuated.

Culture egos, good fences, and good neighbors
How have we in art education approached, or not approached,
the issue of hybridity and syncretism thus far? While the recognition
of the importance of diversity has corne a long way in the United States,
the same cannot be said for understanding the role of hybridity or the
syncretic nature of culture. The post Civil Rights period saw the
expansion of receptivity to multiculturalism, to the extent that it has
become the norm to recognize the racial and ethnic diversity of the
United States. The desire to redress past imbalances in the
representation and inclusion of minorities meant that they had to be
recognized and their distinct histories honored. Today most university
foundation art programs require students to complete art history
foundation courses that attempt to accommodate the new norm. The
degree of success they achieve in trying to honor diversity in their
curriculum is contingent on many factors ranging from breadth of
content to competence and willingness of professors to implement the
change. The ''balance,'' it is safe to say, is generally conceived in terms
of an emphasis on "Western" art, maybe in two parts, pre-historic to
Medieval and Renaissance to modern and Post Modern; and a required
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non-Western course that functions as a window on diversity. Texts for
training art teachers such as Art Works for Elementary Teachers
(Herberholtz & Herberholtz, 2002) now in its ninth edition, and Children

and Their Art (Hurwitz & Day, 2001) in its seventh edition, follow a
similar distribution of space for Western and non-Western cultures.
Not withstanding the sympathy for multiculturalism manifested by
these institutional changes, what they mean in reality is that
"multiculturalism" has become a distinct category alongside EuroAmerican history, which is seen as the main history of consequence.
Other texts, such as Art: Images and Ideas (Chapman, 1992) or The

Visual Arts: A History (Honor & Fleming, 1992), deviate from the above
formula, which herds other cultures into a 'multicultural reservation.'
These authors attempt a more balanced representation of cultures.
Nevertheless, both approaches confirm and leave undisturbed
modernist assumptions about culture formation and cultural entities.
Art teachers and their students are somehow presumed to be better off
with a picture of stable, clearly identifiable, inviolate cultures. Justice
and fairness are also, we are to assume, finally served by these
approaches. The prior imbalance, namely the exclusive emphasis on
European culture, is redressed. Difference is honored, plurality
affirmed, the ego of all ethnic, racial, and gender constituencies were
supposed to, and in many cases did, feel good about the improved
status of recognition.

Identity, culture, mixing
At the bottom of this acceptance and satisfaction with the
'multicultural reservation' by the majority is an understanding that
self-esteem is important to everyone: which means an acceptance of
some stability in the sense of self that is affected negatively and
positively by situations. The cultural egos that were appropriately
diminished or elevated by these formulas, on the one hand found some
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respite from guilt (Buro-Americans) and on the other hand some
measure of satisfaction in long unjustly withheld recognition. However,
what is not so visible in the glare of recognized and affirmed differences
and plurality, of nicely demarcated, easily distinguished, and neatly
labeled different identities, is the mixed and fluid constitution of
cultures, systems, subjects, and objects.
One cannot be indifferent to the profound role difference plays in
grounding identity, nor of the need for redressing past injustice. Yet
we should not conceive of cultural selves in false and inappropriate
terms that in the end make curricula, programs, and teachers stop short
of equitable and democratic forms, and above all, of helping students
and their communities have a deeper understanding of them selves
and how their identities are created or constructed. We cannot account
adequately especially for modern identities, which are rapidly shifting
networks of borrowings, by using terminologies, attitudes, and
strategies still impelled by modernist/colonial assumptions. Indeed,
interaction between cultures, though no doubt radically affected by
developments that make for easier communication in recent times, has
always been a factor in cultural development and change
(Subramanyan. 1992, Bernal, 2001). Cultural theory and teaching
practice and training, however, have been very slow to move beyond
theories and terminologies that capture little more than the plural
appearance of our world. Indeed, even though theorists readily agree
that celebratory forms of multiculturalism are encumbered by
essentialist and presumed objective notions of culture (Chalmers, 2002),
it is very difficult even for the critical forms to place cultural hybridity
and fluidity at the center of their curriculum design and practice. Not
only do we in the rarified echelons of theoretical debate continue to
use the inadequate terms that modernity devised, but also in practice
it is difficult to overcome attributing characteristics exclusively to the
"West" or the "East" or to "Africans." Witness the following extracts
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from the review of Celebrating pluralism: Art, Education, and Cultural

Diversity (Stuhr, 1999).
I [Patricia Stuhr] agreed with his [Don Krug] position and added:
There is no such thing as a homogeneous culture anyway that
you can get to know completely. There is no such thing as " an"
African American culture or "a" Native American culture that
you can completely get to know; there is no complete portrait of
a culture that you can get to know by memorizing characteristics
of it. All there is that you can get to know is individual people's
experience based on their living within particular cultural groups
that exists within a particular nation(s): a piece of that culture.
And a person's cultural identity is made up of many aspects ...
And many of these aspects of a person's cultural identity are
always in flux and dynamic; they always move on. (p. 183)
Here we have the affirmation of cultural fluidity and the dismissal
of the notion that a culture can be reduced to a set of specific
distinguishing characteristics that can be regarded as its "essence."
Stuhr's dissolution of cultural difference comes across as rather
absolute. However, this may be due more to the immediacy of the oral
form of the original discussion than to any intention on her part to
totally dissolve cultural distinctions. The important point we need to
keep in mind is that recognition of cultural fluidity runs counter to
ingrained notions that culture is reducible to a set of characteristics
that so to speak generate it.
Again the question of cultural imperialism was raised, and Don
[Krug] remarked:
I see them [the authors on p. 4 discussing cultural imperialism]
advocating awareness and sensitivity, and not necessarily doing
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anything. I think we should make a distinction. I think that
cultural imperialism advocates one point of view. Pluralism looks
at several perspectives.
Mike [Michael Parsons] built on Don's comment. "But seeing
things from multiple perspectives is a Western point of view. Just
the idea that we should have multiple points of view on a thing
like circumcision is a Western idea."
Arthur [Efland] added, "cultural pluralism is a Western idea. In
Japan they will tell you that multiculturalism is not a Japanese
idea because they see themselves as a monoculture. People from
Korean descent cannot obtain citizenship in Japan." (Stuhr, 1999,
p.186)
Here we see how easy it is to relapse into essentialist postures. It
is as if Mike and Arthur did not agree with Stuhr's earlier declaration
on cultural fluidity. In the heat of discussion intuitive convictions
surface to reveal how stubborn they are to remove. In this case the
assumption was that pluralism is a Western idea. A little reflection
would be enough to show that something was wrong with that
assertion. When did the West conceive of the notion of pluralism? Is
this "Western" culture inclusive of Native Americans, African
Americans, Asian Americans, or is it a term that refers simply to EuroAmerican and European culture? It seems more like the latter, and if
so, was that culture, which tried to rid natives of their 'backward'
cultures, to assimilate and transform them into yellow, brown and black

sahibs (Europeans), forever possessed of pluralism? No. Therefore, when
and from where did the West acquire the notion of pluralism, for it
certainly was not always a feature of the "West?" Perhaps, and this is
questionable, pluralism is a consequence of imperialism. But since when
was imperialism an exclusively modern, exclusively Western idea?
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How are we to understand what occurred in the discussion that
Stuhr made available to us? Those who took a social reconstructionist
position are as legitimately suspicious and fearful of overemphasizing
similarity as celebrants of plurality are of exaggerating difference. The
former are leery of exposing similarity because it "parallels with ideas
of assimilation" (Stuhr, 1999, p. 182-183). However, the
reconstructionists underestimate the power of egotism in identity. Those
cresting a wave of cultural superiority have great difficulty
acknowledging they share something with others. Whatever is
borrowed from others is always translated into something substantially
different and ineffably better. Witness the above delusion that
"pluralism" is a modern "Western/European" invention. It is one of
several delusions that continue to bedevil art education, resulting from
a refusal to acknowledge the incorporation of others into the
constitutions of our selves and what we consider "our culture."
Therefore, the fear that exposure of similarities can be an instrument of
assimilationist motives can be as much fog to clarity of theory and
moisture to a modern imperialist program as it is a brake on "uncritical"
celebrations of pluralism.

Margaret Archer and Morphogenesis
Clearly, even though one may assert that cultures are fluid and
(the closer we look at them) fragmented, not only do we distinguish
cultures from each other, the habit of attributing inalienable properties
to them is hard to overcome. In confronting the dilemma occasioned
by similarity and difference, congruence and incongruence, harmony
and dissonance, among and between cultures, the rejected notion of
essences (that cultures are reducible to a set of generative
characteristics), or something very similar in effect, steals back in to
embarrass our critical postures. What we are faced with is the insidious
effects of essentialist thinking, or what Margaret Archer more wisely
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called the "Myth of cultural integration" (italics mine), appropriated by
sociology from early anthropology, which perpetuates the image of
culture as a coherent pattern, a uniform ethos or a symbolically
consistent universe" (Archer, 1988, p. xv). The effect of cultural integrity
is also produced by perspectives that are not essentialist (Archer, 1988).

Two features of this heritage should be underlined. On the one
hand its strong aesthetic rather than analytical orientation, which
led to an endorsement of' "artistic" hermeneutics as the method
for grasping the inner sense of cultural wholes'. On the other hand
this approach, based on the intuitive understanding of cultural
configurations, entailed a crucial prejudgment, namely an
insistence that the coherence was there to be found, that is a mental
closure against the discovery of cultural inconsistencies. (Archer,
1988, p. 3)
This "Myth" worked itself into art education through the ideas
of McFee (1961) and others who drew on anthropology. While they
were many positive changes in art education brought about by these
scholars, those changes were nevertheless accompanied by
representations of cultures as neat compact packages, and a persistent,
even stubborn, tendency to emphasize pluralism at the expense of
cultural hybridity and contradiction. The Myth, Archer (1988) states,
... received monumental reinforcement by its adoption into
Western Marxism. The notion of 'hegemonic culture' and its
offspring, the 'dominant-ideology' thesis, embodied the same
assumptions about cultural coherence: ... Significantly the nowfamiliar reliance on aesthetic grasp dominated Marxist
methodology here, as evidenced by the growing preoccupation
of Euro-Marxists with literary criticism with laying bare the
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ideological impregnation of works of art, by a kind of 'classdecoding' which had distinct affinities with the enterprise of
linguistic structuralism. (p. 3-4)1 .
The critical multiculturalists and social reconstructionists resonate
with the social transformative approach of the Marxist, but along with
overestimating the transformative power of critical rationality-itself a
legacy of the "enlightened" modernity-they undervalue the role of
hybridity and syncretism in especially "Western" culture.
The fact that hybridity, or mixture, and eclecticism are more the
norm than the exception in culture troubled sociologists for some time,
but ran counter to the earlier established conviction of cultural integrity.
In tracking its disturbing presence in social theory, Archer noted that
Sorokin, was "driven to recognize that the majority of 'Culture Systems'
were in fact incoherent mixes" (Archer, 1988, p. 29). Nevertheless, his
subscription to the theory of cultural coherence remained and led social
theorists to under-value lithe positive contribution of contradiction"
(Archer, 1988, p. 30) to cultural change. Thus one of the pivotal engines
of cultural coherence remained unrecognized and unchallenged. The
other was the failure to analytically separate cultural systems (CS) from
the socio-cultural (S-C) activity of cultural agents. To elaborate following
Archer, if one asserts that postmodern scholars and traditions of Indian
philosophies-Hindu and Buddhist-agree that identity is constructed,
such an assertion can be checked to see if it logically holds up. That is
to say cultural ideas are logically related. However, to say that Indian
philosophy influenced postmodern scholars is to look into the activities
of people, of cultural agents, which are causally related. ''both are vital
elements in an adequate theory of cultural stability or change" (Archer
1988, p. 105). The prevailing tendency is to conflate or fuse the two
into a whole, rather than recognize the different spheres within which
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they operate. Archer identified three kinds of conflation working in
social theory- upward, downward, and central.

The first pair make either the 'part' or the 'people' an
epiphenomenon of the other: ... In the one, cultural properties
are simply formed and transformed by some untrammeled
dominant group or placed at the mercy of capricious renegotiation
of unconstrained agency. In the other, some cultural code or central
value system imposes its choreography on cultural life and agents
are reduced to trager or bearers of its properties, whether through
oversocialization or mystification. (Archer, 1988, p. xiii)
The third version, central conflation, has affinities to essentialism
or the integration myth, produces similar effects, but not by recourse
to essences, nor by making people absolute puppets of cultural systems,
nor yet by making systems simply the tools of dominant groups. Rather,
"the properties of cultural systems and the properties of cultural
interaction are conflated because they are presented as being so tightly
constitutive of one another" (Archer, 1988, p. xiii) that it is impossible
to see where one begins and the other ends. Autonomy is effectively
denied to the constituents of culture, both 'parts' and 'people.'
Confla tionist theories therefore fail to account adequa tely for the forces
occasioning cultural change and stability. Their pervasiveness in
modern and postmodern social theory may account for the failure of
even radical art educators to fashion curricula that move beyond
pluralism.
When it comes to cultural translation the presumption of cultural
coherence leaves us with basically two options for comprehending
others, both insurmountable. We either "'become as a child' or 'go
native'" (Archer, 1988, p. 124). In short, there is no hope of cultures
ever understanding each other; we have to accept that difference is an
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insurmountable wall between groups. Indeed, as stated earlier, when
cultures are conceived in terms of a closed circuit of cultural system
and cultural agent, violence to personal and group integrities will be
inevitable no matter what the circumstances of exchange between
identities. Because ideas are held to be culture specific there is great
resistance to seeing correspondences across cultures, and there can be
no transmission or translation across cultures. Laboring under the
influence of conflationist concepts of culture, critical multiculturalists
and social reconstructionists struggle with the relativistic attitude of
"celebratory" pluralism. For the advocates of the critical approach
celebrating differences can amount to ignoring pernicious aspects of
culture. Adopting the celebratory posture the educator does nothing
to change cultures for the better. From the perspective of the critical
multiculturalists and social reconstructionists, the "celebratory"
approach lends itself too readily to cultural dilution and
misrepresentation. However, we should not assume that critical and
celebratory multiculturalists do not share the theoretical ideas of culture.
In fact, they did. The critical multiculturalists objected to ignoring real
injustice. They were suspicious of cross-cultural correspondences,
which they regard as too ready an instrument of assimilation. Therefore,
they prefer to emphasize the contemporary and seek justice and social
improvement for living peoples, rather than focus on romanticized,
uncertain, questionable cultural traditions (Stuhr, 1999). However, when
delivered by teachers ensconced comfortably in the dominant culture,
whose history is routinely recycled and has not been mangled or
marginalized, such approaches treat others unequally. At the end of
the day, critical multiculturalists and social reconstructivists treat culture
as an integrated coherent whole, in which the part needs the context of
the whole to be truly understood. With such a formula of culture in
place the critical and reconstructivist camp has little choice but to invoke
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some moral superiority to justify their critique. How then to get pass
the problem of contextual dependence?
In Archer's opinion the problem of contextual dependence is a
methodological one.
"It stemmed from attempting to deal with the Cultural System

and Socio-Cultural life simultaneously because they are
intertwined. Instead I suggest that the death-trap can be skirted
by proceeding more slowly. Specifically this involves examining
the Cultural System first, in isolation from social life, before
addressing the Socio-culturallevel and then the relations between
them" (Archer, 1988, pp 133-4).
Analytical dualism solves the problem created by trying to do
too much at one time. Let me turn again to Archer to clarify her method.
Consequently, analytical dualism is, first, based on the premises
that the CS [cultural system] originates from the S-C [sociocultural] level (culture is man-made), but, second, that over time
a stream of intelligibilia, escape their progenitors and acquire
autonomy as denizens of World Three, after which time we can
examine how they act back on subsequent generations of people.
Third, that since people go on making culture we can investigate
how new items enter the CS and old ones are displaced, providing
time is specified. Of course both CS and S-C effects are at work
simultaneously throughout history, but it is impossible to unpack
their morphogenetic or morphostatic contributions without
making use of analytical dualism to disengage temporal cycles
of Cultural ConditioninglE Cultural interaction lE Cultural
Elaboration. (Archer, 1988, p 144)
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Archer's ideas about culture correspond to those arrived at by
Peter Burger about art objects in his Theory of the Avant Garde (1984),
but there is an ironic aspect to this correspondence, for while she saw
'artistic hermeneutics' as linked to the generation of "coherent"
concepts, he saw 'artistic hermeneutics' as a traditional European
aesthetic attitude that had to be superceded by another embedded and
embodied in montage (and I would add collage and assemblage). "It
[the art work] is no longer the harmony of the individual parts that
constitute the whole 2 ; it is the contradictory relationship of
heterogeneous elements" (Burger, 1984, p. 82). Burger saw the organic
notions as coincident with classical European aesthetics and art
(Renaissance to Post-impressionists and possibly analytical Cubists),
culminating and persisting in Romantic ideas. He saw the non-organic,
or more mechanical, notion of art as coincident with the constructive
montage type works of the early twentieth century. Burger perceptively
realized that the classical hermeneutics premised on integrated art
objects had to be replaced and states, "a critical hermeneutics will
replace the theorem of necessary agreement of parts and whole by
investigating the contradiction between various layers and only then
infer the meaning of the whole" (Burger, 1984 p. 82). Working out a
theory of culture and a method of cultural analysis Archer arrive a
similar realization. Where Archer advances over Burger is in the
realization that the traditional concepts of society, and of art objects,
were in fact flawed; the notions of coherence and unity were short
sighted from the start. Classical aesthetics, which Burger sees related
to, and which conceived of, the "organic" art object, effectively
overlooked the fact that such objects were a construction or
"assemblage" that worked with contradictions such as pigment, strokes,
and the like. The fact is, at one moment an object may be regarded as
organic and at another it may be regarded as mechanical.
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Culture and Collage
In trying to make sense of the conundrum of cultural identity,
which at one moment appears as an organic coherent entity, and at
another (with more penetrating inspection) disappears into fragments
of different individuals, I have suggested that Archer and Burger offer
us theoretical perspectives for making sense of the confusion. A
conundrum made even more complex by cultural interaction and
change. In what follows I want to present some examples that show
not only the intertwined nature of the activity of cultural agent and
cultural ideas, but also the need to analytically distinguish them from
each other, as recommended by Archer. Invariably, inflated identity,
coupled with the assumption of cultural coherence, functions as a
distraction to recognizing correspondences and a tendency to
misrepresent interaction.
I will start with the irony that Burger's recognition of a
coincidence of montage with the 'non organic' aspect of art objects
hardly ever prompts scholars to ask such questions as "if collage and
montage suggested such ideas to Burger, could similar ideas be found
in African cultures?" Such questions never, or very rarely arise, blocked
by the thickness of the presumption of culturally coherent identity, and
by the persistent presumption that the ideas are culturally unique, in
this case uniquely European. This happens in relation to other nonWestern cultures as well, but with African culture the stakes are higher.
The incredible prospect of 'primitive tribal" people having thoughts
as sophisticated as modern advanced Europeans, even-more
inconceivably-postmodern ones, strikes at the heart of modern social
hierarchies of dominance. This is not China or India; this is Africa, the
synonym of backwardness, and the antonym of Europeanness. When
critical theorists, of whatever ilk, presume that a critical emphasis on
difference will rescue African Americans, Africans, and any other ethnic
or racial group from assimilation, that presumption is often oblivious
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of European affective investments in their "difference," and to that
extent they are subtly complicit with modern imperial structures of
dominance.
Since it is perhaps easier to imagine that kind of ideological
correspondence and traffic taking place between Asian and European
cultures, it is fortunate that Martin Powers supplies us with an
appropriate example. The issue in question is historical accounts of
formalist aesthetics. Having shown that Roger Fry, one of its leading
theorists, drew heavily on Chinese aesthetics (Powers, 1995), Powers
makes the following statement.
The nineteenth- and twentieth-century rejection of mimetic
standards in deference to expressive ideals is regarded as one of
those great achievements unique to Western culture. How do we
deal with the fact-emotionally and historically-that one of the chief
ideologues of this movement threw his weight behind key terms
and issues embedded in Chinese criticism? The situation is distinct

from, say, Picasso's use of non-European art, for Fry was not reading
modern sentiments into works of another culture (italics mine). Quite
the contrary, he was entertaining constructs found in Chinese
sources from early times, such constructs being made accessible
via the works of Binyon and Herbert Giles, albeit through the
filter of late Romantic interpretation. (p. 5)
The question for mainstream art education is whether it is ready
to confront such questions as Powers is willing to ask? So far
multiculturalism has been blissfully oblivious of them or have skirted
them. Formalist aesthetics is treated as exclusively a modem invention,
imposed on others. I will elaborate on the italicized portion of the
quotation later; Powers (1995) has more to say that we should hear.
To try to make sense of this situation in terms of "influence" would
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lock us into the rhetoric of nationalism-let us put that option aside.
A more fashionable approach might be to dismiss Fry's interest
in Chinese art theory as part of a colonialist discourse designed
to disguise European exploitation of Asia, hiding appropriation
beneath a camouflage of "appreciation." But this interpretation
would not so much expose colonialism as promote it, for it
effectively reduces the Chinese discourse-which had its own social
agenda-to the status of a mere ornament of Fry's imperialist
ambitions. More important, such an approach robs the historian
of the possibility of understanding "illusion-versus-expression"
discourses as anything other than the peculiar symptom of the
essence of European culture in the modern epoch. If we are truly
to entertain the possibility of general theories about culture, as
our ancestors in the eighteenth century set out to do-yet wish to
avoid nationalistic rhetoric-in the end it might be better to face
the possibility that the illusion-versus-expression trope is not
unique to the "West."
This need not cause anxiety. Indeed, one could see in it an
opportunity to make positive use of the counterchange condition3 ,

for in such a case it is evident that any description of the "modern"
theory of art limited to European experience is incomplete. (Italics mine)
(pp.5-6)
Can art education rise to the task implied in that last sentence?
Can we confront the hybridity that it implies? The mulatto mestizo
culture that passes as exclusively European can only be partially
understood when its "other" aspects are left out. What the example
above illustrates, however, is the causal relationship that obtains when
we are dealing with how cultural agents use ideas, in this case from
the Far East, to fill the need for a new aesthetic, in this case Europe's.
However, Powers' caution against reducing Chinese discourse to the
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status of being a mere ornament of Fry's imperial ambitions, needs to
be expanded if formalist aesthetic ideas are not simply to be an
ornament of Chinese culture. Indeed, it is only when we acknowledge
that cultural ideas, like artifacts, become autonomous once generated,
that they cannot be reduced to a decorative status in relation to any
culture. Analytical dualism, therefore, is pivotal to getting around
cultural chauvinism.
Let me turn to the italicized portion of the earlier quote where
Powers fails to be sufficiently informed and critical of conventional
interpretations of modern European art and typically dismisses African
intelligence. "The situation is distinct from, say, Picasso's use of non-

European art, for Fry was not reading modern sentiments into works of another
culture" (italics mine) (Powers, 1995, p. 5.). Let us keep in mind that he
understood that these were issues that Europeans have to deal with
emotionally as well as historically and critically. In other words, this is
not often seen as an issue with risks to European self-esteem. Self-esteem
issues always concern minorities. What do I see when I revisit Picasso
and the Cubist moment? It is ironic that Fry drew on Chinese aesthetics
to justify what was a 'new' art form for Europe, modeled predominately
by Africans.
The modern/primitive binary, with the latter regarded as just a
source of raw cultural material for the former, was a fundamental aspect
of the way modernist European scholarship represented the relationship
between European culture and colonized dominated others. An
important role of this scholarship was to distance and divorce Modern
art from the 'primitive' and/or 'un dynamic' other cultures that were
the source of the principles of the modern forms. Texts on Cubism, and
Picasso in particular, are good examples of how this motive operates
to relegate, in this case African culture, to the mere raw material and
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footnote status, keeping it a safe distance from crucial aspects of modem
art.
The typical text on Picasso restricts the 'influence' of African art
to a specific limited body of works by Picasso. According to Alfred
Barr, this limited set of works was call by some "the Negro Period"
(e.g. Women in Yellow, 1907, Dancer, 1907). He preferred the term "protocubist" (Barr, 1966, p. 61). Even though later authors did not use these
terms the restriction of the influence of African art to that particular
group of works has remained the norm, thereby African art's
relationship to modern art was restricted to a limited ideological and
stylistic space and to a very superficial effect. The chance that modern
European art could be deeply blackened, that the modern innovation
in art, especially a movement as pivotal to it as Cubism, could be deeply
hybrid, had to be nullified. Scholarship on Picasso, Cubism, and modern
art generally, simply rallied to the task; it simply refused to entertain
any thought of other than superficial import from Africa into Cubism.
Though he may hardly have been aware of it as fear, Barr
articulated his culture's insecurity very clearly, and established the
method of distancing in his description of the works of "the Negro
period."

The dancer, recklessly distorted, dramatic in movement and
decorative in color is the masterpiece of a brief barbaric phase of
the Negro period. . . . By the end of 1907 Picasso had passed
through the barbaric phase of his "Negro" period. Though there
are traces of both Negro and Iberian sculpture in many works of
1908, Picasso no longer depends explicitly on either. It would be
better to call the paintings of this period "proto-cubist" rather
than "Negro" as has been customary. (Barr, 1966, p. 61)
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African influence had to be kept away from those later works in
which Picasso manifests a fluent familiarity with the conceptual
approach of African artists. Such works as the Bull's Head (1944, bicycle
handle bars and seat), Baboon and Young (1951), and The Three Musicians
(1921)-the Jazz flavor of which, though more an intuitive than objective
perception, nevertheless-are evidence of a mature understanding of
the formative principles used by the African artist. The only thing
"barbaric" about Picasso's Negro period was his crude assumptions
regarding their mode of operation and the sophisticated thinking
behind them. In his "Negro" phase, Picasso was really working with
the typical European notions of Africans as savage, undisciplined,
irrational, and spontaneous because of undisciplined emotionality, a
far cry from the disciplined conceptual approach to form that was the
actual approach of African artists. Barr's distancing was twofold,
restricting African influence to a narrow period and set of works, and
making that period one in which Iberian and African art influenced
Picasso. Hence proto-cubism removes even the word 'Negro' from the
equation and makes the art of that limited number of works a set that
is not-yet cubism proper. Because he was deeply embedded in European
traditions, Picasso in fact had to trek, or if you prefer detour, through
analytical and synthetic Cubism to arrive at the conceptual freedom to
play with objects and images the way he was able to do in The Dance

(1925), Guernica (1937), Night Fishing in Antebes (1939), and the works
mentioned above, among others. What I am asserting here is that
Picasso only became fluent with the formal principles of "African" or
primitive art at this point, not before. This contradicts the tradition
that Barr put in place, which remains substantially intact through
scholarly silence and indifference. Even when it is pointed out that
notions of barbarism are projections of European prejudice, as for
example by Powers, there is no accompanying evidence that African
cultures had developed ideas about representation that occasioned the
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higher value accorded to conceptual representation, and there was
nothing more unconscious about their achievement than that of any
other culture's.
We can understand the racial interests that underwrote Barr's
reading of Picasso's work and modern art; however, it is also difficult
for critical texts to keep in sight the hybrid nature of Cubism and
modern European art, even when there is a much needed corrective
focus on rescuing African art objects from mere tributary status to
European culture. That tributary relationship was still evident, some
felt, in such shows as Primitivism in 20th-Century Art (Museum of
Modern Art. 1984), that sought to account for the considerable
fascination of modern European culture with "primitive" cultures.
Torgovnick (1990) for example, felt

The exhibition reenacted the dynamics of colonialism by positing
the importance of primitive production solely in terms of their
relationship to modern art. Such a maneuver takes objects
reflecting a wholly different modes of sociat economic, and religious

experience [italics mine] and neutralizes them by making them
part of Western cultural history (53-55). This is what happens
when we lose interest in the objects as African-in their
independent history, functions, and traditions-to focus instead
on how they affected Western artists. (p.122)
This is the liberal! critical side of the equation, which in this case,
sides with anthropologists and would have us look at African, and
non-Western objects in generat in their own historical contexts and for
themselves. However, in the italicized portion we can detect the
persistence of the coherent or organic concept of culture. Invaluable as
they are, such critical approaches are too restricted by their defensive
positions to situate their critiques in a more dynamic concept of culture.
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Cultures are kept completely distinct, even though all along modern
art objects are patently the products of the colonial relationship and
should be seen as hybrid. We will recall that in fact the initial reaction
to modern movements, such as fauvism, dismissed them as nonEuropean and despicable, hence the (initially) derogatory epithets, Les
Fauves, Les Cubes. Both the art historical approach, which emphasized
formal borrowing, and the anthropological approach, which
emphasized European misreading and violation of African cultural
integrities, have conspired to obscure the hybridity of modern art objects
and African art objects. Despite the competition between the two
approaches, both subscribed to the notion of neat convenient cultural
plurality. They effectively sustained the prevailing myth of dynamic
modern over static traditional culture, and blocked any question of
deeper ideological correspondences existing between "African" and
"European" cultures.
But what deeper connections or correspondences could there be?
In order to answer this question, let us keep in mind that each carries
with it a distinct presumption about Africans and African art. "Jazz"
as a musical form is quite distinct from the lyrics that may accompany
a particular piece. Few would question now whether Black musicians
understood the sophisticated nature of the musical form they generated.
The same did not and does not hold true for the conceptual approach
to form that African artists used. The traditional African artists still
carry the stigma of being unconscious of even the significance of his or
her conceptual approach. Griaule's (1966, p. 37) work with the Dogon
indicates that they were perfectly well aware they were working
conceptually. Other studies indicate that this understanding was not
exclusive to the Dogon (Peek, p. 2000). In this respect modern Europe
and Africa now share at the formal level similar tastes. They enjoy a
conceptual approach to creating and representing, novel for early
twentieth century Europe and Euro-America, but not for Africans. The
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fact that, according to Powers, Fry had to draw on traditional Chinese
aesthetics to conceive of the "new" aesthetic, formalism, to explain the
"new" art forms, illustrates that the relations connecting the three
cultures can only be partly explained by the intervening historical
events. Chinese aesthetics would have been of no use to Fry without
its formalist bent, and Fry would not have needed formalists aesthetics
were it not for the preoccupation of the Cubists with the formal
techniques of African artists. This is why Archer's methodology of
separating the "logically" related-in this case formalist aspects, from
the causally related-in this case a network of colonial historical relations
facilitating the transmission of cultural ideas, is effective in
disentangling how the different moments in the dynamic of culture
work.
However, there is another strand of the "modern" story that is
illustrative of how important it is to incorporate the notion of hybridity
into social and cultural theory. I am speaking generally of Picasso's
use of Greek mythological imagery in his work, and specifically of the
Minotaur and bull imagery. The Minotaur imagery is one among other
"classical" reflections that take or direct Picasso and his culture's gaze
back to an ancient Mediterranean moment in Afro-European relations.
The Minotaur is certainly a figure engaging some of Picasso's and his
culture's brute and blind impulses. But how ironic it is that having
comprehended the formal principles of African art, Picasso apparently,
but only apparently, turns back to his pure European "roots," which
turn out to be full of African imports.
That is at least the opinion of some scholars such as Bernal (1988),
who has exposed the part a deeply institutionalized racism had to play
in 'purging' classical Greek culture of any African or Semitic influences.

The same forces worked subtly as an effective blinker to direct all
interpretations of Picasso's work from considering any connection to
Africa in his "post-cubist" work. Bernal (1991, p. 166-171) traced the
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Minotaur myth to an African-Egyptian origin, the god Min, and a phallic
deity. And Griaule's research among the Dogon led him to see in their
myths deep connections to European Mediterranean mythology; "ram
with calabash-sun its head, alternating with a bull similarly equipped,
had first excited his curiosity" (Griaule, 1966, p. 209-216). Griaule,
following the conventions of his time, still distinguished Mediterranean
cultures from "African" ones, thus lumping ancient Egypt and North
Africa with southern European Mediterranean cultures.
Notwithstanding Griaule's limitations, he provides the information
necessary for us to revise our thinking. Given that the basis of Picasso's
radical renovation of his "style" started from a fascination with, but
profound misunderstanding of, African art, his mature work can be
said to have arrived at an insight about African culture that was
comprehensive of the depths of its relations to Europe. Unlike artists,
scholars, from either anthropology or art history, seemed unwilling to
cross the boundaries of culture to make the connections even though
the information was available.
Clearly, our investment in relatively impermeable cultural
boundaries is deep. Though we have to acknowledge difference and
plurality, the ever-shifting character of identity means we have to found
our sense of secure identity on a different basis. To use an analogy, we
cannot continue to presume we need to build houses when we have
woken up to find ourselves living, not on land, but on the sea. A ship is
needed, not a house. Furthermore, the redress of past injustices cannot
be accomplished by ignoring the profound intersubjectivity of the past
as well as the present. This is why even the critical multiculturalists
fail to redress the profoundest of injustices when they resist seeing
similarities on the pretext that it will dilute culture. By so doing they
persist with the notion of culture as an organic complex, and not as a
constellation of elements, from which appropriations and other
configurations can be made.
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Conclusion: Beyond nationalism and multicultural
reservations.
If multiculturalism is to move on from the 'safe' pluralism that it

has thus far inhabited it must be premised on a theory that captures
the dynamic character of culture. It must represent its historical
diversity, the emergence, migration, and variation of ideas and people;
how cultures interact and change, why they remain relatively stable or
radically change. Such a goal certainly cannot be accomplished by
sanitizing cultures and histories of their gross and callous aspects; but
presuming that exposing similarities, correspondences, and substantial
borrowing will compromise cultural integrity also cannot do it. What
is more likely is the perpetuation of skewed cultural relations. Quite
simply, cultural theory in art education must take the pervasiveness of
cultural hybridity and syncretism into account, if it is to get past
callousness and hypersensitivity.
To make the case for centralizing hybridity in cultural theory I
have attempted to show several things. First; even with the best will in
the world, it is hard to escape the intuitive perception of cultures as
different coherent, indeed organic, wholes, in spite of having knowledge
that reveals the fragmented character of culture (Stuhr. 1999).
Second, in this regard Archer's theory of morphogenesis is most
useful. Its central feature of analytical dualism, wherein she insists we
allow cultural products autonomy from cultural agents, is an effective
way of grasping the process of cultural stability and change. By so doing
Archer avoids the major pitfalls of established cultural theories. The
first of the pitfalls is conflation, which is the tendency in social theory
to (a) either make people the puppets of cultural or social system, or
(b) make cultural systems a mere tool of the manipulative whims of
powerful agents, and (3) conceive of socio-cultural products and
producers as caught in so tight a circuit of interdependence that change
cannot be properly accounted for. Even though those concepts may
not be strictly speaking essentialist, they nevertheless leave us with
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the perception of cultural coherence at the expense of seeing cultural
contradictions. Another pitfall, contextual dependence, also a product
of conflation, supplies arguments for the kind of cultural relativism
celebratory multiculturalism is criticized for, but which create a
dilemma for social reconstructionists and critical multiculturalists
seeking a more radical social justice. The contextualist argument is
problematic to radical multiculturalists and social reconstructivists
because it diminishes the role of contradiction in culture. They are left
with little choice but to invoke human rights, which appears always to
be the imposition of Western values. Their subscription to the notions
of cultural coherence, integrity, and to contextualism, prevents the
invocation of contradictions within culture. Three, it concedes
autonomy to ideas and to human agents so that they can historically
act on each other without one reduced to being the helpless product of
the other.
Third and finally, through the examination of historical examples
I attempt to put flesh, as it were, on the bones of Archer's cultural
theory. I also seek to highlight the hybrid nature of past and present
culture and the need to get beyond hypersensitivity and callousness,
cognizant that issues of self-esteem are caught up in art education and
culture.
Art educators must avoid confusing cultural objects and cultural
producers into "organic" interdependencies that effectively make them
comprehensible only to cultural insiders. Recognizing and representing
specific nuances of given similarities in different cultures, within the
context of the morphogenetic approach, exposes the much more uneven
development of cultures, and makes "progress" less loaded with
modern presumptions. Our appreciation, recognition, and preservation
of difference within and among cultures will not be rooted in oversensitivity to their "integrity" oblivious of contradictions, nor in
sustaining the flawed conventional notion of a progressive West trailed
by a set of tributary cultures desperate to catch up. Rather, by inserting
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all cultures into a dynamic notion of culture, the past and present of
each and every culture can be represented as having dynamic
implications for each other. Furthermore, the nuances that differences
and similarities acquire from the interaction of cultural systems or
products, agents, and historical situations can be more clearly grasped
along with their contingent character. The promise is of the possibility
of comprehending the dynamic nature of cultural interflows and what
they mean, and of a more equitable representation of diversity in
curricula.
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Notes
1

Archer does not mean to say that cultures are not in dominant

and subordinate relations to each other, rather she is emphasizing the
fact that the explanations hark back to the premise of cultural
integration.
2

Compare to Archer (1988) "One would simply say that the Myth

portrayed culture as the perfectly integrated system, in which every
element was interdependent with every other-the ultimate exemplar
of compact coherent organization" (p. 2).
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Mars Rising:
Icons of Imperial Power
Miriam Cooley, Michelle Forrest, Linda
Wheeldon*

Political and news media imagery saturate the culture of our
classrooms as thoroughly as the popular culture imagery that
deliberately targets children and youth. Media images such as those of
US president G. W. Bush's visit to Canada that we discuss in this paper
have become ubiquitous in our culture. In our view they constitute a
primary mechanism through which the powerful political and
economic forces exert an unrelenting threat on populations around the
world. We (1 +1+1)* enter this discussion from the point of view of
Canadians, one of whom holds duel Canadian / US citizenship, all of
whom have extensive backgrounds in the practice of our respective art
forms and a broad range of academic study in the arts and media. We
are well aware that mass-mediated images are not innocent
happenstance. Our research revealed the degree to which every detail
of the president's media images had been envisioned, designed, and
executed. To understand the images and how they contribute to the
pervasive sense of insecurity within current social, political and
economic realities, we are obliged to speak first to our reactions; we
acknowledge and attempt to accurately foreground our own emotional
and intellectual groundings. As we scrutinize the images and attend to
their formal composition and content, we also articulate the qualities
of these contemporary media images that we observe to be analogous
to the composition and aesthetics of ancient religious icons.
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Simultaneously we recognize contemporary versions of historical,
secular practices of recasting icons to accommodate the designs of
Byzantine emperors and contemporary despots.

The Events:
On September 11,2001 and in the ensuing days and weeks, all of
Nova Scotia and the Maritime provinces mobilized to help thousands
of stranded American citizens who were forced to land at the first
available airport after the attacks in New York and Washington. Their
generosity and initiative remained unacknowledged officiallyl for over
three years until US President George Bush arrived at Pier 21 in Halifax
on December 1, 2004, ostensibly to extend the long overdue thank you.
However, this was merely a pretext for his actual message: to assert
the necessity of Canadian participation in the ballistic missile defence
program, in spite of Canadian's evident antipathy to the project. 2 Mars,
the god of war audaciously insinuated himself into a venue imbued
with powerful memories of the terrible cost of his marauding history.

The Images:

Figure 1. Peter Parsons, Front page, Halifax Chronicle Harold,

December 2,

2004. Republished with permission from The Halifax Herald Limited.
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On December 2, 2004, the front-page image in newspapers and
web sites across Canada and around the world showed the image of
the US President delivering his speech at Pier 21. It was the global
news lead of the day, seen everywhere that the USA's television culture
extends. The Halifax Chronicle Harold image featured the president
centre front before a collage backdrop depicting moments of Canadian
history, leadership, and heroism. On the periphery of the scene sat the
stage party of present day political leaders including Prime Minister
Martin. In other news venues (i.e. Edmonton Journal, CBC) the selected
image was of the president standing in front of an enormous Canadian
flag, with the red maple leaf radiating like a halo around him. He
dominates the image to the exclusion of anyone else.
As Canadians we were surprised at how personally offended we
were by the media spectacle created for the American president at Pier
21. To what did we owed the honour of such a visit. Just for a thankyou extended in person by a 'reigning' U.S. president? We certainly
had to congratulate the public relations handlers who had decided upon
and dressed the venue. On the surface the photomontages behind the
president as he delivered his speech in Rowe Heritage Hall evoked
moments of Canada / US entente, and therefore were very impressive.
The widely publicized media photos were dynamic and beautifully
composed.

The Site:
Pier 21, Canada's Immigration Museum, is an historical
interpretive centre that commemorates the thousands of immigrants
and refugees who entered Canada through its doors, the soldiers who
departed from Halifax to fight in WW2, the celebra tion for those who
returned, and the civilian effort to support these responses to the tides
of world events. (See www.pier21.ca). Thus, for Canadians, Pier 21 is a
site that celebrates hope and endurance in the realities of all who, though
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fleeing war and poverty, could imagine a new and better life in Canada.
They had the courage and strength to endure the hardships of climate
and geography, discrimination, and hard work that was the reality of
their new life. Notwithstanding the lamentable discrimination to which
immigrants were and still are subjected, the children and grandchildren
of those who arrived at Pier 21 are citizens who now are integral to our
understanding of who we are as Canadians.
The individual members of The (1+1+1)* Collective* each have
different connections to the site that underlie our personal sese of
indignation over the media spectacle at Pier 21. For example, Miriam
writes,
Although my own ancestors arrived via other points of entry, I
have visited the Centre with my daughter whose paternal great
grandfather immigrated from the Ukraine via Halifax early in
the 20th century. After travelling overland to Amsterdam, he had
worked on the docks to earn money for his passage to Halifax
and train fare to Manitoba. The voyage was prolonged and he
relented and spent some of his train fare to buy oranges.
Consequently, without money for the train, he was held in
detention in Halifax until weeks later, relatives already in
Manitoba sent him his fare and he was released and sent on his
way. Many years of hard work later, he still remembered the
flavour of those oranges and regretted nothing.
For Michelle, having grown up across the harbour from Pier 21,
the event evokes strong emotions. She writes,
My grandfather, Albin Forest, worked as a stevedore on the
Halifax piers and my father, Marcel, joined the army as soon as
he was old enough and sailed off to World War II from Pier 21.
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Dad was six when my grandparents came from The Magdalen
Islands3 to offer their children a better future. As the oldest, he
quit grade school to help support the family. Prospects were scarce
in anglophone Halifax for an Acadian with little formal education.
In his efforts to fit into an English culture he put another 'r' in the
sir-name 'Forest'. When war broke out, Dad saw it as a steady
job and a free trip to Europe. He and hundreds of others fresh
from basic training shipped out on the Aquitainia. As Dad told
the story, he spent the whole voyage to Southampton below deck,
not because he was seasick, but because he had smuggled a crownand -anchor game aboard. By the time they reached England he'd
won quite a nest egg.

Response
This, then, was the standpoint from which we, as critical observers
have formed our view of the event. Whose interpretations of the history,
people, and events depicted in the photos that had been incorporated
into the stage backdrop was being so elaborately presented? In their
welcoming way Nova Scotians, amiably accommodated Ottawa and
the White House in manipulating Canadian cultural archetypes and
public commonplaces to facilitate the powerful and high-profile
intentions of another country. The political became poignantly personal
when foreign puppeteers insinuated their leader within our history,
assumed dominance, and pasted us into the pantheon of super-power
photo-ops. Pier 21 became part of the semantics of U.s. presidential
image-making and in the process cast us as the Canadians they wanted
us to be.
There have been thorough discussions (Gross, Katz & Ruby, 1988)
of the impact of photographic images, the ethical concerns of journalists,
photographers, and artists in the production and dissemination of
images, and the power relations inherent in making images of "others".
However, the images that provoked our question in this instance were
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arresting not because of their aesthetic qualities or the objectification
of subject by the photographer / viewer. In this case the subject has
assumed the role of objectifier and presumed authority over the viewer
in the circumstances of the moment. Very different but powerful
capacities to control representation and perception of meaning were at
work. As viewers we were being "put in our place" and that place was
outside.

Looking Carefully
How can we comprehend these images and the implications they
insert into our considerations of representation and valuing? Such
images are not unique in the history of representation. Cultural icons
are used frequently to further political ends, but it is startling to find
ourselves not only confronted by that practice but also implicated in
our own dilemma of representation as "other"; presumed to be and do
only that which the powerful dictate. Although the mechanisms of
representation at play employ the highly sophisticated technologies of
the 21st century, we contend that the mechanisms themselves impose
meanings and propagate a view in the manner established in religious
icons, imperial portraits and other politically motivated imagery that
appropriates the sensibilities of the icon. What follows is an analysis of
the front-page photo from The Chronicle Herald (Fig. 1) in which we place
its elements in an historical context as representations of power.
In representing leadership and propagating authoritative
messages, a striking example is the long and influential history of the
propagation of Christian doctrine. At one time 'art' was synonymous
with 'religious art'. Music and art that glorified the divine received the
patronage of nobles, merchants and landowners. Patrons exerted
enormous influence upon the themes of the art-works created for them
and upon the contexts in which these works were experienced.
In the Byzantine and Russian Orthodox traditions, the painting
of icons is considered a form of service to God. A religious icon is
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addressed to the faithful. Icons (Byzantine, Russian, Polish) invite the
faithful, through prayer, to have access to the divinity of Christ, the
Virgin Mary and the saints who intercede on the believer's behalf before
the divine. To the faithful icons are understood not as representations
of the divine but as openings into it. There is an essentially one-way
relationship between icon and prototype (Eastmond, 2003, 75). The
eternal, divine, and invisible nature of the signified is not contained in
the image. The icon is only the portal through which the faithful may
seek communion with the divine. It is not what it is but what it does.
The iconic image does not depend upon the linear perspective to
which we are accustomed as heirs of the Renaissance. Linear perspective
represents a given moment from the perspective of the viewer placed
in one position outside the picture. Elements of the composition are
smaller in proportion to their distance from the viewer. The purpose
of the icon, however, is to transcend place and temporality. The character
of the space in an icon is self-enclosed. As Uspensky describes it, "It is
as if we (Le., our glance, the glance of the viewer) were to enter the
picture, and the dynamics of our gaze follows the laws governing the
construction of this microcosm" (Uspensky, 1976,35). The laws are those
of the faith and its figurative language. Because there is no one
perspective, things become things-in-themselves with which to
commune. The icon is a kind of medium to one's belief system.
Of utmost importance in the painting of an icon is the issue of
how to facilitate contact between the person praying and the venerated
figure. Various techniques are used to differentiate the iconographic
subject (i.e., the venerated figure) from lesser figures present in
connection with the subject. Pertinent to our discussion of Figure 1 is
the iconographic convention of depicting the most venerated figures
face-on, not in profile. They occupy the central space of the picture
plane. They are usually larger, at rest and not screened by lesser
figures.

4
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Figure 2. Cartoon of "Descent of the Holy Spirit ", Novgorod School, XVth
century, (Ouspensky & Lossky, 1982).

In referring to the "The Descent of the Holy Spirit upon the
Apostles"(Fig.2), Ouspensky and Lossky interpret the compositional
elements. The semi-circle of apostles represent the unity of the church.
The empty, unoccupied place is that of the invisible head of the church.
The king stands in a place dark from lack of faith, holding twelve scrolls
representing the apostles who enlighten through their teaching
(Ouspensky & Lossky, 1982,207-208).
This icon offers an example of the inverse perspective typical of
many forms of pre-Renaissance art. In inverse perspective, "objects
diminish in size in proportion to their proximity to the frame, i.e., to
the viewer of the picture, and not in proportion to their distance from
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the observer as is the case in direct [or 'linear'] perspective" (Uspensky,
1976,38). Inversely to what we have come to expect, immersed as we
are in the visual language of linear perspective, the apostles in this
icon are arranged as if seated behind each other. Figures closer to the
foreground overlap figures 'behind'; and yet, those figures that,
according to linear perspective, appear to be receding into the
background, are larger than those whom we perceive to be in the
foreground. The compositional device of inverse perspective gives the
space the quality of being self-enclosed. There is no sense that images
continue beyond the boundaries of the frame. The icon painter places
him or herself and the viewer within this represented space. There is
no attempt to make figures appear to be 'in' their immediate
surroundings. The space between figures and ground is indefinable,
making the quality of that space the same in character as that between
the viewer and the icon; i.e. between the believer and his or her divine
power. The viewer's perspective is part of the doctrinal world of the
icon as one is drawn into the picture through faith.
The phenomenon of inverse perspective can be understood not
from the viewpoint of the spectator outside the picture, but from that
of an abstract internal observer located in the depths of the picture. It
is as if the picture is oriented from the point of view of the object,
(Uspensky, 1976, cites Riegl, footnote 28, 44) in a manner sometimes
seen in children's drawings wherein forms appear to be interpreted
with reference to an internal observer. It is as if children are inside the
pictures they draw. They look at space from the position of the depicted
figures (Uspensky, 1976, fn. 28,44).
Returning to Figure 1, as we 'enter' the photo the foreground of
spectators draws the eye according to the conventions of linear
perspective. The five stage flats employ inverse perspective into which
have been inserted the people on stage. Figures in the photomontages
are as large, and in some cases larger, than those on stage.
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As we analyse the photo elements on stage, we do so using the
theatrical convention of referring to left and right as if from the
perspective of an actor on that stage. This is also the convention when
referring to icons (Uspensky, 1976, 62). Considering that inverse
perspective places the viewer within the microcosm of the icon, we
'read' the icon as if we are inside it looking out.
Of the 52 heads that we could count in the front rows of the
audience, 38 were male. Someone at right front is holding something
before his face - a camera perhaps? From the viewer's perspective, the
audience members are backlit since all are attentively gazing into the
light from the stage, as if basking in the presidential message. The
impression is that of rapt attention, those closest to the president more
fully illuminated than those farther back.
The two boxes in front of the president at the rostrum are
presumably prompters and/ or a television monitor. The boxes are grey
like the rostrum and the stage floor and blend with the grey scale in
the black-and-white photos behind the speaker. On the front of the
rostrum facing the audience, in the place normally used for a logo of
the hosting institution, is an image depicting the United States and
Canadian flags hanging side-by-side on a blue background. Flanking
the sides of the stage are standing flags, the Canadian flags downstage
and the United States flag towards the centre. Hanging from the rafters
are what seem to be marine signal flags and on either side of the huge
word 'CANADA' hang the US and the Canadian flags, just as in the
'logo' on the rostrum. There is one occupied chair, up-stage right from
the podium.
The president stands behind the rostrum dressed in a grey suit
with a red tie. At stage right and slightly up-stage from the president
is the prime minister in grey, seated with the back of his left hand
reaching up toward his right ear. Further up-stage, far left are two
standing figures. Both are in grey with reddish coloured ties.
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The far-left and far-right stage flats are slightly farther down-stage
and so serve to frame the inner flats as a three-part composition or
triptych as in figure 3 (below).

The background to flat 5 is an image of the harbour looking along
the piers. A small passenger liner is being nudged alongside by a tug
and facing the viewer, farther up the piers, is another vessel, perhaps a
trawler. The water reflects the cargo sheds and the docking vessels.
There are three figures superimposed in a triangular way across the
bottom half of the flat. One is Winston Churchill and next to him, a
uniformed man. These figures appear to be a collage of discrete photos
and are partly obscured by the two men on stage. Red tinges the sky
and water.
Flat 4 depicts a boy with back to us, holding up something in his
right hand, waving to a ship with crowds of servicemen lining the rails.
Is this his last look at his father leaving for the front or a first glimpse
as he arrives safely home? An image of a seated Winston Churchill
with another seated figure to his right is superimposed across the
bottom third of flat 4. As in all the other flats, the black and white
photographs are haloed in a red glow along the edges of the flat and
where the images meet.
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Flat no. 3 depicts a relief worker apparently handing something
to three girls dressed in heads carves and dark dresses. Other children
look on. Across the bottom third is another meeting of seated leaders:
F. D. Roosevelt, Mackenzie King and Churchill. The upper two-thirds
of Flat 2 depicts a line of soldiers in soft hats, implying that they are
part of Canadian peacekeeping forces. Superimposed, as if across from
the soldiers, is the image of a child of colour holding a Canadian flag.
Across the bottom third of this flat is another image of seated leaders,
including Mackenzie King.
Flat 1, the largest and the centre of the triptych, shows a
background of black-and-white images of a class of school children,
apparently all boys; three men in uniform having a conversation; a
soldier stooped down handing something to a child; someone writing
on a chalkboard; and another soldier about to hand something to a
child wearing a back-pack. In the middle of flat 1 is the shape of the
stylised red maple leaf from the Canadian flag. Within its shape is
depicted an aerial image of buildings on Halifax harbour in the middle
of which is superimposed the two flags, this time as if flying and tipped
to touch in the middle. The U.s. flag is stage right; the Canadian, stage
left. All of the stage flats and the 'CANADA' sign above appear to have
bevelled edges as if individually framed.
How are we to make sense of these compositional elements using
what we know about icons? In terms of the importance of contact
between viewer and venerated figure, no other individual or image is
centrally placed, front on and as close to the viewer as is the US
president. All other figures are turned slightly or covered by figures or
images in front of them, and the array of heads in the foreground facing
the president can only be read as 'the faithful'. Clearly, the president is
the iconographic subject of this image, the one through whom one seeks
salvation. The fact that he is partly obscured by the rostrum is not a
problem since its emblem reinforces his message of cross-border
collaboration, as cited from his speech,
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From the smart border to the container security initiative to the
joint command of NORAD, we are working together. I hope we'll
also move forward on ballistic missile defence co-operation to
protect the next generation of Canadians and Americans from
threats we know will arise (Smith & Jackson, 2004, A1).
The colours on stage are the black and white associated with
documentary or historical, (i.e., "truthful") evidence and the red of
majesty, of the maple leaf, of revolutionary change, of the two political
parties to this event (Canadian Liberals and U.s. Republicans), and of
Mars, the red planet, Roman god of war.
The positioning of the stage flats to form a triptych alludes to the
three-panel altarpiece that depicts venerated subjects but also represents
in its form Christianity's three-personed god, the Trinity. The staging
thus mirrors a central point of iconography: to represent the singleness
of nature through a triad of persons (Uspensky, 1976). As for the figures
depicted on the stage flats, those in the background can be read as
types or tipazh 5 • In her curatorial essay for a Soviet poster exhibition,
Annie Gerin (2003, 19) describes the technique employed with great
success by the Soviets to create an atheist state:
Visual and linguistic propaganda served to establish tipazh. The
essence of tipazh was to create positive and negative stereotypes
easily identifiable by a handful of particular attributes, such as a
red pockmarked nose, a distinct hat or a stooping body. The
capitalist, the priest, the prostitute, the worker and the collective
farm-worker all became recognizable at a glance. Propagandists
fed their publics [sic] rich, vivid and concrete perceptions, rather
than relying on abstract generalities.
The tipazh depicted on these stage flats are the child refugee, the
soldier and the relief worker all pictured behind important figures of
state who also serve as types based upon their roles in world affairs.
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Because Churchill is depicted at least three times, we may surmise that
he is intended to represent our common ally, unflinching in the face of
war and tyranny. His speeches come back to us; we hear his famous
1940 speech in the House of Commons, " ... whatever the cost may be,
we shall fight on the beaches, we shall fight on the landing grounds,
we shall fight in the fields and in the streets, we shall fight in the hills;
we shall never surrender" (Browning, 1982,66).
Returning to the use of inverse perspective, the larger figures on
the stage flats are larger than the real-life figures on stage. Together
with the rapt audience, the photo-figures enclose the world of our
political representatives. The viewer is placed in it, as in the enclosed
space of an icon and, as in the icon, "the dynamics of our gaze follows
[sic] the laws governing the construction of this microcosm" (Uspensky,
1976,35). The icon is,
a pictorial expression of the teaching of the Church, by
representing concrete events of sacred History and indicating their
inner meaning. This art is intended not to reflect the problems of
life but to answer them ... Illusory three-dimensional space is
replaced by the plane of reality" (Ouspensky and Lossky, 1982,
27).
The plane of reality is that of defending democracy, its champions
being the US president and his allies. The irony is that the techniques
of iconography do not support the concept of democracy. Religious
iconography is a hierarchical system in which the believer accepts their
role as supplicant and prays for contact with that which lies beyond.

Imperial Portraits:
Both as "the sign of the presence, a window on the invisible world"
of the divine (my translation) (Janocha, 2002, 15) and as a compelling
cultural symbol, the potency of icons persist. To exploit them can
provoke volatile reactions and accusations of blasphemy and political!
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culturally provocation. For example, in 1999 Russian artist Avdei TerOganyan was forced into political asylum in the Czech Republic after
staging a performance in which, for a few rubles, he offered, to chop
up mass-produced copies of icons. His intended ironical comment on
Stalinist antireligious campaigns "and the capitalism of the present,
which ... makes it possible for people to commit blasphemy for money."
(Akinsha, 2002,72) brought death threats and charges from the Russian
Orthodox Patriarch that the artist had attacked the state as well as the
church. Other contemporary Russian artists exploited the widely
published portraits of President Vladimir Putin through such works
as Anton Litvin's performance in which "the presidential portrait was
used as part of a magic ritual, and the artist - girl Pioneer genuinely
believed that the supernatural essence of Putin would hear any request
and fulfil any desire" (Kravtsova and Matveyeva, 2002, 52). Putin may
not appreciate the gesture, but such works reveal the persistence of the
alignment of state and religious symbolic authority that originated with
Byzantine imperial portraits and has been at play in the promotion of
such iconic portraits as those of Mao Zedong, Lenin, Sad dam Hussein,
and Kim II Sung. Speaking of Mao's famous portrait Oal Lago observes
that,
The visual ubiquity of the portrait, combined with the power
attached to the political and personal prestige of the man,
contributed to the creation of a feeling of religious adoration not
just toward the Chairman, but toward the image itself, which
began to share in the godlike nature of its referent" (Oal Lago,
1999,49).
In such instances the idealized portrait as a mechanism of
representation operated in the certainty that "visuality is the first and
most direct space of reception of the original message and therefore
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becomes central to the consummation and re-elaboration of the original
propaganda" (Dal Lago, 1999,50).
In order to serve worldly ends, the imperial image must insinua te
that the relationship between the monarch being represented and the
tradition of image veneration was such that "the honour paid to the
image passed to the prototype, and [there was] an identity between
the image and its model" (Eastmond, (2003,75). Imperial images play
off their formal similarity to religious icons and derive potency from
the conflation of the two in the popular imagination, but inevitable
distinctions had to be negotiated, particularly concerning the
relationship between image and modeL In that imperial rulers were
and are living and fallible beings, vulnerable to judgement and
overthrow, "the veneration of the image could only work if it [was]
accepted that it was only the official body (highly idealized) of the
emperor that was being represented." (p. 78). Adoration for the image
was reverence for the ideal of the ruler, not the men who momentarily
held the position (p.79).

Figure 4: Courtesy of The Canadian Press/Tom Hanson
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This image, found on the CBC website, is remarkably less complex
than the image on the front page of The Halifax Chronicle Harold, but it
is nonetheless powerful and carefully crafted. The flag is not merely
an attractive fill behind the speaker or a courtesy to the host nation. In
the photo the red points of the maple leaf radiate out from the figure
evoking, via the formal structure alone, the analogy of the religious
icon. Our proposal is not that this president has the arrogance to cast
himself as a divinity, but rather that such representations allude to the
iconic and exemplify the "imperial images" originated by Byzantine
rulers. The implication is that of focused intent to construct the "imperial
image" of the President: that the man IS the office - the paternal
protector of democracy, freedom, and national security. As the religious
icon is a portal to the divine, so is the imperial icon the portal to power,
authority, and security. The inference is that to attack (i.e. criticize) the
man is a treasonous attack on the office.
The White House press core has appeared to be rigorously
disciplined with regard to curtailing criticism of a president who had
been buffeted by unflattering reports of malapropisms and a casual
attitude towards statesmanship. Every public event and "photo op" is
now so precisely orchestrated that not only are there no unflattering
photos or video footage in circulation, but every image is calculated to
promote this particular man through a very specific iconic alignment
with the symbolic imagery of the presidential office, the tipazh if you
will. All public appearances, including those abroad - as in Ottawa
and Halifax - are expertly designed and produced with all the skills
and technology of a film shoot. As in Halifax, an advance team led by
Scott Sforza, former ABC television producer, now Special Assistant to
the Director of White House Communications, is dispatched to the
chosen site where stages, backdrops, and crowd scenes of carefully
selected individuals are designed and produced specifically for the
occasion. Be it Pier 21, Ellis Island, Mt. Rushmore, or the flight deck of
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the aircraft carrier, Abraham Lincoln, the site is configured so that the
calculated lighting, angle, and view through all camera lens will result
in a predetermined set of flattering images. Calculated use of symbols
and symbolic sites means that the president is seen in profile perfectly
set into the fixed alignments of the presidents carved into Mt. Rushmore,
with the illuminated Statue of Liberty over his right shoulder, in profile
looking upwards to a huge American flag, before the floodlit cathedral
in New Orleans, or as in Halifax, posed before an enlarged photograph
of Roosevelt and Winston Churchill as if Bush himself had been present
at that historical moment of statesmanship (Allen, 2004). For the now
infamous "Mission Accomplished" event aboard the aircraft carrier the
speech was specifically timed for what filmmakers call, "magic hour
light" which cast a golden glow on and around the president. The
observation that, "They understand that what's around the head is just
as important as the head" (Bumiller, 2003) might also apply to the
construction of the image of the president in front of the Canadian
flag.

Praxis
Times of war offer different possibilities for analysis of political
events. Looking with care at the image of George Bush colonizing Pier
21 and seeing the iconography of traditional icon calls forth questions
of how we might bring these new and critical readings of these images
to the classroom.
It is difficult to find an icon of our time. It is simpler to find

personalities or events- Terry Fox, Justin and Janet, Karla Homulka, 9/
11; new priests prostrate before the newly installed Pope, as well as
those images produced to seek our allegiance. What is the most
recognized image in the world? Research on this question might include
the Christian cross, Mickey Mouse and Coca Cola. Without inquiry,
images produce a reactive belief, a private automatic response. With
reflection, awareness is possible, potentially shared.
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Linda has written,
An image that transformed my year was on the cover of the Globe
and Mail in late fall 2004. I was involved writing and acting in a
community show called Bodies without Borders, produced by a
women's collective of which I have been a member for 4 years.
The theme was women's relationships to their bodies and
showcased original writing by local women. The work of the
collective is to raise money for social justice by supporting global
and local initiatives to help the lives of marginalized and hurt
women and children through artistic work and fun.
To raise additional monies we had decided to create a calendar
using the body as an art form. It was challenging, a precarious
idea. We were terrified to stretch into the ancient realm of nude
or semi-clad presentation ...
On the way to the photo shoot of the cover image (which was to
be) a photo of women dressed in lace like material forming a spiral
as they lay on the wooden stage of our local theatre, I had stopped
at the pharmacy to get some water and to find someone to talk
me out of this adventure. Even though I saw this as an act of
teaching to our protected small town Canadian community, I was
scared.
As I waited in line I looked over and saw the image of a man
holding a boy, a father holding his son - the son was naked and
covered in blood - the father's face consumed with grief. This
was an image of our time, ethnic, cultural, commonplace, with
grief as the centre asking us, how do you account for this, this
war on bodies, war on lives? Once I saw this image, I knew that
I had to participate in the photo shoot. My fear, my mind were
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overruled by my soul. Other images of human endeavour must
counter the images of war.
Dr. Ibrahim Abdurrahman Farajaje, in his address to the Graduate
Theological Union where he is a professor, wrote,
(T)here are some for whom teaching is always taking place in a
time of war, in the wars that are carried out in the occupied
territories of our inner cities, of the prison - industrial complex,
or in the United States colonies in the Pacific Islands. The war is
on. For this is a war on bodies, a war on lives - in the interest of
the Empire. The powerful amass more power, the disenfranchised
become more disenfranchised. This is a war on bodies; this is a
war on lives (2003).
He further suggests that in times of war, "we have an obligation
to help reshape the discourse ... as intellectuals in the public domain".
There has been a recent call to re-establish the traditional
curriculum; for example, rather than having the social studies
curriculum focuses on current and world events, it should return to
lessons on history. As well, Farajaje questions the strong suggestions
made by politicians in support of the war in Iraq that Public TV and
Radio is biased and ought to give a more balanced view and offer equal
airtime to other sides of issues. He argues that reshaping the discourse
requires us to be aware of the "call to teachers to expose students to
both sides of an issue" (Re-thinking Schools Online. Summer, 2003).
In Social Studies classes across Canada, students are asked to find
current events and bring them in to class. Images that we would hide
from our children become a part of the morning activities, just following
snack and recess. We see Abu Ghraib images that were contained on
various sites of the Internet, Guantanamo, 'coffins carrying soldiers
being returned to their parents - a war on bodies, a war on lives. What
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is a balanced view? This abstraction and the call to present 'both' sides
requires further unpacking.
The possibility that any issue only has two sides is "at best
formulaic, at worst propaganda" (Rethinking Schools Online, 2003).
One of our jobs at all times and perhaps one of our most significant
jobs as teachers, who are teaching in precarious times, is to create
"pedagogy of questions" (Rethinking Schools Online, 2003). As teachers
we have to be willing and courageous to seek and use the tools of critical
viewing. This is particularly important in times when dissent might
earn the dissenter or the critical pedagogue the possibility of being
labelled treasonous. Are we willing to leave a trace, cast a shadow?
"What is a body that casts no shadow? Nothing, a formlessness, twodimensional, a comic strip character (LeGuin, as cited in Neilson, A.
1999, Daily Meanings. p.57).
We are charged as teachers with breathing life into knowledge.
We "must risk finding the portals and gaps and entrances, and must
find (my own) voice to speak it" (Jardin, as quoted in Clifford and
Friesen, in Neilson, A. 1999. Daily Meanings. p.62). Risking a radical
approach that places us in the mix and does not "segregate knowledge
from what happens in the world around us" (Dittmar & Annas, 2004)
re-establishes our faith in ourselves as agents of change.
We are teaching in times of Mars: in a war on bodies, a war on
lives. As teachers, one of our opportunities is to investigate images
that report the events occurring in our lives, our nations, our world by
acknowledging the diversity of discourses which Davies and Harre'
(2001) have referred to as 'positioning the subject location'. We can
question by 'seeing out' (as we might imagine investigatory icons
might) from the conceptual repertoire and location of the image-makers
and texts. We inform practices of equity and awareness through a
commitment to curiosity, troubling the given, and as Gee (1999)
suggests, noting the potential and situated meanings. And yet we
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cannot make a duality of reflective practice and reaction. Perhaps we
can make connection a part of the inquiry, to open the conversation,
share our wonderings and help us transverse the precariousness as an
act of hope. We seek the courage to leave a trace. Contrary to what Joni
Mitchell (1969) wrote in her song, there are more than ''both sides now",
and perhaps that is what she meant about life's illusions, they teach us
what we don't know, displace the implied, unsettle the understood
and invoke an opportunity for a reflective critique which is political,
soulful and engaged.
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Notes
*Miriam Cooley, Michelle Forrest, and Linda Wheeldon are The
(1 +1 +1) Collective. This, and the other artistic and written works that
we have produced are holistically collaborative in concept, development, production, and presentation. The order of names only indicates acquiescence to the limitations of linear text.
1 The appreciation of the individuals who were stranded has of
course been expressed many times over.

2See "Bush hits up Canada for help with U.S. missile defence
plan" by Amy Smith and David Jackson, The Chronicle Herald, Dec. 2,
2003, front page.
Les lIes de la Madeleine form a small archipelago off the
northeast tip of Prince Edward Island and are part of the province of
Quebec.
3

4 Respecting those who believe the icon is a portal, we offer
only a facsimile of the basic compositional elements of the icon
alluded to in Figure 2.
5 Tipazh: I believe the word is an amalgam of tip 'type' and the
suffix azh, which carries the sense of something being placed in
circulation. There may also be the suggestion of the first syllable of
azhure 'openwork' which carries the connotations 'up-to-date', 'in
order', 'all correct'.
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From Out of Sight to 'Outta Sight!'
Collaborative Art Projects that
Empower Children with At-Risk
Tendencies
Debrah Sickler-Voigt

Abstract
Children with at-risk tendencies are often left out of sight/ site/
cite because of their potential for academic and social failure. Like all
children, children with at-risk tendencies have something of value to
contribute to society and yearn for opportunities to show of their talents.
This article discusses how three different groups of children with atrisk tendencies in Florida and Tennessee participated in site specific
community art projects that targeted their needs. Although each
student population worked a different theme, the children expressed
similar learning outcomes when describing their involvement with the
project. This study demonstrates how collaborative community art
projects engage students in constructive behaviors that help prepare
them for life. The success they gain from their participation in these
projects can be transferred to other areas of their lives and show society
that they are truly outta sight individuals.
Children with at-risk tendencies are often left out of sight/site/
cite because of their potential for academic and social failure. While
the term "at-risk" has different meanings for various groups, the label
is traditionally assigned to students who have a high probability of
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dropping out of school according to predetermined factors assigned
by educational administrators such as economic disadvantage, living
with a single parent, geographic location, poor grades, and reading
below appropriate grade level. Many children with at-risk tendencies
are affected by the negative stigma associated with the label (Tucker,
1999). Like all children, children with at-risk tendencies have something
of value to contribute to society and yearn for opportunities to show
their talents.
Community art projects are effective tools to transform children
who are literally out of sight of mainstream society into outta sight
individuals who enhance their communities. Dewey (1934) argued
that the arts are an essential form of human expression that build
cultural experience. By examining the self and society through art,
children learn about themselves and others. As they become more
aware of the world and its diverse opportunities, children develop new
ways of thinking. While broadening their minds and building
experience, they take ownership of their work, foster a sense of pride,
and feel good about themselves and their peers. Furthermore, students
who participate in group work are better able to see other people's
perspectives, have positive attitudes towards learning, and are
concerned with the welfare of others (Johnson & Johnson, 1987).
This article discusses how three different groups of children with
at-risk tendencies in Florida and Tennessee participated in site specific
community art projects that targeted their needs. Although each
community project had a different theme, the children expressed similar
learning outcomes when describing their involvement with the project.

Methodology
My professional interest in developing and participating in
community art projects that teach life skills began when I worked as
an art educator in a Title One school with a large population of children
with at-risk tendencies. Many of my talented art students appeared to
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be the children who had difficulties in other academic subjects and
would get in trouble in school. Since both of my parents dropped out
of high school and told me about their negative school experiences, I
aimed to make my classroom a stimulating and nurturing environment
where children had the opportunity to succeed.
Over a four year period (2000-2004), I participated in a variety of
community art projects with children with at-risk tendencies and
developed case studies around the projects 1 • To frame the research
design of these studies, I focused on the theoretical nature of
participatory action research (Maguire, 1987). This paradigm allows
the participants, who are either oppressed or ordinary people, to
become actively involved with the researcher in posing and solving
their own problems. Maguire (1987), based on her experience of
working with a lower socioeconomic population, argued that children,
minorities, women, and persons living in poverty often do not have a
voice in society. Combining Maguire's model of qualitative research
and my knowledge of community art, it was my aim to give children
with at-risk tendencies a voice as they participated in collaborative art
projects. Moreover, my objective corresponded with a goal of
participatory action research: all people can work together to solve their
own problems and/ or better their situation.
Questions posed in interviews and conversations were openended and encouraged the participants to discuss and reflect upon their
role within the project. The main questions that steered the projects
were: How did the students make community art? What roles did the
children play in these collaborations? What were the most difficult
and rewarding aspects of these projects? How did they express their
understanding of the messages that the community art project taught?
In this qualitative research approach, I was the primary research
instrument. These stories represent the participants' and my
interpretations of the projects. I portrayed the environment and
participants as accurately as possible. Through details, conversation,
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and observation structured on Eisner's (1998) educational evaluation
model, and crystallization (Richardson, 2000), I aimed to demonstrate
credibility in a qualitative sense.

The Teamwork Mural
A part of the Miami-Dade County School System, Pine Villa
Elementary is located in Goulds, Florida. Approximately ninety percent
of the school's population lives in impoverished conditions. As a result,
many of its students have faced various challenges at young ages. While
teaching the students, I noticed that several children had difficulty
collaborating with their peers. At the beginning of the next school
year, I developed a community mural project that had the potential to
teach students about the benefits of collaboration through the creation
of a teamwork mural. (These three murals appear on the next page.)
During the preliminary stages of the project, fourth and fifth grade
students made drawings of teamwork as seen in the community, their
families, work, and school. They talked about their own experiences
with teamwork and learned how it was portrayed in art historical
works. Next, the students designed and agreed upon three themes: (a)
ballet dancers and musicians performing on stage [Figure 1], (b) two
teams engaged in a competitive game of tug of war [Figure 2], and (c)
a group of students painting a large mural of fruit and cleaning up at
the sink [Figure 3]. They spent the entire school year creating the six
foot by sixty foot mural on the art patio.
While many of the school's second through fifth grade students
participated in the project, the majority of the mural was painted by
students in the art club, which met three hours a week after school.
Throughout the process, the students talked about their experiences,
shared ideas with their peers, and problem solved. At the end of the
school year, I interviewed fifth grade students about their mural making
experience. They expressed how they used teamwork and overcame
obstacles to complete the mural.
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Figure 1. Teamwork Mural's Ballet Wall. Pine Villa Elementary School.

Figure 2.. Teamwork Mural's Tug of War Wall. Pine Villa Elem. School

Figure 3. Teamwork Mural's Fruit Wall. Pine Villa Elementary School
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Robert, a gifted artist whose grades had started slipping in other
classes, wanted every student to receive credit and be proud of his or
her accomplishments. He anticipated the opening reception because
he wanted his family to see the final product. Robert imagined that
they would ask him: "Who did it, and who helped you?"; and he would
respond: "the whole art team." Mary, an industrious student, was
satisfied with the final outcome of the mural: "(It) makes me feel good
because we worked together real hard and it's looking real good./I She
was especially fond of the ballerina wall that she worked on. When
she looks back on her experience, she mentioned that she will remember
the teamwork part the most.
The students also learned that creating a mural is challenging.
Robert and his classmate Tyrone described how they had to work
around other people's mistakes. Early in the mural's production, a
group of second graders got carried away with painting leaves. Within
a few minutes, green dots covered much of the mural. After Robert's
initial shock of seeing green dots everywhere, he explained how he
learned to cope with the situation: "Fussing ain't gonna do nothing!
You got to go out there and redo it anyway." Tyrone agreed with Robert
and responded: "We didn't get mad. We just said that's okay, we can
paint over it. 'Cause its easy to paint over the dry paint." He further
explained that older students have the responsibility of teaching
younger students to avoid mistakes: 'We are older than them and bigger
kids (ought to) be nice to little kids./I If Robert had the opportunity to
teach another group of children how to make a teamwork mural, he
said that he would teach them how to correct their mistakes and grow
from them.
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Florida Arts and Community Enrichment: Ebony
Gardens

Florida Arts and Community Enrichment (FACE) is an after school
arts organization that is free to all interested children living in
Tallahassee, Florida. The majority of the students live in the Frenchtown
section, which has the county's highest crime rate and is home to many
families living in impoverished conditions (Fletcher, 1999).

Jill Harper,

FACE's founder and executive director, chose the Frenchtown
community so that children, who otherwise may not have arts
enrichment in the non-school hours, would have easy access to the
program. Since its founding in 1991, Harper has involved her students
in a plethora of community art projects around the Tallahassee area.
One of FACE's largest community projects is a mural, playground, and
garden at Ebony Gardens, a housing complex in Frenchtown where
many of FACE's students live. (See Figures 4 and 5.)

Figure 4. Ebony Garden's Mural, Playground and Garden
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Figure 5. Ebony Garden's Community Garden.
FACE transformed a bare concrete wall and patch of grass on the
property into a vibrant mural and play area. The wall blossomed into
a tropical landscape covered with bright colors, flamingoes, and stars.
After its completion, Harper invited Israeli artist EllenAlt to work with
the children and their families to develop a playground consisting of a
turtle sandbox, a ladybug play car, and a dragonfly to sit on. These
play sculptures were formed from broken cinderblock, concrete, and
latex paint. While the mural and playground enhanced the grounds,
the children did not have any shade to protect them from the harsh
Florida sun. Harper contacted garden associations including the
Damayan Organization and secured permission from the housing
authority to plant shade trees and a garden on its property. On Make a

Difference Day, FACE and its collaborating partners installed the garden.
They spent the entire day digging, sowing seeds, and planting trees.
Wendy Chase, Director of the Damayan Garden Project, returned
to Ebony Gardens weekly to teach the children and adults how to
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properly care for the garden. The garden had its triumphs and set
backs. FACE students, residents, and community members regularly
worked together to ensure that the garden would flourish. However,
some of the children saw the vegetation as toys and used tomatoes
and corn stalks as imaginary weapons. Many of the participants were
upset because they did not want to see all of the time and effort they
put into the project wasted. Harper and Chase called a community
meeting, where residents of Ebony Gardens gathered and spoke about
their concerns. All parties agreed that they wanted to have a thriving
garden. From that point forward, the residents of Ebony Gardens taught
the children how to respect the garden through positive reinforcement
and cogently explained the garden's rules.
The garden grew in abundance and during the initial harvest,
the children picked fresh fruits and vegetables. Chase explained that
it was a new experience for the children because many residents in
housing projects receive canned and boxed food from the local food
bank, which is nutritionally vapid. Her goal was to give the residents
alternatives to these foods: "Instead of lecturing them about good
nutrition, we just wanted it to be accessible to them." Ms. Linda, a
community mother who lives at Ebony Gardens and works at FACE,
assisted Harper and Chase in teaching the children about proper
nutrition by cooking foods from their garden. Erick, an elementary
student, described how meals at FACE taught him about good manners:
Ms. Harper and Ms. Linda, teach us (things) like when we eat we
wash our plates off. If they are plastic plates, we throw them
away and we put napkins in our laps. And we put knives and
forks and spoons on the plates when we (are) done, and say thank
you and goodbye.
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At FACE, children have learned about more than proper
etiquette.

They attend the program because they know that their

involvement in the arts and the community makes them feel good about
themselves and helps others living in Tallahassee. Rosalyn, a high
school student, reflected on her participation in community art projects:
"When you paint a mural you step back and see your work. And it's
like I made a difference and it makes you feel good and you come back
and you want to do more." Since Rosalyn has grown with the program
and is a senior in high school, Harper offered to pay her to work on
community projects and assist younger students. She explained why
she declined her financial offer and preferred to volunteer her services:
I said I don't go there (FACE) to get paid. I've been going for 5
years. And you (Harper) haven't paid me once and you're not
gonna start. Basically, I like the music and painting murals. She
(Harper) doesn't need to pay me. I have a job.
Like Rosalyn, Nikki, an elementary student explained the benefits
of producing community art. She felt that she earned respect from
others for the art projects that she helped create. Living in project
housing, Nikki explained: "Some people, they don't come out to other
places (like Ebony Gardens) just because they see some bad kids they
think all of the kids are bad." She feels that the recognition that the
projects bring help highlight the children's talents.
Rosalyn's sister, Monique, has worked on dozens of projects at
FACE. She felt that her participation has made her a better person
because it provided her with the opportunity to associate with people
who care about her:
When I was young I'm going to admit I was bad. I was BAD! But
I mean I got out of it because I came here and I had an outlet.
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And, you know I met people who told me that's not the way. I
came here and I had people to talk to. And I had people to tell
my problems to and they'd listen and you know we got along
and you know it helps when you have people who will help you
out when you need it.
Michael, an elementary student, also feels good about the work
he does at FACE. He explained that he sometimes felt depressed at
school because of negative incidents with his classmates and teachers.
When creating a community sculpture with his peers at FACE, he
worked to the best of his ability and used teamwork to make a sculpture.
Under Alt's guidance, his group smashed cinder blocks with a
sledgehammer to form a concrete figure. He explained: "People were
working with me together. The reason why I liked it (is) 'cause it was
really a lot of teamwork.... I really learned a lot about working together
and working on projects that are really kind of hard."
Their participation at FACE and the community art projects that
they created made a positive difference in their lives. They worked
together, overcame obstacles, and enhanced their community.
Furthermore, their efforts have turned the project housing grounds into
a place of beauty that families can enjoy.

Planet Respect
In Murfreesboro, Tennessee, children at Mitchell Neilson

Extended School Program created a mural called Planet Respect, which
portrayed how aliens with different skin colors and body types lived
together and celebrated their diversity. (See Figure 6.) Although
children who attend the program come from diverse socio-economic
backgrounds, a significant portion of its student body consists of
students who are at risk of social and academic failure due to
impoverished living conditions. Suzanne St. John, the site director,
wanted her students to create a community art project that would help

Sickler-Voigt 167
them learn about respect. She felt it was an important topic since she
observed some of the children's difficulties with respecting school
property and people who are different from themselves. To implement
the project, St. John, pre-service art educators from Middle Tennessee
State University, and I engaged the students in a variety of activities
that focused on respect and disrespect, which included brainstorming,
journaling, open discussion, and games. During a one month period,
the students created art projects that portrayed self-respect as well as
respect for one's peers, family, community members, and property and
developed the mural design.

Figure 6. Mitchell Neilson Extended School
Program's Planet Respect
After the walls were prepped, staff members and pre-service
educators oversaw the students as they applied layers of base color.
The children were so excited to paint on a wall that they mixed too
many hues together and created large sections of muck.

Brandi, a

nine year old student explained: ''We were all hyper and we were trying
to get through, work quickly and just try to rush through it. We didn't
think about stopping and checking on it. And we were spilling paint
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everywhere." Unfortunately, the staff members and college students
did not have much mural experience and did not know how to stop
the students from painting carelessly. When St. John and I arrived, we
had the children step back from the mural and reassess their
performance. We discussed respect for school property and explained
to the children that the principal would not let us keep up a mural that
did not represent our best efforts. Most of the children understood
this and went back to their preliminary drawings and reviewed the
color schemes and designs that they had planned to use. Together the
students decided what changes to make, reevaluated their color choices,
and partnered up with pre-service teachers. Although most students
felt comfortable with this arrangement, Chelsea, a third grade student,
cried because she had to stop painting. The two of us sat together and
discussed the situation. To validate her feelings, I told her that I
understood she was upset because painting a wall is fun. However, I
wanted her to understand our perspective that the mural needed to
accurately communicate a message of respect. Showing respect for
the wall and the people who viewed it was part of the process. The
next day, she brought in reworked sketches of her alien. Chelsea felt
proud of her revised work. St. John explained: "She came in with a
new attitude and liked her second design much better than the first
because she put more time into it. She was so proud that she even
added glitter on the teeth to make them sparkle."
After the mural's completion, the students critiqued their work
and explained what they learned from the project. They agreed that it
helped them make new friendships and try their best. John, an eleven
year old student, established a positive working relationship with a
college student named Katie. He felt that she was an excellent role
model because she showed him respect by helping him fix his alien in
a fun and non-threatening way. Brandi felt that students who were
involved in different cliques grew more accepting of each other. "People
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forgive us now. We (have learned that we) shouldn't be mean to people
just because of how they look." Furthermore she added: "You don't
need to be famous or something to make you special because
everybody's special."
Reflecting back on the process, both John and Brandi noticed how
the group's belief in their capabilities changed. John stated: "It was
nice to see how much we improved. The group's skill level went from
75% to 100%." Brandi added: "We were all thinking we're not artists.
We're just going to make it nasty. But, when we really looked at it we
thought it looked cool." The project has taught her that everybody has
a special skill: "I think it would inspire people to put their heart into
something because they may really have a talent for that thing because
not everybody's going to be perfect at everything."

Discussion
Through meaningful art projects under the supervision of caring
adults, the children involved in these projects revealed that they are

outta sight individuals who have made a difference in their communities.
They have shown that they are capable of transforming ordinary sites
into meaningful works of art that communicate their views.
Interestingly, by analyzing the children's cited words and actions, it is
easy to see that even though each project had a different theme and
was created by children in different settings, the children exhibited
similar behaviors. In all three cases, the students constructively
employed collaboration, problem solving, respect, and self-efficacy to
achieve their goals.

Collaboration
Collaboration is a meaningful part of children's educational
experience because it demonstrates that children can learn and grow
from each other (Anderson & Milbrandt, 2005). By working together,
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children take ownership of their work and feel that they have an active
role in the educational process. Students who participated in these
community art projects expressed that they learned cooperative skills
by establishing a feeling of camaraderie with their teammates and
working towards the group's goals.
The frequent use of the words we and teamwork during their
interviews expressed the groups' solidarity. Instead of taking individual
credit for the work, they described how their teammates' contributions
made the artworks possible. Children, such as Michael who normally
did not feel a sense of belonging at school, felt good about working in
a group because they felt like significant members of the team.
Furthermore, the projects brought children together, who would not
normally interact with each other. They became close during the art
making process and learned to value one another.
As the children's relationships grew, they learned how to share
and combine disparate ideas to make their projects work. When the
students made their preliminary designs for the community artworks,
they, as a group, decided which themes they wanted to turn into a
large scale artwork. Ultimately, they elaborated on each other's ideas.
As Brandi commented, their combined efforts made their project turn
out much better than they thought it would because they shared ideas
and still had the opportunity to incorporate their own unique aspects
to it.

Problem Solving: Fussing Ain't Gonna Do Nothing
Problem solving involves using both critical and creative thinking
skills to accomplish specific tasks (Church, 1999). Creative thinking is
an essential component of problem solving because it enables
individuals to look at a problem in many different ways. Through
brainstorming and experimentation, the groups of children learned that
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there was often more than one solution to a problem. They
imaginatively searched for resourceful ways to solve problems and
received encouragement and support from adults so they could achieve
maximum outcomes. As a result, the children learned to recognize
and overcome obstacles as well as transform areas in their communities
into aesthetic sites.
Over the course of these projects, the students learned that
mistakes are a natural part of the artistic process. St. John's explained
why she believed her students and others like them have had difficulty
with problem solving in the past: "Many of them were not given an
opportunity to go back and fix their mistakes. They aren't used to
being able to make improvements and make their work better, to fix it
for the team." Instead of feeling paralyzed by failure, as some of them
had done in the past, the students stepped away from the activity and
found a solution. When the art club at Pine Villa saw green dots all
over the wall made by inexperienced second graders, Robere knew
that "fussing ain't gonna do nothing." The group had to go back out
there and paint over the green blotches of color. At FACE, the
community gathered together to find a way to preserve the garden.
Their combined efforts enabled the garden to grow and become a
mother bed for other community gardens. The students at Mitchell
Neilson helped each other recognize and overcome mistakes. St. John
explained:
Each student could see where someone else's work was messed
up and say that doesn't look quite right. The next day they would
regroup in the morning to tell each other what they thought needed to
be fixed. The children shared their ideas. They had an original idea
and another person would give a suggestion as to how to make it better.
Due to the students' hard work and efforts, they transformed plain
areas in their communities into aesthetic sites of enjoyment. The largest
transformation occurred at Ebony Garden's project housing, where
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FACE's students and the residents turned their community's bare lot
into an enjoyable community resource with a mural, playground,
garden, and trees. Besides being a thing of beauty in itself, the fruit
and vegetable garden provided nourishment to the people.

Respect
Respect does not happen automatically, it is a skill that children
learn (Clark, 2005; LaFrankie Kokolis, 1999). Occasionally, school
teachers and administrators become frustrated with some of their
students with at-risk tendencies because they feel such students are
not showing respect for themselves or others. Unfortunately, if respect
is not learned at home or through other life experiences, a child cannot
master it. Schools and extended school programs provide environments
where children can learn about respect. First, adults must show children
respect and believe in their potential. Next, they should talk to children
about what respect is and teach them how to connect it to their lives so
that they will be better able to understand and apply it. To make these
community projects possible, the children were treated respectfully and
were courteous to others.
Many of the children talked about the importance of being kind
to other children. Tyrone emphasized that older students need to be
nice to children who are younger than themselves. He and his peers
were respectful of second graders who did not possess the same skills
as they did. Monique explained that people at FACE listened and talked
with her about her problems. Because of this positive influence in her
life, she no longer describes herself as a bad kid. Her sister Rosalyn is
so grateful to be part of the organization that she volunteers her services
even though she has the opportunity to get paid. Chelsea learned how
to respect the walls by using her best efforts to create an artwork that
would effectively communicate the message that she and her fellow
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students wanted to send. In addition to showing respect to others and
for community property, the students received accolades for their
significant achievements. They became the talk of their communities
as other students and adults, some of whom had never spoken to them
before, congratulated them on their fine work.

Self-Efficacy
Bandura (1998) has written extensively on self-efficacy, which
he describes as a person's belief about his or her capabilities to produce
effects. He explained that the sources of children's self-efficacy include
(a) overcoming obstacles and rebounding from setbacks, (b) seeing
people similar to themselves succeed, and (c) hearing from someone
else that they have the ability to master new skills. Community art
projects function as an avenue where children can enhance their feelings
of self-efficacy. Through dedication and hard work they feel good about
themselves by contributing their talents to society.
The children's diverse positive statements reflect how they
boosted their self-esteem through the project. For example, they
transformed initial doubts about their capabilities into substantial
beliefs about their abilities. Similar to Bandura's findings, they learned
that they could overcome obstacles, received praise from others, and
witnessed themselves and others like them succeed. Furthermore, they
gave back to the community. Their actions confirmed that they are
adept individuals who make a positive difference. These projects
provided the children with opportunities to shine. Likewise, it taught
them they could use their talent to inspire others. As a result, the
children took on the role of the teacher and constructively guided other
students who needed additional support.
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Conclusion
Children with at-risk tendencies often hear disparaging comments
about their potential to succeed from others, which places them out of
sight/ site/ cite of mainstream society (Tucker, 1999). Other people's
negative treatment of them and their capabilities affects their inner
voices and begets negative internal feelings. Unfortunately, repeating
harmful comments teaches children that they are incapable of achieving
their goals. As art educators, it is our responsibility to combat these
epidemics against children with at-risk tendencies and use art as a tool
to show them that they are valuable members of society. As this study
has shown, collaborative community projects are an effective and safe
method to creatively express children's aspirations, knowledge, and
beliefs. They provide children with a voice in a society that all too
often ignores them. As children continue to become successful through
the arts and in their communities, they can learn to transfer these
positive outcomes into other areas of their lives and show former
doubters that they are truly outta sight individuals.
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Notes
1

All children's names have been changed to protect their identities.

2

By the end of the school year Robert raised his grades and was

accepted to an art magnet middle school.
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The Permeable Classroom or the
Tilted Arc Revisited

Karen E. Frostig
Abstract
"The Permeable Classroom or the Tilted Arc Revisited" reviews
the author's various roles as artist, community activist, art educator
and art therapist, in the design and implementation of a large, sequential
community-based ''Tree Memorial" project. Using the Tree Memorial
Project as a compelling example of the "permeable classroom," the
paper delivers an overview of the project that takes place in and around
the public school setting, featuring collaboration between teachers,
students, parents, administrators, community residents, and city
officials.
Initially, the "permeable classroom" is discussed as a complex,
developmentally challenging, pedagogical model that promotes critical
thinking and democratic processes in the classroom. However, as the
paper progresses, the author shifts focus to develop a critical analysis
of the Tree Memorial project, illuminating specific instances of how
the project both succeeds, as well as fails to reach its full potential as an
exemplar of the "permeable classroom." The model of the permeable
classroom is developed alongside a discussion of experiential learning
programs and contemporary art practices.!
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The Permeable Classroom or the Tilted Arc Revisited
This article addresses the artistry of growing new ideas in the
classroom from a postmodern aesthetics perspective, which Freedman
calls "aesthetics attached to meaning" (2001, p. 41). The "Tree
Memorial" project, largely orchestrated by the author as a series of
community-based art events responding to a community-based
incident, will be utilized as a vehicle to introduce the "permeable
classroom" as a promising pedagogical model for teachers and faculty.
Employing a constructivist framework the author discusses the
rationale for the "permeable classroom," while also analyzing the
complex relationship between idea development in the classroom and
the nature of community-based project development in the community.
Richard Sierra's "Tilted Arc" (installed in New York's Federal Reserve
Plaza, in 1981) is invoked as the legendary example of how diverse
constituents negotiate across different platforms in an effort to sustain
a democratic process that best represents multiple interests. An effective
analogy is then made between scripted curriculum design that exists
as a circumscribed entity and the more porous experiential learning
protocol that routinely tackles the multifaceted nature of idea ownership
between teachers/faculty, students, and the needs of the surrounding
community. Theory and practice come together as the author reviews
both the strengths and limitations of the "Tree Memorial" project.
Roy Sandy (1998) describes the "permeable classroom" as the
"flow of knowledge that enters and leaves the classroom through
connections with the external environment."2 He traces the term back
to John Dewey's formulation of social learning put forth at the turn of
the 20 th century. Dewey links ideas about social learning with
instrumentalism (Jackson, 1998, p. 29), which implies that the meaning
of the work goes beyond the work itself so as to achieve an end in the
real world that holds moral, political or social merit. Dewey's ideas
about social learning seeded numerous "service-learning" programs
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across the country. Although the University of Cincinnati was identified
as the first institution to incorporate service-learning into the
curriculum, the formal establishment of such programs began in the
1930's, during the Great Depression. A more recent flurry of
programming followed the 1990 National Community Service Act.3
In a discussion of service learning programs, Taylor and Ballengee-

Morris emphasize reciprocity of learning that occurs between the
students, the institution, and the community. The spirit of partnership
is expressed in the concept of "we," which informs the very nature of
the collaboration (Taylor & Ballengee-Morris,2004, p. 10). The authors
go on to distinguish service-learning from community service,
emphasizing that although both promote civic responsibility, servicelearning is directly connected to academic objectives. In addition, "it
is the communities' needs that serve as the organizing principle" for
service-learning program development (Taylor & Ballengee-Morris,
2004, p. 6). Taylor & Ballengee-Morris identify learning objectives for
such programs to include: "promoting trust in the form of committed
involvement, hope in the form of an enduring sense of civic
responsibility grounded in a criticality, and caring that engages an
individual call to action" (Taylor & Ballengee-Morris, 2004, p. 11). The
ongoing proliferation of service-learning programs in the communityat-large represent a variety of precedents for socially motivated,
experiential learning to take place outside of the classroom.
The community project discussed in this article unfolded over an
extended period of five years and utilizes a theoretical framework that
is in keeping with service-learning protocol. The initial ceremony
unfolded in reaction to plans for the demolition of 12+ acres of
woodland located across the street from my home and on the hillside,
behind the neighborhood elementary school. This project grew
primarily out of my activism as an artist and community member.
Simply put, I was a community-based artist with a need.
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In developing a series of successive installations for this project, I
straddled two groups. I was insider to the community-at-Iarge, but
outsider to the local school community. As a newly appointed art
education faculty member at my university, I was an insider to art
education and supervised an art education intern at the neighborhood
school. However, I was an outsider to curriculum development at the
school. In part, my outsider status restricted my ability to develop this
event according to my pedagogical practice, which generally favors a
constructivist approach that champion's student-centered inquiry.
The constructivist approach, which links curricula development
with the process of posing problems that hold relevance to students'
lives (Brooks & Brooks, 1999, p. 35), thus bringing ideas about "choice
and voice" into play (Milbrandt, Felts, Richards & Abghari, 2004, p.
19), was a sorely missing component in this project. Although the art
teacher was able to draw connections between my proposal, her
curriculum and events occurring a few feet away from the school's
playground, the students did not discover those links on their own. In
the final call, this missing step undermined the larger goals of the
project, which were to teach children about "choice and voice," not
only in terms of government policies regarding urban development,
but also in terms of efficacy to think and act across a number of contexts
as participating members of any viable community, both in the
classroom and beyond.
It is my contention that the concept of the "permeable classroom"

that challenges teachers and students alike to investigate all aspects of
events that "permeate" the classroom walls can provide teachers and
students with a working model for learning that minllnizes hierarchical
determinants of curriculum design. The "permeable classroom" is
aligned with a horizontal postmodern perspective, "which invites the
learner to pursue meanings in multiple directions along many routes
of intellectual travel" (Efland, Freedman & Stuhr, 1996, p. 115), and is a
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model that incorporates ideas about "situated learning" and "cointentional education" into discussions about knowledge and agency.
"Situated learning" (Pitri, 2004, p. 6), which purports that the context
of how one learns, is as valuable as what one learns is conceptually
compatible with Paulo Freire's bi-directional concept of "co-intentional
education." According to Freire, "co-intentional" education (Freire,
1970, p. 56) conveys the message that teachers do not deliver
encapsulated knowledge. Rather, knowledge grows out of a process
of interaction between the teacher, and the students. In the case of
service-learning, the interaction occurs between the teacher, the students
and the community agency (Taylor & Ballengee-Morris, 2004, p. 7).
The "Tree Memorial" project unfolded over five years in four
distinct sequences. My ideas about voice, leadership, audience and
dialogue shifted at each stage of the project, moving consistently in the
direction of engaging my audience more deeply and actively. The shift
grew out of my own developing awareness regarding an emerging
reciprocity between artist and audience, moving from a model of
consumption to a position of shared responsibility (Archer, 1997, p.
214).

Parallels Between the Permeable Classroom and
Contemporary Artistic Practice
Why advance the model of the "permeable classroom" at this
particular juncture in history? In the post 9/11 climate, where porous
borders are deemed dangerous to national security, porous classrooms
are also perceived as vulnerable entities. Introducing the "permeable
classroom" as a viable tool for curriculum development comes at a
time when schools are preoccupied with issues of accountability, as
well as acts of random violence within the schools Of late, we have
witnessed what might be called a global assault on innocent children.
Around the world, from the shootings at Columbine in the U.s. of
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America, to hostage taking of school children in Russia, to the recent
rash of school stabbings in China, schools are under attack. As a result,
many schools in the U.s. have only one unlocked door in to or out of
the school, and they have doorbells, as well as intercoms, to further
restrict access.
The effort to meet national standards has resulted in the
preponderance of teacher-dominated, "mono-directional" (Wexler,
2004, p. 13) learning environments that in effect, have turned classrooms
into laboratories. Achieving measurable gains on standardized tests
justifies an educational reform that is largely behavioral, focused on
improving competencies in specific disciplines, at the expense of
developing a child's critical understanding of meaning and agency in
today's world. Although many teachers argue that this is "state of the
art" education, one must acknowledge that it has little to do with
everyday lived experience, the kind of experience likely to fuel artistic
enterprise at the start of the 2151century.
In many respects, the clinically handled classroom has a lot in
common with the modernist construction of the "white cube." The
modernist call for a formal, quasi-scientific objectified space, "divorced
from social and political content in an effort to cultivate an attitude of
'aesthetic disinterestedness'" (Efland, Freedman & Stuhr, 1996, p. 15),
may well be the precursor for today's highly scripted classrooms, cut
off from the "noise" of the real world.
The break away movements of the 60's-the Fluxus Movement,
Performance Art, Public Art, Graffiti Art and Earthworks-took art out
of the gallery into the streets. In effect, the "permeable classroom"
accomplishes the same end, joining art with life. This model also reflects
shifts in my practice as an artist, with a number of parallels coming to
mind.
About 15 years ago, I began to feel restless with my art,
particularly with the idea of "making art for myself." I no longer
wanted to work in a political vacuum. I wanted to communicate my
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ideas to larger audiences and locate my work within the spectrum of
postmodern artistic practice that linked personal narrative with cultural
criticism.
My current practice is aligned with performance art, installation
art and what is being coined a "memory artist," growing out of a
cultural yearning to memorialize tragic events. This kind of practice
departs from art therapy in that it is not tied to a redemptive posture
or the goal of achieving closure (Young, 2000, p. 14). Rather, I am trying
to provoke interaction, stir memory, and inspire dialogue about issues
that concern social responsibility.4
In the "Tree Memorial" project, strategies of practice rooted in
the genre of public art linking community voice with conceptualization
of the work, further influenced my process. Not only were public art
and notions of "site specificity" (i.e., "context") critical in determining
the shape and scope of the Tree Memorial project, "site specificity"
was also instrumental in providing the pedagogical basis for discussing
the permeable classroom as a viable tool for curriculum development.

Case Study: Four-Part Sequential Community-Based
Art Project
The case study component of this article features an overview of
four installations, depicting a three-tier response to issues of ecology,
urban development, community and social activism, separated by oneyear intervals. The first installation, "Earth Wounds," installed on the
grounds of the institution owning the land for sale, prioritizes my sole
voice as artist and activist. The second installation, the ''Tree Ceremony"
represents the tragic aftermath of the destruction of the forest and
centralizes the audience, children and adults, as vocal and active
participants in a community-based event. The third and fourth
installations represent the ''Tree Memorial" project, a temporary public
works installation that deals with the memory of the forest and
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highlights children's voices in the form of a public dialogue with the
artist. s

Each installation explores artistic agency, while tackling a

different set of concerns attuned to my changing perceptions of artist
and audience.

The First Installation
The initial circumstance that triggered these installations
concerned the sale and pending development of 12+ acres of woodland
across the street from my home. 6 Initially, the land was designated for
affordable housing. A long and drawn out battle ensued between
owners of the land, and different sets of developers, city officials and
the surrounding community. In the end, a gated community of 44
luxury condominiums, selling at 1.5 million dollars each, was erected
on site, with four units of affordable housing built off-site.
In visualizing the plight of these two hundred year old trees, I
began to think about how the trunks would be severed from the roots
and about how my father, a refugee, had his ties with his homeland
severed. I became preoccupied with images of the life cycle and the
symbolic nature of the burial practice as a "return" to the earth. The
earth, in my mind, became a healing element, a nutrient, and a source
of closure. Steeped in eco-feminist literature, I began to associate the
demise of these trees with the horrific death of my grandparents in
concentration camps, whose bodies were never recovered. I envisioned
creating a community-based burial ceremony that would enact a return
of these trees to the earth, as well as provide a symbolic means to bury
my grandparents and mourn their death. As I began to collect materials
to create ritual objects, September 11 th occurred, which represented yet
another instance of death and violation, whereby 3,000 victims were
consumed by fire, precluding the return of their bodies to earth.
In the first installation, "Earth Wounds," I developed a series of
artifacts for the purposes of developing a community-based ceremony
to memorialize the three named atrocities: the murder of the trees, my
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grandparents, and the victims of 9/11. Although there would be ample
opportunity for community involvement, I would be the self-appointed
artist/leader centralizing my voice, my aesthetic, within the ceremony.
The work was saturated with personal history and a personal aesthetic.
Translating this work into a shared community event became my next
challenge.
What follows is an account of my process as artist, educator, and
facilitator to a community in need. Although I conceptualized my role
as educator to be central to the development of this sequential project,
in reality, it was the most compromised of the three roles, affording me
only a marginalized presence within the school. Despite how notions
of the "permeable classroom" initially justified the collaborative model,
in reality, my contact with children was perfunctory and further
mediated by school officials. While the concept of the permeable
classroom grew out of my involvement with this project, the project
itself fell short of the model. A critical evaluation of the project is fully
developed in the closing discussion of this article.

Vying for Institutional Support in the Community
Plans for the original ceremony had the tacit involvement of the
two institutions situated on the wooded hillside, sited for development.
However, once the trees were cut down in order to provide needed
revenue for one of the institutions, both institutions refused to
participate in orchestrating a ceremony with the community, fearing
recrimination from the neighborhood.
On March 17th, 2003, the same week that the U.S. went to war
with Iraq, ten acres of woodland were bulldozed into oblivion over the
course of two days (two acres were put aside as conservation land).
No amount of anticipation adequately prepared the neighborhood for
the intense feelings of devastation and loss that followed, despite years
of productive social activism that contributed to the passing of three
new ordinances: The Tree Preservation Ordinance, The Community
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Preservation Act (or The Conservation Act), and The Inclusionary
Ordinance (or The Affordable Housing Act).7 Rather than succumb to
feelings of defeat, I was struck with a new plan, a plan that would
celebrate the efforts of this small community, the voices of real people,
who had sacrificed long hours, working together to save the trees.
With this plan in mind, I approached the neighborhood school,
which was located at the foot of the hill. I initially contacted the art
teacher, whose art room I had previously visited, and then the principal
of the school. In addition to creating an event that would bridge
differences and bring the community together, I was also convinced
that this event would become a "teachable moment," modeling for
children, the meaning of community.
In retrospect, these sensitive negotiations determined both the
success and failure of the project. The impetus to insert the ceremony
into the curriculum came from outside the classroom and was justified
as an extension of a pre-existing unit on "nature." Already in the month
of April, the school community had but one month to prepare for this
large event. Although the students were actively involved in these
preparations, a rich, open-ended inquiry into the events on the hillside
was foreclosed, due to lack of time, thus undermining student
ownership of the process.

The Second Installation
The community-based ceremony took place in the auditorium of
the school and grew directly out of the neighborhood's mourning for
the trees, developing as a grass-roots initiative in opposition to big
business. The plan involved dispersing little scrolls that the children
made from twigs gathered on the hillside. The actual ceremony
involved reading and then burying the scrolls into the earth, symbolic
of a "rite of return" to the earth.
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On the day of the event, the audience consisted of 300 children
and members of the community. Participants included the mayor,
members of the board of aldermen, the city tree warden, chairman of
the neighborhood association, presidents of the conservator's
association, the superintendent of schools, various commissioners, and
a number of community members who had devoted personal time to
fight the losing battle to save the trees.
The ceremony that eventually transpired was comprised of five
parts. The school principal and I introduced the event, contextualizing
the destruction of the forest with (a) educational curricula regarding
nature and ecology, (b) city politics and the democratic process of voting,
and (c) issues of preservation of the earth's natural resources for future
generations. Children sang songs about trees, children and adults read
from their scrolls to remember and honor the trees, and an additional
group of children were designated to name, thank and hand out awards
to 33 individuals who invested personal time to intervene on behalf of
the trees. Lastly, children and honorees moved outside to plant scrolls
into the earth, alongside 100 new spruce seedlings donated by the city
(see Figure 1) in honor of the community's efforts to save the trees.
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The Third and Fourth Installations
As the first anniversary of the destruction of the forest approached,
I negotiated the implementation of a Tree Memorial Banner Project with
the city. I designed the banner from a series of photographs taken of
the fallen trees. The banners were installed along the perimeter of the
land, as new condominiums began to visibly sprout on the hillside
(see Figure 2). The brevity of the drive-by installation-one month's
time-brought to light the phantom-like presence of the much loved
forest that continues to permeate the neighborhood. The installation
also coincided with phase one of the implementation of the Tree
Ordinance, the first ordinance of its kind in New England.

Figure 2
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One of the Tree Memorial Banners was placed strategically next
to the school at the foot of the hill. This decision was prompted by my
own desire to broaden the original dialog by inviting the school to revisit
issues of ecology, commerce and development, and ideas about
sustainable growth, teasing out the merits of each position. Following
a spontaneous reference to the lost trees made by a second grader, the
art teacher agreed to sponsor another lesson that would entail a childcentered response to my Tree Banner Project. The Clothesline Tree
Banner Project (see Figure 3) was a very lively outcome of this second
joint venture, although the actual "dialog," once again, had been
truncated by other curricula demands.

Figure 3

Reflective Evaluation
This article is as much about what didn't happen as it is about
what did happen. By returning to both the definition of the permeable
classroom-as the flow of information into and out of the classroom-
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and the controversy that surrounded the tilted arc-in part, as a failure
to take the community's voice into consideration in the planning of
public works-the author constructs a case for the permeable classroom,
as a flexible and responsive model that fosters multiple viewpoints,
introducing connections between ideas and opinions. The author puts
forth the premise, that when the "permeable classroom" is coupled
with a constructivist approach that brings context, voice and idea into
relationship, "connected" learning is most likely to occur. By the same
token, when curriculum is exclusively determined, packaged and
mediated by teachers and school administrators (much like Sierra's
autonomous design of the Tilted Arc), student engagement is
manipulated and ultimately diminished.
The Tree Ceremony and the Clothesline Tree Banner project satisfy
many of the components of the "permeable classroom," however,
strategies of inquiry and the endorsement of multiple perspectives,
associated with the constructivist model, were never fully achieved.
Although I received tremendous collaborative support to develop the
tree projects as thoughtfully choreographed public events, my status
as an outside facilitator circumscribed my role within the project, as
well as restricted my engagement with the children. In addition,
children never visited the hillside to gaze upon the barren lot, never
stood under the Tree Memorial Banners to ask "why," never visited
City Hall to see the boardroom where the city's aldermen sit and vote,
and never walked along the street leading into the gated community
sporting the new million dollar condominiums. Missing are also the
voices of children who like big trucks or feel excited to watch the
development of large sites under construction, as well as the voices of
sons and daughters of realtors, developers, and city officials looking
for new sources of tax revenues to bolster school funding. Despite the
tremendous appeal and apparent success of both projects (evidenced
by emails and on-the-street conversations with parents, teachers,
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neighbors and city officials), the story of the Tree Ceremony and the
Clothesline Tree Banner project is also a story of missed connections
between the students and the trees, the students and the developers,
the artist/ activist and the students, the artist/ activist and the teacher,
the teacher and the students, and the students and the curriculum.
These missed connections are not only troubling in the abstract; they
also undermine the efficacy of the overall project, tainting children's
prospects of civic engagement with the underbelly of social engineering.
Beyond these immediate stumbling blocks lies yet another layer
of resistance. Living in a world where the real and the virtual are
increasingly interchangeable and where physical and temporal
boundaries are routinely collapsing (Robertson & McDaniel, 2005, p.
89), one might expect that the "permeable classroom" would be an
easy sell. However, concerns about money, time, larger classes, issues
of safety, diminishing educational budgets that fail to recognize
excursions into the community as legitimate learning expendituresfurther justified by trends toward using the virtual world as the more
expedient stand-in for the real world-are but are a few of the reasons
why classrooms appears to be the preferred site for learning. The fixed
stability of the classroom as a controlled learning environment, designed
to protect children from the real world of politics and commerce, may
provide additional clues.
The "permeable classroom," by definition, allows the outside
world to enter into the classroom, without ever having to leave the
classroom. At the same time, the "permeable classroom" is best
expressed when students have direct contact with primary sources,
which may necessitate leaving the classroom to visit an actual site. Once
students leave the classroom or click on the computer, the real world
comes rushing in. Either way, the model of the "permeable classroom"
disrupts the imagined safety of the classroom by allowing a mix of
outside influences to enter into the classroom.
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How these issues interact with the process of developing coherent
learning objectives, may have important implications for the variety of
collaborative ventures, partnerships and experiential learning
programs, cropping up between schools and their communities. As
was true with the Tree Ceremony and the Clothesline Tree Banner
project, when learning objectives are determined in isolation, as an
afterthought, or when a portion of the participants' voices are
disregarded, the project loses import. In the final call, project derailment
seems more intertwined with issues of inclusion and exclusion than
with issues of complexity, political or otherwise.
The term "arrogance" is applied to artists who fail to consider
the community in designing public sites (K won, 2002, p. 79). Could
the same terminology be applied to teachers who fail to take into
consideration the questions, concerns and interests of their students in
designing classroom curriculum? The "permeable classroom" is a
model that promotes ideas about "connected" learning by de-centering
the authority of the teacher, and by valuing a variety of sources as
content for learning. The model recognizes the relevancy of temporal,
physical, virtual, political, historical, psychological, economical and
cultural contexts, as well as personal and public circumstance, in an
attempt to create responsive, responsible and educationally sound
curriculum. The model of the "permeable classroom" offers educators
an opportunity to realign pedagogical practice with relational values
without jeopardizing academic excellence. Emphasizing horizontal
fluidity and shared ownership of curriculum development, the
"permeable classroom" is grounded in a criticality that deepens a child's
appreciation of voice and agency in today's world.
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Notes
1

This paper was delivered at the 3rd Annual Hawaii International

Conference on Education, Honolulu, HA 2005.
2

Sandy, L. R. (1998). The Permeable Classroom, Journal on

Excellence in College Teaching 9(3). Retrieved February 22, 2005, from
http:// oz.plymouth.edu/ -lsandy /permeable.html
31n 1990, President Bush signed the National Community Act,
and later President Clinton established AmeriCorps, through the
Corporation for National Service (Taylor & Ballengee-Morris, 2004,
p.6).
4

My initial impulse was to create an event that would serve the

goals of what Friedlander calls "common memory," that which "tends
to establish coherence and closure." However, as I continued to explore
ideas about social memory and the role of artists in helping communities
to remember, I moved in the direction of what Friedlander calls "deep
memory," referring to memories that continue to exist as "unresolved
trauma just beyond the reach of meaning" (Young, 2000, p. 14).
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5

Kwon remarks that "the artist as aesthetic object maker has been

anachronistic for a long time ... the artist used to be a maker of aesthetic
objects; now he/she is a facilitator, educator, coordinator and
bureaucrat" from One Place After Another: Site-specific art and locational

identity (Kwon, 2002, pp. 50-51). These ideas parallel what Bohn, Reed
and Jerich refer to as "teacher-as-orchestrator-of-learning" model
(Rutherford, 2005, p. 15).
6

I live in Newton Massachusetts, a densely populated suburb of

Boston. According to the latest census, Newton is a city of 82,000
inhabitants. The average cost of a home runs upward of $300,000. This
parcel of land represented the last significant patch of green open space
in the extended community.
7

The Tree Preservation Ordinance passed in December of 1999.

For more information, go to www.urban-forestry.com/citytrees/
v36n3a04.asp The Newton Community Preservation Act, passed in
November of 2001. For more information, go to www.newtoncpa.org
The Inclusionary Ordinance, passed in March of 2003. For more
information, go to www.ci.newton.ma.us./aldermen/zoning/
04142003_report.htm
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Performance Art as a Site for
Learning: Queer Theory and
Performance Studies in the Art
Classroom

G. E. Washington

A funk rock opera with recovering drug addicts and strippers is staged
in the lobby of the National Theatres, Gabriel and Monstah Black / The
Roof is on Fire, Suzanne Lacy / Preaching to the Perverted, Holly
Hughes / Running Fence, Christo & Jeanne-Claude / A naked a gay
man theatrically performs his coming-out story while occasionally sitting on
the laps of audience members, Tim Miller / Make a Salad, Alison Knowles
/ Time Piece (One Year Performance 1980-1981), Tehching Hsieh /
Underneath the Arches, Gilbert and George / Cut Piece, Yoko Ono /
In his bedroom a man will perform an activity every morning for one month;
he will step over an I8-inch stool at the rate of 30 steps per minute, Vito
Acconci / 4' 33", John Cage / Doris Day and the Dust Bowl, Joe Goode
Performance Company / Paradox of Praxis I: Sometimes doing nothing
leads to something, Francis Alys / A black man sells snow balls on a
Manhattan street corner, David Hammons / In Los Angeles a man organizes
people to build twenty rectangular enclosures of ice, Allan Kaprow / A white
woman and Taiwanese man tie themselves together for one year, Linda
Montana and Tehching Hsieh / A gay man gives lectures on the politics of
dying with AIDS, "Do Not Doubt the Dangerousness of the 12-InchTall Politician/' David Wojnarowicz / Jeremy is a Girl, Gabriel &
Friends / Activist group stages homosexual kiss-ins in the turn stalls of the
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New York City subways, at rush hour, ACT-UP / Silence=Equals Death,
Gran Fury and Keith Haring / The Homeless Vehicle Project, Krysztof
Wodiczko / A woman is hired as the resident artist for the New York
Sanitation Department,Mierle Laderman Ukeles / A collective of homeless
people perform in vacant lots, artist' lofts, and small theaters across the US,
Los Angeles Poverty Department - The LAPD Inspects America / A
performance art group performs the physical memories of one man's grandfather
working on an assembly line, Goat Island / An illegal alien performs naked
while painted entirely in green with an American flag draped over his shoulder,
Guillermo Gomez-Pena, Roberto Sifuentes, Juan Ybarra / Clit Notes,
Holly Hughes / The Chicken Show, Linda Montana / My Calling (Card)
No.2, Adrian Piper / Swimming to Cambodia, Spalding Gray / An
older black man crawls from Wall Street to Harlem, William Pope L. /
United States Parts 1 and 2, Laurie Anderson / One night a woman has
100 boulders deposited throughout downtown Chicago. On each boulder is a
commemorative plaque honoring noteworthy females from the city, Suzanne
Lacy and A Coalition of Chicago Women / A block party is organized for
an outdoor exhibition of video art created by Latino street gangs, Street-Level
Youth Media / Aztechnology, Guillermo Gomez-Pena and Roberto
Sifuentes / Hedwig and the Angry Inch, John Cameron Mitchell and
Stephen Trask / Funk Lessons: A collaborative experiment in crosscultural transfusion, Adrian Piper / A black man is taped to a school chair
and sits across from an empty chair in a lobby at Penn State University,
Conversation Projects, Gabriel and Jake Hoffman
Today, performance art is one of the most useful mediums for
helping individuals see themselves differently. In this of "Out of sight"
article, I explore the experience of participating in a student's
performance art project. This work was a performance of crossing the
road. Here, I discuss the inclusion of overtly queer articulations of
personal experience within the art classroom. How can performance
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art construct learning experiences that engage a dynamic process of
self-critique? How are classrooms organized differently when students
become actively involved in the development of the art curriculum?
And, how might a performative investigation of the sociality of
education be undertaken at sites of art education?

*

*

*

What is learning? Carl Rogers believed it had nothing to do with
teaching. Often he confessed to recognizing a separa tion between
learning and his teaching:

When I try to teach, as I do sometimes, I am appalled by the results,
which seem a little more than consequential, because sometimes
the teaching seems to succeed. When this happens I find that the
results are damaging. It seems to cause the individual to distrust
his [or her] own experience, and to stifle significant learning.
Hence I have come to feel that the outcomes of teaching are either
unimportant or hurtful (1977, p. 276)
Learning is not the automatic result of teaching. Among art
teachers there is a popular misconception that classrooms are sites
where individuals "learn" merely as a result of art teaching. Sites for
learning art are much more and at the same time much less than all
that. Primarily, learning is a matter of risk taking. It is a process of
coping with the uncertainty of perception and feelings of estrangement.
The art teacher does not and cannot "command" learning. The learner
sees what he or she chooses to learn. Learning is a process of learners
making sense of their own perceptions.
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In fact, John Dewey was convinced that all learning requires some
type of "active involvement" on the part of the learner. He thought the
most memorable and useful knowledge is constructed during an
individual's "active involvement with materials and events in their
environment" (Grant & Sleeter, 1988, p. 182). Learning might be
understood not by searching for the outcomes of teaching, but rather
by examining the actions, interactions, and relations between the learner
and their teacher/text. The learner generates the dialogues for their
learning, raises questions, creates perceptions, and communicates new
understandings from their learning.
Curriculum research in art education must help teachers reconsider the classroom as a site where the uncertain process of
perception can become a central component in understanding learning.
However, this requires a re-examination of the activities that are
typically cited as evidence of learning in the art classroom.

Art Teachers and the Challenge of Rethinking Learning
Learning is simply taken for grant by too many art teachers. The
curriculum researcher that poses questions about the relation between
teaching and learning will find a certain antagonism from many
educators. No matter how desperate or disappointing their
circumstances become, many art teachers hold tight to traditional
concepts of art and education. In an extensive survey (1997) of
elementary schools, Christine Thompson observed that the job of the
art teacher has changed "remarkably little from the first teaching
position I assumed twenty years ago." (p. 16) Teachers exchange lesson
plans that read like recipes for the successful preparation of "readymade" works of art. Even though critiquing the performance of the art
teacher is not the focus of this paper, it is still important to consider the
possibly negative correlations between art teaching and learning.
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Throughout her survey Thompson includes observations from
all sorts of educators who are teaching art. At one point, Thompson
quotes a student-teacher who is explaining why she was disappointed
in her supervisor's approach to teaching art, "My teacher was very
good-great in fact-in every respect. But art always had to be so
structured-ladybugs had to have two black eyes and they had to be
placed just so. I ended up spending the whole semester cutting things
out of construction paper." (p. 16) The student-teacher goes on to explain
that she believes this is the typical elementary educator's approach to
teaching art. In schools too often art is perceived to be " ... a series of
make-and-take activities devoid of any meaning in relation to students'
lives or the learning that is taking place" (Gaudelius & Speirs, 2002, p.
4). As such art becomes an idle time-filler with no significant relations
to other curricular goals or the personal experiences of the learners.
Unfortunately in many classrooms, art is not used to get learners
actively involved in the material or events of their environment.
Does teaching art require an affinity for construction paper? What
if like myself, an educator can't cut a straight line? Uncritical notions
about learning have led to repetitive and predictable routines in the
art classroom. It is these predictable routines that have made the act of
teaching often unimportant or even hurtful. The introduction of
performance and other contemporary art practices that are related to
postmodernism can charge the engagements in the classroom in such
a way that learners enthusiastically regain command of their learning.
Postmodernism complicates boundaries in art education so that
teachers as well as students are urged to explore "the interconnectedness
of issues of both content and subjectivity" (Eisenhauer, 2006, p. 156).
At sites of performance, students are compelled to look inside their
curriculum, to look inside the relationships they form, to look inside
their own lives, and to look inside what they know in order to become
familiar with an estranged sense of themselves and their world.
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Performance art allows for queering in the classroom. Strictly
speaking, performance art is about individuals addressing and
receiving messages. In the space of performance, new meanings for
the relations of subjects can erupt. In sight of performance, the
relationship between teaching and learning can be criticized and
reconstructed. When combined with broad curricular goals,
performance can become a site for queering our understanding of the
art classroom.

Queering, A Performative Critique of Inclusion
Queering is a performative way of creating social critique that
compels a viewer or audience member to psychologically see the self
within the issue being explored. Queering uses direct address to layer
viewers' experiences so that they feel that they are in a concrete,
immediate, and personal relationship with the work in the indexical
present. 1 The indexical present is the conceptual space between the
artist/ artwork and the audience that is only recognizable within the
immediate here and now.
In this paper, queering is a "verb."Here, queering is being used
to highlight the explicit social functions of pedagogy. Some curriculum
researchers including Susanne Luhmann, William Pinar and Deborah
Britzman have employed queer theory to insist that educators must
rethink what happens in the classroom. What many have called "queer
pedagogy" is a refusal to think straight at sites of teaching. It provokes
uncontainable identities that willfully challenge education's
expectations for normalization. Combining queer theory and pedagogy
re-characterizes knowledge not as a destination but rather as an
interminable performance in the classroom. "Queer theory conveys a
double emphasis-on the conceptual and speculative work involved
in discourse production, and on the necessary critical work of
deconstructing our own discourses and their constructed silences"(de
Lauretis, 1991, p.iv). Queer pedagogy undermines idyllic images of
normality. Deborah Britzman (1998) believes,
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In queer pedagogy "the inessentially common" is made from the
possibility that reading the world is always already risking the
self, in excess of "cases of exorbitant normality", and with an
interest in confounding instituted law. (p. 95)
This is a pedagogical shift from a concerned with identity to
dialogue, from an obsession with the objects of learning to an emphasis
on the performance of understanding. In classrooms employing queer
theory there is a critique not only of learning but also of the identity
and the mis-recognition of the learner. The attention of queer pedagogy
is on the intimate responses to the relationship between the teacher /
text and learner. Once again in this paper queer is being exercised as a
verb: to queer, or perhaps queering this of that. Speaking in this way,
queering seems to provoke action, specifically a process of identification
from within.
Queering occurs in spaces between-between individuals and
their curriculums, artworks, classmates, and communities. In her
interpretation of Angels in America (1993, 1994), an award winning play
by Tony Kushner, Alisa Solomon (1997) employs the use of "queer" as
a verb. She speaks of how the characters of the play directly address
the audience. In the passage below, Solomon refers to the Rabbi, the
Bolshevik, and a guy named Prior; these are key characters from Angels

in America that Solomon believes queer the audience. The Rabbi and
the Bolshevik are addressing the fictional audience constructed within
the playas well the live audience at the theatre. On the other hand,
Prior queerly addresses just us, the play's viewers. Solomon writes,

If the Rabbi and the Bolshevik constructed the audience as Jewish

and communist, in his direct address Prior queers us. 'You are
fabulous creatures' (Kushner cited in Solomon, 1997, p. 133) is
not a sop to a crowd that needs to be congratulated for sitting
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through a seven-hour epic drama (though it can, alas, be played
that way). Rather, Prior's closing lines, as reproving and hortatory
as the Rabbi's and the Bolshevik's, include us in order to challenge
us. 'Queers will be citizens,' he declares, 'Without giving up their
queerness, just as Jews in France demanded citizenship without
assimilation' (1997, p. 133).
The employment of a queered address is aimed at the inclusion
of difference within the interaction between individuals. When Solomon
writes, "Prior queers us," she is not saying that Prior addresses us as
though we were queer, or that Prior makes us queer. If so the term
queer would mean that Prior is separating himself from us, the
audience. His performance is about inclusion. Solomon explains later
in the paragraph, "Prior's closing lines .. .include us in order to
challenge us." (p. 133)
Here it might be helpful to say a little about the social context in
and around the play. Among other things, Angels in America is about
the officials in the Reagan administration who had intimate knowledge
of homosexuality, but publicly refused to recognize its existence, and
tried to ignore the social problems caused by the AIDS epidemic. The
play dramatizes the experiences of gay men who were dying from AIDS
during Ronald Reagan's term in office. Much of Angels in America
involves Roy Cohen, the real life council to the President who identified
himself as a "heterosexuaL.who fucks around with guys" (Kushner
cited in Solomon, 1997, p.121).
As the subtitle of the play indicates, Angels in America is a "Gay
Fantasia2 • Kushner re-arranges and re-tells what we understand about
ff

the 1980s, AIDS, homosexuals, Mormons, Jews, Christianity, WASP
heritage, women, homosexual sex, drug abuse, misogyny, sexism, drag
queens, Ethel Rosenberg, communism, motherhood, marriage, racism,
Rabbis, Bolsheviks, angels, and stories of life-after death. However,
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Kushner does not just re-arrange what the audience sees, he does not

just tell a good story. Kushner weaves wonderfully seductive scenes
and dialogue tha t re-positions the viewer queerly within the drama.
He pulls the viewing audience into his "fantasia" in order to personally
re-connect the dots of our reality.
When in an effort towards queering, an artist adds layers to a
familiar subject or situation, he or she is trying to encourage the
audience to examine what they understand within the indexical present.
This is a demand to risk the familiar identifications of the self. Like
Luhmann's use of the term queer pedagogy, this pushes us away from
the normative production of knowable selves towards the "infinite
proliferation of new identification" (p.148) within the indexical present.
In both Tony Kushner's use of queering and Susanne Luhmann's call
for a queer pedagogy our focus is shifted towards the interpretation of
interactions between authors/ teachers/ text and readers/ students.
"Accordingly, pedagogy (and art) then begins to shift from transmission
strategies to an inquiry into the conditions for understanding, or
refusing, knowledge" (Luhmann 1998, p.1S}) It is clear for example
that the queering provoked by the performance of Angels in America
demands that we ask not what is a homosexual, but instead what does
the one engaging a homosexual story understand differently.

The Difficulty of Knowing, Queer is not Simply Gay
It is important to understand that I am not speaking about the

popular use of the term queer. Queer is not simply gay, and things
thought to be gay are not merely queer. To say only that a thing is
"queer" does not indicate from what this thing is differentiated. "Queer
is not only queer; it is not identical with itself. We (homosexuals) are
now clear that both what we are and what we are not are implicated in
the construction of identity and community" (Pinar, 1998, p. 6). It is
obvious that homosexuals are called "queer" because of the behaviors
that they do not do as well as that which they do. By its very definition
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the term queer must be used to describe that which is unconventional,
curious, freakish, eccentric, weird, or not ordinary. However, indicating
that something is queer points to what the thing is and at the same
time what it is not. Queer is about how something is conventional and
how it is not, what is normal and what is a freakish deviation, what is
ordinary and what is not.
Queering is a useful device for social criticism because it exposes
multiple points of epistemological curiosity within a discourse.
Queering reminds us that communication is what will become known.
Knowing is an understanding that arises through a process of

identification with and against identity. By juxtaposing what is and
what is not, queering fosters a lively search for deeper and deeper
positions of understanding. This work is an indication that knowing is
always difficult.
Knowing requires recognition. Moral, spiritual, institutional,
intellectual, sexual, class/race-based, ethnical, and even unofficial
commands of knowledge all require (mis)recognition, and this
(mis)recognition confers a sense of responsibility to the other.
Queering-the inclusion of the other through direct address-reminds
us that knowing is not as easy as simply speaking and hearing. "If you
think it is easy you are a fool. If you think it is natural you are blind. It
is a learned application without reason or motive" (Morrison, 1998, p.
196). These are the phrases that Toni Morrison uses to describe love.
Yet, this language could also be used to characterize the complexities
in the experience of knowing.
In her novel, Paradise, Morrison (1998) complicates the matter of
love by insisting that it is a learned application. She demands that love
is not natural or innate; instead it is a diploma that confers the "privilege
of expressing love and the privilege of receiving it" (p. 196). Through
queering, knowing can be characterized as a learned application in which
we earn the right to express and accept what is known. Through a
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practice of queering, an individual learns how to demonstrate their
responsibility for what is known.
Through queering, students as well as educators are led to reconsider, re-investigate, and re-demonstrate what they thought was
familiar about their world. They are led to explore performative
engagements in learning. While in the work of performance art students
are encouraged to investigate art as interactivity and learning in action.
This is the examination of art "as" performance, as a happening only
understood in hindsight, as an event that becomes known through
experience (Apple & Schechner, 1990; Carlson, 1996; McKenzie, 2001;
Schechner, 2002; Denzin, 2003). Queering uses performance art not to
produce any definitive explanation of performance. Here performance
art is used in an active practice of interruption. Queer theory is
combined with the ideas and concepts of performance to articulate
alternative theories of subjectivity as known through the experience of
difference. This is simply a critique of how performances in the
classroom are and are not related to one another.

Performance Art: What is it?
I have often mixed the curricular experiences of students with
the concepts and ideas of performance art. As will be discussed
throughout this paper, performance art makes explicit use of personal
experience and direct engagement in order to facilitate the act of
relationship building. With performance pedagogies the goals of art
education are pushed well beyond teaching "non-artists" simply to
make art. Performance uses personal experience and classroom
knowledge as a vehicle for making connections between students and
communities.
In the text, Performing pedagogy: Toward an art of politics, Charles
Garoian (1999) insists performance art is a medium that is involved
directly with the body of the artist and explicitly with their experiences
of living in the world. However, he cautions that performance art is
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not simply "putting on a show." Performance artists do their work
primarily by making direct connections with the audience and by telling
stories with their body. Quoting from Marvin Carlson (1996), Garoian
writes:
Performance artists, unlike traditional theatrical performers, 'do
not base their work upon characters previously created by other
artists', but upon their own bodies, their own autobiographies,
their own specific experiences in a culture or in the world, made
performative by their consciousness of them and the process of
displaying them for audiences. (p. 67)
Garoian insists that by using the body of the artist as it's primary
medium, performance art re-invents the process of theatre and other
traditional artistic practices. The script, not the body of the artist, is the
focus of traditional theatre. In fact, the "show" is the most significant
element in a work of traditional theatre. It is expected that a group of
people will enter the theatre, other people will move across the stage
and tell a story, the first group of people will applaud while the second
group accepts this applause as a sign of praise. Then everyone will
leave the theatre and go back to their separate homes. There is typically
no direct interaction between the actor and audience. In traditional
theatre indirect interaction mediates what individuals do and how they
tell their stories.
However, performance art grows precisely at the point where the
breakdown in a social structure begins. Performance art is the physical
expression of the postmodern desire to transgress boundaries, collapse
conceptual barriers, intermix disciplines, and re-arrange an accepted
social ordering (Schechner, 2002). It is not the creation of a manufactured
reality but the facilitation of direct interaction within the reality that
exist between the artist and audience, author and reader, or teacher
and learner. Educators should use performance to breakdown the safe
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and neutral distance between learners and their curriculum.
Performance artworks created in the classroom will be constructed
within the concert, immediate, and personal relations between the
student/ artist and his or her viewers/ audience.

A Brief History
In the 1960s many artists and educators became excited about
the possibility of working with performance. Charles Garoian and
Yvonne Gaudelius (2001) believe this enthusiasm grew in tandem with
political movements that challenged how patriarchy and capitalism
allowed authority figures to oppress dismiss and silence the bodies of
individuals outside of the norm. Like the political movements of the
sixties, performance art has demonstrated that individuals have the
right to fair treatment ip the workplace (Molesworth, 2003). It has
"shown" that African Americans, Native Americans, and other
minorities can be equal and un-separate participants in our legal system
and at other spaces of public discourse (Little & O'Brien, 1990). Along
with activists, performance artists have created declarations
proclaiming the right of women and homosexuals to live in their own
skins as they, not as the laws of God or man, decide (Carr, 1993; D'Emilio,
2002).
A well-known educator, Allan Kaprow, was one of many artists
to introduce performance art into education. He intended to challenge
the widely acceptance belief that learning is the passive transmission
of knowledge. Since the late fifties, Kaprow has used not only
performance art but also other body-centered mediums like conceptual

art and happenings to re-order sites of learning. Kaprow believes the
power in the body-centered arts is in how they help participants of a
communicative event learn to see themselves in new ways (Kaprow,
1976). These works push the art viewers' attention beyond our noninteractive and static relationship with objects. Kaprow has always
considered the strength of performance art to be the unique way it re-
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arranges the exchange between the artist, audience and the society that
contains them both (Kwon, 2003).
In art education, performance pedagogies are more than learning
experiences about, "Hey, come look at what I made." They provoke
much more profound questions, than "Do you want to hang it on your
refrigerator door?" "Art as idea, art as action, Conceptual art,
Performance art, Happenings, and so on attempt to install alternative
models of exchange that counter, complicate or parody the (popular
system of education) ... The art work in such cases functions as a
mechanism to instigate social exchanges or interactions that specifically
put into motion a circuit of obligation and reciprocity" (Kwon, 2003, p.
85). In body-centered artworks the interaction with the work itself, the
"art exchange," can be harnessed as a site for critical pedagogical
investigations.

Performance Art and the Changing Citations of Art
Education
In contemporary practices of art education there are fundamental
misunderstandings about the use of art. These misunderstandings make
performance as well as queer theory seem unproductive and even
impractical in the classroom. Some believe art is a vehicle to escape the
mundane routines of life or a way for individuals to get relief from the
complications of daily existence. It is not. Art is an evolving process of
awareness about ourselves and the world near us. And, performance
art strives for a queered sense of that awareness.
Performance art lifts the invisible partition between the
curriculum and public discourse; it urges the reader to write on top of
the text; it pushes the listener to sing along, and in the classroom it
demands that the text of an artwork not only be displayed but also
"played," perceived and read into the lives of students. Where
employed, performance art usher its participants into positions where
they can use this medium to 1) put things together "with meaning" 2)
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attend to things in order to understand and explore how others make
meaning 3) and make sense of circumstances "through the serious
interplay of life and work, by asking attending, and making
connections" (Booth, 1997, p. 23). By placing special emphasis on direct
address and critical engagement performance art can help learners
become actively involved in a meaning-making process.
Fully digesting meaning is a total body experience. Performance
art gives learners the opportunity to relate the themes of a lesson to
their personal experiences in dynamic and innovative ways. Although
performance art is typically considered inappropriate for mainstream
teaching practices, it can be very beneficial particularly when
incorporated at sites of art education. However, for the art educator
who is not willing to become invested in the critical process of engaged
pedagogies-a teaching practice that is always "striving to create
participatory space for sharing knowledge"-performance art is always
going to be a difficult, if not impossible, tool to use effectively (hooks,
1994, p. 15). In my teaching I have combined the direct address of
performance art with its necessity for critical engagement to help
students queer the interactions between the self and the other.
A queer pedagogy suggests that, rather than finding the self in
knowledge and representation, learning is about the process of
risking the self (Luhmann, 1998, p 149).

Performing A Road Crossing: A New Site for
Classroom Art
It is Friday, 8:30 in the morning on October 9th • I am sitting on

Pollock Road between the Carnegie and Willard Building in the middle
of Penn State's main campus. I am trying to remember the day when a
student in my Art 100 course, Concepts and Creations in Visual Art, invited
us here to "see" her final project. That was also a Friday morning.
Perhaps that's why she has come to my mind?
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I cannot remember the title of the performance, and I am not even
certain what the student's name is. However, I will never forget what
she did. Those patterns of movement were so beautiful. This student
was a senior nursing major from somewhere in eastern Pennsylvania.
Part of her family was from Afghanistan, and in class she was always
interested in explorations of otherness. I believe we had discussed the
work of Merle Ukeles, Robert Mapplethorpe, Keith Haring, and the
art criticism of Lucy Lippard. I remember several minority students in
that class were particularly outspoken about representations of
otherness at Penn State as well as in popular visual culture. Because of
our diverse backgrounds the discussions about interpretations of art
were often heated and somewhat decisive. Many of the students, my
teaching colleagues (this course was team-taught) and I often became
emotionally charged about the different arguments that were being
waged.
As I recall, the nursing student did her final studio project right
here on Pollock Road. That's right; she performed in the middle of the
road. It isn't a heavily traveled road. About seven or eight cars pass
down it every five minutes and it is not easily accessible to nonUniversity traffic.
When I first saw the performance, this student was simply
standing on the opposite side of the road. She was slightly hunched
over with her shoulders rounded, and her head was hanging straight
towards the ground. I was walking down the sidewalk in front of the
library about fifty feet away. That was all I could see and I don't
remember hearing anything at that point.
Once I came directly across from the student, from the other side
of road I could then see what was happening. Her face was hidden. Her
long straight black hair was covering it. Her eyes were looking straight
down. At first, I thought she was standing at the edge of the cross walk.
Then I realize, she was in fact walking into the cross walk. The performer
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was walking so slowly that she appeared to be standing still. Her steps
were no longer than her big toe, and she never picked up either foot.
She let each drag as she walked.
I walked across the road and joined a small crowd that had
gathered behind her on the sidewalk. In the crowd was about twenty
of her classmates and about that same number of other students that I
didn't recognize. We each stood in silence just watching the nursing
student. Maybe we were waiting for something to happen.After five
minutes, a female student, faculty or staff member approached the girl
who was performing. By now she was five or six feet into the crosswalk.
The lady asked, "Can I help you? Do you need some help? Here, let me
help you!"
The performer never stopped taking those tiny steps. She never
turned her face towards the woman who was speaking. My student
simply raised her left forearm. She slowly bent her arm at the elbow
until it was parallel with the road. Then, with her palm facing down
she slightly turned the forearm towards the lady who was asking, no
insisting on helping. Together they both crossed the road, but the
performer never changed the length or tempo of her steps. It took them
roughly ten more minutes to cross.When the women who was
"helping" decided that my student had safely crossed far enough, she
dropped her hand, letting the performer's forearm fall back to her side,
took a few seconds to look at the girl who was still taking tiny steps,
shook her head, and walked up the side walk toward the library. The
Woman who was "helping" looked back every so often until she was
out of sight.
During those ten minutes of crossing, the time to change classes
had occurred. Now behind the performer on the sidewalk, a large
number of people had amassed. There must have been about one
hundred people standing on the sidewalk just watching the performer
cross the road. As the crowd had grown the people started talking to
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each other, "What's she doing? What is happening?" "I don't know.
Some lady is crossing the street, but she's walking real slow." "What's
wrong?" "It's probably art or something!" "Is she sick?" "Is she blind?/I
"What's wrong with her?/lNo one from the large crowd came to offer
the performer "help."
No one walked closer to see what was happening. The performer
never spoke, looked or even gestured towards the crowd or any of the
people walking and standing near her. She kept taking those tiny steps
across the road and the crowd just stood there watching.
The pattern continued for about forty-five minutes. Each time
the performer got to the other side she would turn and walk back across
the road. It seemed like her steps coming back towards us were faster
and slightly longer, but once again I couldn't be sure. There was only
one break in the pattern that I can remember. It occurred when the
performer stopped dead in the center of the cross walk. Her back was
still hunched, her long hair was still hanging straight down, and her
shoulders were rounded. At this point the performer turned her head
slowly and looked at a boy who was sitting perpendicular to the
crosswalk in his jeep, waiting.
The boy in the jeep looked at her, looked to his left at the crowd
on the sidewalk, looked at the performer again, and then shook his
head. He kept doing this until the girl was "safely" away from the
front of his jeep. Then he drove off.
Not long after the encounter with the boy in the jeep, a male
student from our studio class walked over to the performer, and without
saying a word, firmly took her hand and they both walked across the
road more quick and deliberately. This student was from Nigeria and
he was partially sighted though legally blind. To this day however I
have no idea why that student walked with the performer in such an
abrupt and deliberate fashion.
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As the blind boy and the performer cross the road, she walked
straight to the lawn on the side. He guided her head as she quickly
collapsed into the grass. The crowd cleared away. And I walked back
to our studio classroom, and waited quietly, for something to "happen."

Detours, Accidents, Mistakes and Performances
How should performing of a road crossing be critiqued? What is
the relationship of this performance to other works of art? What
happens when we start discussing an act as simple as crossing the road
as art? And, how can an event so fleeting even be discussed? How
does this work "help" the world?
What makes a work of art "work" and why? This is perhaps a
more useful question for critiques of performance art in the classroom.
Matthew Goulish, a writer and performer with the Chicago-based
group, Goat Island, (2000) insists that the infinite possibilities for
existence can always be found somewhere within any work. This leads
to a more pedagogically useful thesis than simply asking what is or is
not a work of art. A discussion about the infinite possibilities of existence
introduces very unconventional conversations into the classroom. Yet,
because art education is wedded to the common concerns of education,
it is extremely difficult to sustain open dialogues about what becomes
known at sites of work that are not controlled by the teacher. Britzman
(1998) suggests that educators might learn from artists how to maintain
open dialogues about the evolving process of knowing:
Unlike educators, they (artists) seem to proffer only their dreams
for interpretation, and then no guarantee. They are interested in
the mistakes, the accidents, the detours, and the unintelligibilities
of identities. Unlike educators, they gesture to their own
constructedness and frailties, troubling the space between
representation and the real, between the wish and the need. They
explore the twilight of the experience in which every reading of
the body is a misreading and every search for self leads to the
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other. They refuse the simple and moralistic romance that we in
education call "self-esteem," "role models," and "childhood
innocence." The artists are not the invisible hand that centers the
child ... The artists asks us to think the unthought of difference
and to imagine that communities are something to do, something
to make. And with these insistences, none of which offer any
guarantees, perhaps education can begin. (p.60)
Looking back at my student's performance I can see that as a
teacher I was uncomfortable responding to the infinite possibilities of
existence. I was not able to follow through on the responsibility for
meaning-making to emerge in our class dialogue. The performance of
crossing the road demanded that our attention be focused on lithe
mistakes, the accidents, the detours, and the unintelligibilities of
identities," but at the time I was not able to lead the students towards
this type of engagement. Following the performance of the road
crossing there was only a short amount of time reminding in our class
period. All the students seemed deeply moved by the performance,
but to be honest no one offered very interesting comments for critique.
This was the last day of school, and I decided to end our class simply
with a round of applause. Then, just like the end of a play, we each left
the art studio and went to our separate homes.

Conclusion
Performance makes the terms of our relationships with subjects
explicit. In the sight of performance we are able to see, re-arrange, and
re-perform these relationships. Like knowing, seeing our relations to
the other is also difficult. Many educators avoid having significant
conversations about the relations between and among themselves, the
curriculum and the students. However queering encourages educators
to explore how bodies are implemented within the performative
engagements of reading a work. Queering leads to conversations of
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how identities are taken up or refused (Luhmann,1998). Again,
curriculum research in art education must help us to re-consider the
classroom as a site where the uncertain process of perception can
become a key component in understanding learning. Performance art
can play an important role in this research. In performance art,
understanding is evolving.
What is at stake is the responsibility that comes with the
acknowledgement of our {mis)recognition. In performance the whole
business of knowing becomes linked to a radical form of reading where
"identity might be encountered as 'never identical to itself' and hence
located however partially and provincially, in that queer space and the
after thought of (mis)recognition. A queer pedagogy is not concerned
with getting identities right or even having them represented as an
end in themselves"{Britzman, 1998, p.94). Queering reframes the
sociality of education as a communicative event grounded in subject
formation. These concerns require new pedagogical goals. Teachers
"will have to prepare themselves not so much with gathering more
knowledge, but with making experiments that can tolerate the
trajectories of learning, the detours made in social encounters, the
misrecognitions that invoke or stall reality and pleasure testing and
the workings and anxiety in education. Perhaps most difficult,
educators will have to assume the position of philosophers and
ethnographers and allow the idea that knowledge can be more then
certainty, authority, and stability" (Britzman 2000, p. 51)
My student's performance of crossing the road was an attempt to
include the other in the sight of the self. This performance strove to
make the context of our shared reality visible, but at the time I was not
able to respond. Yet, looking back, it is clear that this performance was
a search not for good readers, well-behaved listeners or even responsive
teachers. This performance was a call for active participation in

conversation with my students.
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Notes
1

This idea is a reference to Adrian Piper's notion of indexical

present. In an essay, "Xenophobia and the Indexical Present" (1990) Piper
explains that her performance work is constructed within the concrete,
immediate, and personal relations between her and the viewer. She
identifies this space as the indexical present.
2

The title of Tony Kushner's seven hour play that is written in

two parts is Angels in America: A Gay Fantasia on National Themes. Part

One: Millennium Approaches. (New York: Theatre Communications
Group, 1993) and Part Two: Perestroika (New York: Theatre
Communications Group, 1994).
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Marginalia and Meaning:
Off-Site/SightlCite Points of
Reference for Extended
Trajectories in Learning
James Haywood Rolling, Jr.

Abstract
This study argues that drawing upon off-site/ sight/ cite points
of reference affords a space for extended trajectories of learning and
the cultivation of rich and atypical personal meaning unavailable within
the terrain and climes of typical schooling frameworks. This paper
continues the author's effort to establish the efficacy of a poststructural
and poetic aesthetic in qualitative research writing.

Off-Site/Sight/Cite Positions
In order to write this piece, I will have to work the outside margins.

In order to write this piece I will have to transgress research propriety.
(I shouldn't

have said that out loud.)

I have a dilemma. I have been a classroom teacher in elementary
education and I value greatly the efforts involved in traditional
curriculum planning and schooling, and yet I suspect that the bulk of
what is learned, of what has blood and breath meaning to the student,
is assembled outside of the classroom. And I suspect that what counts
most to the classroom student is not the take-home assignment, not
the in-class notes, but rather the doodles in the margins of a loose-leaf,
the sketches inside the rear cover of the notebook, the ill-formed
thoughts at the back of the brain that the teacher rarely cares to look at.
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(I

shouldn't have given up my location so easily.)

The editors of this richly themed issue of the Journal of Social
Theory in Art Education have sketched out homologous off-site/ sight/
cite positions that triangulate the realm of the learner I am most familiar
with. The out-of-site learner, the My Side of the Mountain learner,l
making sense of what others choose to overlook; the out-of-sight learner,
making relevance of those who are or that which is socially constructed
to be invisible: the stigmatized, the impoverished, the adolescent, to
name a few; the out-of-cite learner, making sense of texts outside the
canon, of images outside the popular, of identities outside the norm, of
voices outside the auditorium. As I write of these notions, I realize
that there is a likely genesis for my appreciation of the given theme: I
was born in the vicinity of this off-site/ sight/ cite confluence and yet I
have been made whole. I have lacked nothing-no intellectual
grounding, no insightful perspective, no contextual evidence-that I
could not plant or grow on my own. I have lived well off of that which
has been my territorial inheritance. As I write of these notions, I also
realize that I have chosen to teach in this wide-open confluence where
so many more dwell than the traditional educational community is
equipped to acknowledge.

(They'll follow me for sure. They'll bring their developments. Spoil the
pristine earth. I'm leading them straight to the place that has been my home.)

Afterschool and Saturday Program Art Classes
I began my walk as a professional ed uca tor as a lowly afterschool
teacher. I know I was at the lower rung of the totem pole for two reasons.
For the most part, it was evident in our position in the nether regions
of the castle-like building that housed Hunter College Elementary
School (HCES) in New York City. We were in the basement. The main
office of the Hunter "Clubhouse" extended-day program, along with
the classrooms and spaces made available to us so that the Little Room
students (our Kindergarteners through 1st graders) and the Big Room
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students (our 2nd through 5th graders) could safely congregate, have
snack, take their classes, and be picked up by their parents and
caregivers, were all consigned to the nether regions of the school
building.
Secondly, this experience didn't count2 • I started off as an
instructor in the program, teaching Drawing, Painting, Poetry, 3-D
Design, etc. and eventually became its director, and yet throughout
my tenure at HCES many parents evidently viewed what we did as a
babysitting service until they were able to get off of work and pick up
their kids from the school. Furthermore, yellow sheets of paper from
the NYC Board of Education told me that my experience teaching art
to children, day in and day out, during the school year and over portions
of the summer counted not a whit, nor jot, nor title toward state
certification. It was meaningless work-except for the fact that it was

filled with extraordinary meaning-making activity. Children made outof-site discoveries in the basement of their very own school building
as they were afforded opportunities in Clubhouse to paint and draw,
to sing and dance, to perform and build stage sets, and to create their
own poetry or video games in a place where such exploration was
welcome. And for those who needed time to breathe and play outdoors,
this was afforded as well.
While I was teaching in the basement, I created a class called
Picture This! The premise was to offer the child an opportunity to

connect recognitions stored up in memory and the saliencies in their
burgeoning experiential encounters with the world, to simple word
concepts using a methodology of marker and crayon. This was research
by the children in a rudimentary form, but research nonetheless3 •
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Figure 1.
The recognitions of the youngsters in this afterschool class were

re-cognitions, visual reinterpretations of previous cognitive activity,
generating new learning from out-of-site experiences. Re-cognition
recreates, customizes, abandons, dismantles, and refines memories into
a self-awareness that changes its shape with time and circumstance.
Such changes of mind can be evolutionary and incremental or, in the
cases of the stories that suddenly enthrall and overwhelm our attention,
the changes can be revolutionary-but whatever the case, these changes
of mind can be evidenced in the drawings of children.
Afterschool activities are a place where "in-site" classroom
learning, carried over from the regular school day upstairs, may find
egress in projects and activities designed and managed by the students
themselves. Such out-of-site meaning-making translations are
reminiscent of my first teaching experience, while still an undergraduate
art student (and former architecture student) teaching Sculpture and
3-D Design to targeted high school students in Saturday Program at
The Cooper Union. These students, with little access to arts education
in their own schools, traveled in on public transportation to our
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landmark college building in lower Manhattan to explore the other
side of the mountain, the side of the mountain where their own inquiry,
their own facility with materials, their own willingness to take risks,
culminated in products and processes that they themselves could name
valid. To name a methodology, or to name a final product is a powerful
thing. The following object (see Figure 2) was named a "chair" by a
student I no longer remember, and then left behind as a marker that a
naming had taken place in the corridors of the Cooper Union, the
experience of which was evidently more important to the student than
the papier-mache object itself. I photographed it as a marker of the
making of a chair, a form of mark-making more important to me as a
representation of the experience of teaching than of the object itself.

Figure 2.
Out-of-site learning-whether a student learning to learn or a
teacher learning to teach-is exceptional in its efficiency, ardor, and
bounty when that learner is allowed ownership over the design, means,
and outcomes of their own labor. In Spring 2005, in my final year as a
visual arts classroom teacher during, I created a new afterschool course
for 3rd and

4th

graders titled The Master/Apprentice Portrait-making

224 Marginalia & Meaning
Workshop. This took place during in-site school hours at The School at

Columbia University. During our time together we created a
collaborative workspace, where the children drew constantly and
assisted one another with their drawings, where I assisted them with
their portraits and they assisted me with my own portraits of them.
Every major project undertaken in the class took several weeks to
complete. One particular 3rd grader, named Tal Vicario, stands out in
his rendering of the "pictures and facts" on his side of the curricular
mountain: the side where learners cut their own clearings in the
surrounding chaos of imagery, fueling a vision of a sound world, and
feeding a native facility, a need, to draw together perceived reality and
imagined representations-the touchstones-of that reality

4.

His

mother Blair, who happens to be a research psychiatrist at a New York
hospital, took the time to carefully relate to me Tal's development in
these collaborative off-site spaces as she was picking him up at the end
of our long work days. In those weary moments she communicated
her passion for the growth of her child, quietly shouting out the reason
for what Ms. Gomez (my assistant), the kids and I were attempting to
do. For that reason I have moved her correspondence with me from an
off-site position and opened up a space for her here.

I have a wonderful son named Tal (age 9) who has many talents.
However, fine motor control and visual perception were not two of
them. As a child, he never drew-ever. It was unclear whether this
was due to lack of interest, lack of skill, or some combination of the
two. His passion was baseball, and you didn't need to draw to play
shortstop.
As a result, when he told me one day that his only complaint
with his new school was that he did not have enough art time I was
startled. Even more startling was when he signed up for "Master
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Portrait Drawing" as an afterschool class. He chose this class even
though it required attendance twice a week for 2 hour sessions each,
and it prevented him from playing afterschool basketball with his best
friend. I kept my mouth shut as he filled out the afterschool form, but
I wondered if he would even last one week.
In fact, he lasted all semester, he chose an extra week of art at the
end of the school year, and he lamented the fact that his teacher was
moving away and would not be at school the following year. For the
first time in his life, Tal liked drawing and looked forward to art class.
The class itself was straight-forward. The children were instructed
in basic drawing techniques and different media (e.g., charcoal, pencils,
watercolors, oil). They then brought in photographs of family members
and began to draw. What was not straight-forward was the effect of
the class on TaL
The first thing I noticed as Tal worked week after week on his
family portraits was that he began to notice visual details in the external
world. Historically, this was a child who struggled to discern E from F
or to find something in the refrigerator right in front of him. As he
worked on his portraits in art class, he began to be more observant
with his eyes outside of art class, pointing things out to me as we walked
through the city and reading billboards and store marquees. It is as
though drawing helped him open his eyes to the visual world, and he
was looking at it for the first time, instead of blocking it out.
The second thing I noticed was his increasing ability to see both
the forest and the trees. Historically, Tal had a tendency toward tunnelvision: when he noticed a detail, he saw nothing else. He could get
caught on one word in a sentence and miss the overall meaning.
However, in art class, Tal was learning how to draw his brother's face,
which required that he draw his brother's two eyes, nose, mouth and
teeth all in the right proportion to each other. Then, he drew his
mother's eyes in his mother's face, his father's ears on his father's head,
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etc. To make his family portraits look like his family, Tal had to move
back and forth between the forest (i.e., the overall effect) and the trees
(i.e., the specific facial features). I began to notice his increasing ability
to do this not only with his drawing but with his thinking as well.
Whether drawing taught him to do this or whether he was ready to do
this and drawing was a way to practice combining the part with the
whole, I don't know. However, the growth in his conceptual flexibility
was quite dramatic.
Finally, I found that Tal could express himself in his art. A
passionate soul, Tal has strong and direct emotions. There is no
ambiguity when he is happy, mad, or sad. However, most schoolwork
did not give him a chance to reveal himself. How does one express
sadness memorizing multiplication tables? Likewise, writing a sentence
with third grade writing skills was more likely to generate emotion
(i.e., frustration) than to express it. Moreover, Tal had many feelings
that he was not yet ready to put into words (e.g., anger at a best friend's
betrayal, fear of bombs on subways). No wonder Tal liked recess and
sports: here were activities where emotional expression (i.e., the joy of
victory and the agony of defeat) was integral with the actions
themselves. What was interesting to watch was to see how Tal learned
that drawing was another activity in which he could freely express
himself. This particularly struck me one night, when there was a fire
in the street outside our apartment. There was an explosion in the gas
pipes underneath the street that had in turn set a car on fire. As a
family, we watched this outside our window, both drawn to the event
and a bit fearful about what would happen next (e.g., would the car
explode? Would we need to evacuate our apartment?). At a certain
moment, Tal said to his brother "come on, let's draw this" and ran to
his room to get paper and pencil. He drew what he saw from our 16th
floor apartment, and I saw how drawing helped him to organize the
event in his mind and to process his fear of it. He brought this drawing
into class the next day, as his way of telling his friends. This was a first.
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In sum, art class fueled Tal's cognitive and emotional development
and facilitated his making certain conceptual leaps as he approached
his ninth birthday. Few other classes in the curriculum fostered these
same skills (i.e., visual acuity, discerning the sum and the parts,
emotional development) in a non-verbal and motoric way. Always
supportive of the arts for their aesthetic value, I gained a new
appreciation for their importance as part of an elementary school
curriculum. (H. Blair Simpson, M.D., Ph.D., personal correspondence,
October 10, 2005)

St. John's Place
While an out-of-site-Iearner struggles to make sense of
experiences outside the bounds and purview of the regular classroom,
such as in the case of Tal's car fire drawing, the out-of-sight learner
struggles to make sense of meanings that populate their lives even as
they are rendered socially invisible by their more affluent neighbors,
even as they are ostracized as socially unbearable by their fellow
citizens, even as they are rendered as inconsequential texts by an
educational hegemony that does not suffer the commonplace, the
vernacular, telling stories of meaningful learning and development
standing independent of rites, requisites, and all the other R's mandated
for schooling and social achievements .
Not too far from the low-income Crown Heights neighborhood
I grew up in, the landscape dropped away into the shell-shocked
poverty of East New York and Brownsville. A family friend, Eleanora,
lived as a teenager in the frightening poverty that was just a few blocks
away if you walked straight down a deteriorating stretch on St. John's
Place. She lived with her mother in a building that, if it wasn't already
condemned, should have been. Infested with vermin, it stood almost
dumbfounded and almost totally alone on a square block where most
of the other neighboring apartment buildings had already been torn
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down. The neighborhood was far less safe than the building. I visited
often however, yet always with necessary caution.
Eleanora comes to mind because the deficiencies of her initial
learning experience were pushed out-of-sight, out of mind by so many.
The imprint of that learning experience became visible to me one day
in a casual conversation we had while walking on Lincoln Place. I was
well into my college years and, as I recall, Eleanora had just graduated
high school and started attending a local community college. She
mentioned with great excitement how well she had done on a recent
test. I asked her what grade she was given and she said she received a
grade just over a 65-just passing. Within her experience, her grade
was cause for celebration because it had at least surpassed a failing
grade! I was truly taken aback. How had her teachers throughout
grade school failed to see the oppressively low ceiling of expectation
they were constructing for so many of our children? Why do we
suppress the aspirations of the poor? Why is it so easy to obstruct one
another's view that the impoverished share a desire for learning and
development equal to that of the child born with greater economic
privileges? Why have the lives brought momentarily into focus by
two recent hurricanes now tumbled out of the view of the camera?6
I undertook to help this bright young lady study for her tests and
raise the ceiling pressing on her shoulders. I helped her edit her papers
before turning them in. But I also collaborated with her on a shared
work of art. My exercises in collaborative artmaking began as a vehicle
for opening up clearings for others to wander about on my side of the
mountain for a while, so that they in turn, like the Jean Craighead
George character Sam Gribley, might identify a tree outside of the
familiar that was deemed worth hollowing out, worth calling home.
Prior to the collaborative effort, I had shot and printed a brief
black & white photo essay of Eleanora in the small apartment she shared
with her mother, Mary. One of those photos lingered in my imagination;
the light cast from her gated bedroom window played across her face
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in such a way that it appeared the light was emanating from within
her. And I knew it was so. The photograph thus cried out to become a
hand-wrought portrait, to be translated into new energy and form. In
the following image (see Figure 3), one can see the poem Eleanora wrote
along the margin of the clay, soil, and oil pastel portrait I constructed.
She was actually quite tentative about revealing herself. Ultimately, I
opened up a space for her meanings to be made poetry, for her poetry
to be made visible, and for her new visibility to make her inner visions
known.

Figure 3.
Today, Eleanora has emerged as a registered nurse and mother of
two children, married to an electrical engineer, while her oldest childmy godson, Donovan-is an absolutely level-headed young man gifted
in both mathematics and science who, though having just begun college,

is already planning on pursuing advanced engineering degrees.
Meanings wrought from an impoverished start in life, desires for the
unattainable, for the improbable, once invisible, have come fully into
view.
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Extended Trajectory
(written on the occasion of my doctoral defense)
Veering sharply to the shoulder
undercarriage pelted with stony debris
I am lifted upon a cloud of dust
wheels screaming, suddenly die
tractionless now above the snap snap of tall grass
until dredging a heavy scar across open field
I am bowled from the vehicle
Sliding, flipping
slipping ...
I see meadow
I see sky
I see possibilities
but my trajectory is unknown
Standing somehow
(I shouldn't still be here)

ral yards from fresh wreckage
I am bleeding, but whole
Skin abraded, ligaments stretched
but no bones have been broken this morning
and I am not dead yet
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I am left to find a way home
through the uncertainty that injury brings
I am dizzy;
one misdirection leads to yet another;
motion begets exploration;
the open field becomes a succession of moving targets;
possible destinations;
and I am the method of inquiry
I have been inverted;
a body without organs
I am composed now of external vectors
and the possibility of multiple trajectories
I am extended along imaginary lines of inquiry
and I am on my way home
where e' er I go.

Entering the Forbidden
There is a comics store in lower Manhattan called the Forbidden
Planet that I used to visit often, to satiate a space in my own thinking
for the out-of-cite reference point. Very early on in my educational
studies, during an opportunity I was given to advise students preparing
portfolios for entrance into undergraduate art schools, I was cautioned
to weed out those students who too regularly referenced comic or
graffiti art influences or conventions. I didn't know any better at the
time, but I now wonder what makes those conventions any less valid
than any other convention a young learner may choose to explore. I
wonder whom I may have refused a momentary access to the center of
OUr curricular enterprise. I wonder what out-sites I sights I cites may
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have been embedded in those early portfolios I reviewed, hard-wrought
out-sites/sights/cites I deprived myself the opportunity to catch a
glimpse of.
Even so, as an artist/researcher/teachee, I return over and over
again to the area in popular Western culture that has made a space for
someone like me, already familiar with positions out-of-site, out-ofsight, "not quite acceptable" (Rolling, 2004). The underground comic.
The independent film. The graphic novel. The studio blockbuster. I
have found that comics and movies having nothing ostensibly to do
with my research, often have everything to do with my research if I
look long enough, or at the very least, avoid overlooking or
highbrowing what I am seeing. I have found the stories they tell and
the images they conjure to be necessary departures that draw me out
to unexpected vantage points on the less-traveled side of the mountains
I climb.
A well-received 1997 Canadian film called The Hanging Garden
was written, produced, and directed by a witty, soft-spoken friend from
my past, Thorn Fitzgerald, who attended The Cooper Union at the same
time as I during our undergraduate years. Thorn tried to teach me and
a few other daring souls how to do performance warm-ups and
improvisational exercises in what we called The Arbitrary Theater
Group at Cooper Union. I still have the script I wrote for one of the
skits we performed for the college community. It's not very good, but
was worth the attempt.
In Thorn's film, the lives and motions of a particular family remain
positioned around the corporeally imagined adolescent body of Sweet
William, who apparently hanged himself by the neck until he was dead
from a tree in the middle of the family's growing garden. As the film
presents it, William's body-morbidly obese-along with the family
secrets that manifested itself in his obesity and suicide has remained
hanging in that tree for over ten years just out-of-site/ sight/ cite-
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uprooted, unseen, unreferenced and yet central to the family garden.
William and his family-Sweet William, Poppy, Iris, Rosemary, and
Violet-are named after the plants and flowers that grow in their
extensive plot of earth.
When William, not yet altogether whole in his newly trim and
metrosexualized body, suddenly returns to visit the family for his sister
Rosemary's wedding, he finds that his family has essentially taken root
about the stifling, fertile circumstances of teenaged Sweet William's
attempted suicide. As a result, they too are dying, are already dead, or
are doomed. His family has become entirely dependent upon his
hanging body, which sustains the familiar circumstances of their florid
emotional and corporeal decay. Now the uprooted/unseen/
unreferenced body of evidence of familial neglect and abuse is
inescapable in the shape of an altered and visible body moving freely
in their midst, much in the same way that out-of-site/ sight/ cite points
of reference for learning are made evident in the body of this writing
as it is read.
The adult William's return to this dying garden also exacerbates
his own bouts with a suffocating asthma-like condition. William is
assaulted by this malady whenever in proximity with his former body.
He is also assaulted by the presence of the focal point of his teenage
affection-Fletcher, his first homosexual liaison. Fletcher happens to
be the new husband of William's sister at this family gathering. When
William has his breath nearly completely snatched away in the midst
of being groped by the newly wedded Fletcher, the adult William runs
desperately to the nearby garden, cuts teenaged William from the tree,
and using his own two hands as bludgeons against the garden, buries
the lingering specter of himself once and for alL In burying the weight
of his alternative corporeal imagining, an adolescent so cocooned in
bodily tissues he is unable to breathe freely, the adult William is also
then able to find a new trajectory and becomes whole. The off-cite
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reference point of dead William is integrated into the live William's
psyche as his fingernails fill with fresh dirt.
Viewing the teenaged Sweet William hanged ten years in a tree,
an impediment to the present-day Sweet William desperate for
freedom-and all this while the child Sweet William blithely dashes
about the entire film like a harbinger of possibility-causes in me a
similar yearning to see learners relinquish propriety and certainty to
trod from time to time outside the lines of expected location,
perspective, and context. If we would but situate ourselves within a
nexus of off-site/ sight/ cite positions once imagined to be beyond
ourselves, outside the garden of our beloved familiars, mightn't we
also
In 1989, a landmark graphic novel took the unique approach of
focusing on the fragile psychology of Batman, the Dark Knight, a mortal
man compelled to costume himself as a bat so as to terrorize criminals,
while yet confronting (or failing to confront) his own terror of the
criminality that murdered his parents. Originally titled Arkham Asylum:
A Serious House on Serious Earth-and brilliantly illustrated by mixed

media artist Dave McKean as he experimented with telling the story
through a combination of painting, photography, sculpture, and
assemblage-the novel begins when Batman is called in by Police
Commissioner Gordon to quell a deadly riot led by his nemesis, the
Joker, at a local asylum for the criminally insane. I would like to
reference a conversation Batman has early in the story with Ruth
Adams, a psychotherapist who has insisted on staying with her patients
in spite of the danger. When the subject turns to the case of the Joker, a
subject particularly sensitive to Batman, Adams admits that he is a
special case, whom some of the asylum staff feel to be beyond treatment.
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... Batman stands belligerently straight.
ADAMS:

IT'S QUITE POSSIBLE WE MAY ACTUALLY BE
LOOKING AT SOME KIND OF SUPER-SANITY
HERE.

ADAMS:

A BRILLIANT NEW MODIFICATION OF
HUMAN PERCEPTION. MORE SUITED TO
URBAN LIFE AT THE END OF THE TWENTIETH
CENTURY.

Adams crouches down and begins to gather together the
scattered Rorschach cards. Batman folds his arms, showing that
he's looking for a fight by adopting this defensive posture. Adams
all but ignores him. She has no intention of being drawn (into
conflict).
BATMAN:

TELL THAT TO HIS VICTIMS.

ADAMS:

UNLIKE YOU AND I, THE JOKER SEEMS TO
HAVE NO CONTROL OVER THE SENSORY
INFORMATION HE'S RECEIVING FROM THE
OUTSIDE WORLD.

ADAMS:

HE CAN ONLY COPE WITH THAT CHAOTIC
BARRAGE OF INPUT BY GOING WITH THE
FLOW ... HE CREATES HIMSELF EACH DAY.
(Morrison, 2004, final script, p. 21)

The preceding out-of-cite reference becomes a fascinating
reflection on the Batman himself when taken in the context of the entire
constellation of Batman comic titles, series, graphic novels, and
crossovers, wherein the notion is repeatedly advanced that the Joker
and the Batman are polarities of the same psychosis-that the Batman
is just as psychologically barraged and fractured as the Joker, but has
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disciplined his manifestations so his outbursts of violence are unleashed
only upon criminals. Or upon himself.
Drawing upon off-site/ sight/ cite points of reference, the Joker
transforms himself daily so that on some days he is merely a
mischievous clown, and on other days a remorseless killer. Drawing
upon off-site/ sight/ cite points of reference, the Batman transforms
himself daily so that during the day he is the sophisticated billionaire
Bruce Wayne, and at night, a stone cold vigilante. But these are just
comic characters-and if that isn't marginal enough for you, feel free
to note that they are psychotic to boot.
I would argue however that, drawing upon off-site/ sight/ cite
points of reference, my student Tal can transform himself into an artist,
my friend Eleanora can transform herself up from poverty, and I can
transform myself into a scholar, a poet, and researcher. We have done
so, and we continue to transform, creating ourselves each day.
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Notes
1

This classic book written by Jean Craighead George has returned

to mind in recent years; this was a book that I reread often in grade
school, one that spoke to me as an outsider: an African American from
Crown Heights, Brooklyn bussed by my parents to an all-white school
district in Sheepshead Bay to get a better education; an asthmatic
introvert banished by my teachers each day to endure recess period in
an overwhelming and boisterous schoolyard; an early starter, never in
his social group ... almost one year younger than the all other kids when
I started school because of a late December birthday, then tracked as
gifted and talented and forced to skip seventh grade, making me nearly
two years younger than my grade-level peers by the time I started high
school. How desperately I also wanted to run away, just like young
Sam Gribley, to the unseen side of the Catskill Mountains where I could
hollow out my own worth!
2

I have come full circle on a journey that began at Hunter College

Elementary School when I was hired by a previous director of the
school's extended-day program to teach art and creative writing in the
afterschool hours. It was a part-time job, paying $10 an hour with no
benefits-certainly not a job that any new husband aspires to, especially
one with a M.F.A. degree in his dresser drawer. Over the next few
years it seemed as though I would encounter every possible obstacle
to my achieving my state certification as an art teacher. Understand, I
had never taken a single credit of study in education in all of my
undergraduate and graduate studies; it never seemed to fit in. Now I
Was paying for that oversight or lack of good counsel (actually, both).
Although my poverty-level employment was humbling, something
about the prospect of working with children humbled me even more.
The program director who hired me actually had to convince me to
take the job. I didn't think I was qualified or prepared. I was curious,
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however. I wondered about my ability to teach young children.
Curiosity was enough to get me started.
3

Brent Wilson (1997) writes: "I like to think of research as re-search,

to search again, to take a closer second look. Research implies searching
for evidence about the way things were in the past, how they are
presently, and even about how they might be in the future" (p. 1). In
one particular Picture This! class as we sat around a table, I asked the
children the question, "What is big?" I solicited discussion, feedback,
points, and counterpoints. One child responded, "A dinosaur skull is
big." He then recounted a recent museum visit, standing in a large cap
next to his Dad, the tallest figure in the drawing (see Figure 1). His
concept of what "big" is was tied to his memory of an experiential,
visual! spatial encounter in relation to his own body.
4

Mr. Rolling helped me get into art. I never did art before, and he

got me into drawing portraits of my family. In the end, I started to
collaborate with Ian, another kid in the class. I liked that I got to learn
how to draw, that it was fun. What I liked about art: I got to make up
stuff and to use my imagination, I got to look at pictures and facts. I
got to make portraits (Tal Vicario, personal correspondence, October
10,2005).
5Jn 1908, when Charles W. Eliot-near the conclusion of his term
as president of Harvard University-had the question addressed to
him as to how the decision might be made that certain children go to
industrial schools, others to ordinary high schools, and others to
mechanics art high schools, Eliot's response was that "(t)he teachers of
the elementary schools ought to sort the pupils and sort them by their
evident and probable destinies" (cited in Kliebard, 1999, p. 43).
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Unpublished Op-Ed Letter to the New York Times submitted

September 26, 2005

Art and Survival in the Shadow of Two Hurricanes
by James Haywood Rolling, Jr.
I am looking across my desk at a recent issue of TIME magazine that I
squirreled away because it featured an article by economist Jeffrey D. Sachs
that presents the argument that our generation can end poverty in the world
by the year 2025, if we chose to do so. At the time, it was worth saving for two
reasons. The more trivial reason was that I had been his daughter's art teacher
for the past two years at The School at Columbia University. More importantly,
the article indirectly challenged my estimation of the value of my profession.
How does what I do as an art educator count in the face of people starving to
death? How does it help if I offer a paintbrush and a crayon to hands seeking
grain and potable water?
I have also been looking at the television, for the past month it seems,
and I have been similarly confronted by the images of my neighbors in the
South, battered and displaced by two successive and massive hurricanes. These
are Americans I am familiar with, although I was raised in the Northeast. I
grew up in Crown Heights, Brooklyn and although my family was not the
poorest of the poor, I was close enough to poverty's cavernous echoes to know
this: poverty lingers. It changes the way you think, your expectations. It tears
down the prospects of families for generations on end. Poverty is a pattern for
living that is not erased just because civil rights laws are passed, or because
those who do not live in daily proximity to poverty present themselves as
more tolerant of difference, or because there are vast sums of money to be
made in sports or entertainment.
The patterns of poverty are accumulative, just as are the patterns of
extreme wealth. In the U.S.A., poverty and wealth perpetuate one another.
Irrespective of the generosity of a few philanthropists, or the ingenuity of a
few new-money entrepreneurs, the larger private sector free market systems
that invest money, trade money, transfer money, and provide dividends on
money, do not seek to address generational financial inequities for those who
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have been left struggling to make ends meet. Apparently, no one has to pay
for the creation of poverty in America. The fact that the forebears of America's
impoverished citizenry were typically held out of reach of, or systematically
denied, opportunity to accumulate significant wealth, or access to an education
of life-changing consequence, still fails to sway the hearts of those who manage
or legislate this nation's capital to attempt any systematic reparations. It is
comical that some of those same compassionate hearts, as exemplified by our
own president, are now apparently disconsolate over their rediscovery of
poverty as it was flushed out before the cameras of the news media, wandering
out there in the flooded streets, survivors of public shelters gone awry, awaiting
busses to move them across state lines to new wards for the newly homeless.
I am a first-generation college graduate who has emerged from the
poverty that lingers in Crown Heights, Brooklyn. But I am also an artist and a
teacher, which doubles the likelihood that when my bank account is tallied up
at the end of the day, I will never be counted as wealthy. Yet, in times like
these, folks like me just want what they do everyday to count for something
that makes other lives better.
There is no art in suffering. But perhaps there is art to be made in the
redemption of lives that we as a nation now have the opportunity to make
better. Perhaps the stories of emergence from the darkness of the Louisiana
Superdome and New Orleans Convention Center can best be told with the
healing touch of a crayon and paintbrush put to paper. Perhaps such art can
contribute to the building of a culture of reconciliation in place of the shattering
and revelation brought on by two hurricanes.

7

Art educator Rita Irwin describes the artist/ researcher / teacher

as "living their practices, representing their understandings, and
questioning their positions as they integrate knowing, doing, and
making through aesthetic experiences that convey meaning rather than
facts" (Irwin & de Cosson, 2004, p 31). I have tried to do so in this
writing.
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Reading Objects:
Collections as Sites and Systems
of Cultural Order
Alice Wexler

Abstract
The political nature of making personal and cultural meaning of
objects (both ordinary and aesthetic) is the site where transactions
between our innate need for order and environmental influences, such
as consumerism, are made. Valuing objects leads to the phenomena of
collection, a subject that has been of interest in education and
psychology since the nineteenth century. I ask how the private
collections of children, and later adults, lead to systems of labeling,
grouping, and display of art and artifacts in the art and natural history
museum. In the age of the meta museum, how do educators question
the museum's colonial and patriarchal practices that remain current? I
use postmodern feminism to challenge these practices because of its
search for alternative ways of knowing and new representations of self.

Vision is always a question of the power to see - and perhaps of the
violence implicit in our visualizing practices. With whose blood were
my eyes crafted? (Haraway, 1991, p. 7)
In this article I examine how aesthetic meaning of objects develops
as a result of individual, cultural, social, and political causes. Analysis
of aesthetic meaning-making has its history in the century-old debate
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between nature and nurture, a debate still alive in the new century
(Ridley, 2003). In the first part of the twentieth century, the behaviorism
of psychology and education that located learning in nature, gave way
at the end of the century to the environment as the constructor of human
development. However, recent research tells us that it is more likely
that there is a transaction between nature (behaviorism) and nurture
(environment) a relationship so subtle and unknowable that renders a
less interesting debate (Haraway, 2004, 2003; Ridley, 2003). My interest
is in a specific segment of this debate - the political nature of making
personal and cultural meaning of objects (both ordinary and aesthetic)
by which we are attracted, perplexed, or repelled. In a culture that favors
"sight" over the other senses (Hooper-Greenhill 2000) I argue that it is
with our sight that we Westerners ultimately make distinctions of
quality and meaning. The "site," or environment, and our bodily
interaction between sight and site, is where transactions between nature
(innate preferences) and nurture (environmental, cultural influences)
are made. The result of valuing objects naturally leads to desire and
the phenomena of collection. For many, this is a satisfying activity that
begins in childhood and ends sometime, if ever, in adulthood. Private
collecting often leads to many forms of public collecting, and ultimately,
the housing of collections. In this paper I ask how this private, innately
human disposition leads to cultural connoisseurship. Later I will
examine how the child's inheritance of culture which is manifest in the
accumulation of artifacts, categories, and ideas, is the means of
understanding the different kind of culture of the arts. I ask how some
objects become publicly valued over others, and how the emergence
of self as owner has created, among other things, the modernist
sanctuary, the museum. What are the political, social, and cultural
causes that compel a few to make decisions about value, resulting in
the inevitable consequences that affect the many? Ultimately, I question
the museum's colonial and patriarchal practices that remain current.
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Postmodern feminism is in a unique position to challenge these
practices because of its theorists own marginality. Postmodern
feminism's search for alternative ways of knowing and new
representations of self reaches beyond essentialism, relativism, and
rationality.
The museum has had an important place in education and, indeed,
very early on museum personnel recognized education as central to
their mission (Haraway 2004; Hooper-Greenhill, 2000). Given the
complexity of its history, how do art educators include and use the
museum in an effort to transform our field in ways that are expansive
and inclusive of all human experiences and their products? I argue
that children and adolescents take the leap from their private collections
to the public if personal experience is kept intact, and only if young
people are encouraged to thoroughly analyze the social and political
causes and effects of the museum's collecting practices. In this paper I
put special emphasis on the natural history museum because here
colonial notions of non-Western objects and gender relationships are
made explicitly evident.

Collecting Objects
The phenomenon of collecting loses its meaning as it loses its personal owner.
Even though public collections may be less objectionable socially and more
useful academically than private collections, the objects get their due only in
the latter. I do know that time is running out for the type that I am discussing
here and have been representing before you a bit ex officio. But, as Hegel put
it, only when it is dark does the Owl of Minerva begin its flight. Only in
extinction is the collector comprehended. (Benjamin, as cited in Crimp, 1997
p.203)

One third of Americans describe themselves as collectors (HooperGreenhilt 2000). Who are these Americans? Although Eilean HooperGreenhill doesn't specify, it is likely that many are children in the middle
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years of childhood. Children between seven and eleven-years-old in
the concrete operational stage, are known for their prodigious
collections (Lord, 1996; Smith, 1998, 1993; Stone, 2004). Real collectors,
Walter Benjamin writes in his Passagen-Werk (1982), are old men, animals
and children (Benjamin, as cited in Crimp, 1997). Benjamin gives these
collectors the distinction of "real" because old men, animals and
children aren't seduced by the aura of the museum relic. They are, in
Douglas Crimp's words, the "countertype" of collectors, because the
objects they collect have personal value and meaning, and for very
young children in the first three years of life, collected out of necessity
as a genetic or primal activity: to group, classify, categorize, and make
meaning (Smith, 1998, 1993). The collection as a new system of things,
wholly created by one individual, is often useless to another. Personal
meaning gives the collection its value; the objects make tangible
connections with the life of the collector.
Collecting in the middle childhood years is likely an extension
of earlier cognitive development; the classification and categorization
years (Lord, 1996; Smith, 1998, 1993). The locus of meaning lies in the
groupings of things in the world that are different and similar. The
beginning of distinction and meaning making requires an
understanding of "kinds" of things, or headings, under which things
go. We humans take this cognitive landmark for granted, but it is a
highly complex cognitive feat, and possible only if all the "normal"
connections in the young brain are made (Smith, 2001). We now know
that our brains are highly individualized, that even within the so-called
"normal" brain, many variations exist (Bruner 1990; Gardner, 1976).
Some semblance of uniformity, however, is necessary for
communication and shared understanding even though each of us
fashion idiosyncratic connections to things in the world. Add to this
the ingredient of cultural influence, for it will playa large role in the
constructing of our knowledge of the world.
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Abstractions and ideas grow from the concrete material thing
(Hooper-Greenhill, 2000) and they remain as reminders and provokers
of earlier feelings and sensations. Without them "the idea would remain
at an abstract individual level and it would be much more difficult to
share it:" (Hooper-Greenhill, 2000, p. 108). According to Donald
Winnicott (1999), objects given aesthetic value have their genesis in
infancy as ordinary objects are endowed with primitive symbolic
meaning. These transitional objects come in the form of the infant's
first stuffed animals, blankets, or toys. In the process of human
individuation, the concreteness of the object makes longing and desire
visible, and therefore, tenable. The thing - the object - can stand in for
those feelings that can't be seen. This separation-individuation theory
first developed by Mahler, might also give more credibility to the midchildhood compulsion to collect. What's better than one object that
embodies feelings than many of them?
Children rein in the world by possessing a part of it. How does
this private selection and possession lead to the cultural compulsion
to own and display? "Whether a child collects model dinosaurs or dolls,
Sooner or later she or he will be encouraged to keep the possessions on
a shelf, in a special box, or to set up a doll

house. Personal treasures

will be made public." (Clifford, 1985, p. 238). James Clifford suggests
that the need to gather the material world around oneself later leads to
complex systems of value and meaning, and the inevitable display and
viewing of objects. Innocence is lost as museums function "to confirm
the knowledge and taste of a possessive Western subjectivity" (p. 244).

When Objects Become Aesthetic
Perhaps it is in the seeing of the object that the transaction
between self and culture is made. The memory of the first visual contact
with things in the world is embedded within objects, making them
carriers of symbolic experience. But first it might be useful to investigate
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what is meant by "object" and what is meant by "seeing" the object.
Hooper-Greenfield's (2000) dictionary definition includes three
intersecting elements: the object as material, an aim or purpose, and as
a target for feelings and actions. When and how does the material object
become intended as a target for feelings and actions and interpreted as
such by others? When and how do the intentions of the maker become
purely aesthetic for the purpose of communicating specific meanings
to be apprehended by the viewer?
Dissanayake (1998) writes about the Western notion of art as
removed from the world and challenges distinctions made "between
Capital-A art and the acknowledged manifestations of a need and liking
for decoration, rhythmic form, sensuous pleasure" (Dissanayake, pp.
34,35). At the moment painting and sculpture became worthy as objects
in and of themselves, the space between the viewer and object became
sacred, signaling a need for a site that will make this space more
significant. While all objects are now becoming worthy of aesthetic
study, and the concept of high and low culture is losing ground (Desai,
2004; Gude, 2004; Tavin, 2003), the purposes and practices of the
museum have not changed substantively. The "site" made for the
viewing of special objects remains emblematic of modernist binary
thought: high and low, viewer and object.

Art and Anthropology
The word culture" means at least two different things. It means high
art, discernment, and taste: opera, for instance. It also means ritual, tradition,
and ethnicity: such as dancing around a campfire with a bone through your
nose. But these two meanings converge: sitting in a black tie listening to La
Traviata is merely a western version of dancing around a campfire with a bone
through your nose. (Ridley, 2003, p. 201)
1/

In order to examine the meaning of collecting objects, both
ordinary and special (aesthetic), I discuss the art museum and the
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natural history museum, and employ two meanings of culture as the
making of high art and also as the accumulation of ideas, artifacts, and
heritable traditions. Both meanings of culture, however, are not
mutually exclusive, and it is helpful to briefly look at the origins of the
two and how they intersect. Matt Ridley (2003) suggests that they might
in fact be different versions of the same human impulse. "Equipped
with just snow, dogs, and dead seals, human beings will gradually
invent a lifestyle complete with songs and gods as well as sleds and
igloos" (p. 208). How and when these human talents appear give deeper
meaning to the ultimate product of "civilization," the fine arts.
The ability to inherit, transmit, and accumulate ideas that lead to
songs, gods, sleds and igloos set us apart from the highest primate,
even though the difference between an ape's brain and a human's are
so slight that only minor changes are needed (Ridley, 2003).
Yet these minor changes had far-reaching consequences: people
have nuclear weapons and money, gods and poetry, philosophy and
fire. They got these things through culture, through their ability to
accumulate ideas and inventions generation by generation, transmit
them to others, and thereby pool the cognitive resources of many
individuals alive and dead. (p. 209)
But culture might also be viewed as a consequence of biology: a
development during evolution that made sense; a Darwinian need and
desire to bond with other humans, to have language in order to
communicate and create societies that held similar beliefs. According
to Dissanayake (1998) and Ridley (2003), however, the meaning of
culture began as an Evangelical reaction to Darwinism in France and
England. Culture came to mean all the human products and behavior
that set us apart from apes. The Enlightenment ideals of individuality
and progress were incompatible with the Darwinian view of humans
as "genetically endowed (inherent) behavioral potentials and
tendencies ... threatening to liberal democratic notions" (Dissanayake,
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1998, p. 17). The road was laid for nineteenth-century Western
ethnocentricism in which the white European man ascends over all of
nature.
In America Franz Boas also rejected natural and evolutionary
universal laws, but transformed the notion of culture to even greater
heights with the birth of cultural anthropology. Ridley suggests that
Boas's theories posed unanswerable questions: if human abilities are
alike everywhere, then why is there not a single human culture? Or, if
it is culture, and not nature, that causes differentiation in societies, then
how might they be looked upon as equal? If culture influences the mind
rather than the other way around, then the results will be lesser in
some and greater in others. The conclusion to this paradox, settled on
by such anthropologists as Clifford Geertz, was the notion that no
common core exists in the human psyche outside of the senses. For
Joseph Conrad, progress was an illusion, imposed on a universal human
nature, technology and tradition merely refracting this nature into the
local culture; "bow ties and violins in one place, nasal ornaments and
tribal dancing in another. But the bow ties and the dances do not shape
the mind - they express it" (Ridley, 2003, p. 207).
Art, anthropology, science, and philosophy have swung from
nature to nurture and back to nature again right up to the present,
while at the same time the formalism of modernism has given way to
its own disruption. Dualities persist. The following pages describe how
the postmodern disruption of modernism began with the Surrealist
artists and ethnographers after World War I, and how the last phase of
feminist theory, postmodern feminism, and attempts to bridge the two
movements by retaining the best of both.

Surrealism to Postmodern Feminism
Relativism and totalization are both god-tricks" promising vision from
everywhere and nowhere equally and fully, common myths in rhetoric
surrounding science. But it is precisely in the politics and epistemology of
/I
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partial perspectives that the possibility of sustained, rational, objective enquiry
rests. (Haraway, 1991, p.7)
The Gods Must Be Crazy, a movie directed by James Uys in 1980, is
an example of an interesting reversal of appropriation, a disruption of
a cultural system of valuing objects, and its political implications. A
Coca Cola bottle is carelessly thrown over board a plane and lands in
the Kalahari Desert. The finder of the object, a Juni Wasi tribesman,
had never seen anything like it; nothing this hard existed in his soft
world, says the narrator. It quickly becomes a useful object however,
such as for the pounding and rolling out of food. Soon this object that
never existed before becomes essential. Out of ownership comes the
first glimmer of anger, jealousy, betrayal, which just moments before
were unknown and incomprehensible emotions. The Western identity
as a wealth of objects and knowledge has collided with a culture that
has no word for ownership.
Clifford suggests that such an example might help us to
understand the cultural process in which "the African-looking masks
that in 1907 suddenly appeared attached to the pink bodies of the
Demoiselles d' Avignon" (p. 148). With the fragmentation of modern
culture into dissociated fragments of knowledge and semiotic, artificial
codes, the new ethnographic attitude became a kind of cultural leveling,
"the redistribution of value-charged categories such as 'music,' 'art,'
'beauty,' 'sophistication,' cleanliness,' and so forth" (Clifford, 1988, p.
131). BorrOWing from the surrealist artists, ethnographers provoked a
defamilization by "breaking down the conventional 'bodies' - objects,
identities" (p. 133). The emergence of a surreal ethnography in the 1920s
fOllowed the polemical surrealist artists' example of disrupting the
modernist notion of art as a universal essence. By dislocating the orders
of its own culture, these surrealist ethnographers went against the grain
of ''both modern art and science to deploy a fully ethnographic cultural
criticism" (p. 144).
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The surrealist ethnographers subverted the system of universal
essence in both ethnography and modern art - the enlightened man's
love for humanity which to others was "merely the custom and
institution of a group of men" (Ponty as cited in Clifford, p. 145). Artistic
and ethnographic surrealism are both products of a global modernism
in their efforts to make cultural meaning of the unknowable space
between self and other, similarity and difference, the familiar and the
strange (Clifford, 1988). Clifford compares ethnographic surrealism to
collage, a favorite medium of the surrealist artists. It might contain
conflicting voices and semiotic messages, found and sometimes
incomprehensible data, in an attempt to "avoid the portrayal of cultures
as organic wholes or as unified, realistic worlds subject to a continuous
explanatory discourse" (p. 146).
Postmodern feminism, like postmodernism, has continued the
work of the surrealist artists and ethnographers who blurred the
boundaries between art, life and culture. They disrupt the modernist
unified "self" based on the universalization of reason, and Western
culture as synonymous with civilization (Giroux, 1993). The feminist
theorists, however, have struggled with the issue of domination, first
in terms of gender, and later in race and class. Their concern with all
forms of domination and lack of agency leads them to reject postmodern
erasure of human agency. "Relativism is the perfect mirror twin of
totalization in the ideologies of objectivity; both deny the stakes in
location, embodiment, and partial perspective; both make it impossible
to see well" (Haraway, 1991, p . 7). The trajectory from postmodernism
to postmodern feminism implies a political, social, and pedagogical
transformation that deepens and radicalizes the scope of
postmodernism. The feminist concern for the construction of identity
is located not only in the personal, but also in the community and
society, such as in bell hook's politics of possibility which offers
alternative narratives and visions (Giroux, 1993). Postmodern
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feminism's greatest contribution, perhaps is its rejection of cynicism
and its embrace of optimism. Reason and objectivity were abandoned
not only as partial, but as a construction of masculine discourse.
In these terms, reason is not merely about a politics of
representation structured in domination or a relativist discourse that
abstracts itself from the dynamics of power and struggle, it also offers
the possibility for self-representation and social reconstruction .... At
issue here is not the rejection of reason but a modernist version of reason
that is totalizing, essentialist, and politically repressive. (Giroux, 1993,
p.167)
An additional critical broadening of the postmodern project is
the postrnodern feminist use of metanarrative as a strategy useful in
contextualizing current theory in historical terms. An optimistic vision
of the future, the metanarrative, human agency, and a reconstructed
use of reason, are all necessary in creating a radical social theory that
champions justice, equity, and freedom in education. It provides a
language with which educators can engage in democratic and ethical
discourse. In short, as Henry Giroux (1993) states above, postrnodern
feminism retains "modernism's commitment to critical reason, agency,
and the power of human beings to overcome human suffering" while
at the same time retaining postmodernism's challenge to its totalizing
discourses (p. 93). Donna Haraway (1991) describes the postmodern
feminist movement as a reaction to disembodied objectivity - the
"world-as-code," as "abstract masculinity" - disconnected from body
and sense perception, intentionally unreaL .. "to get to our versions of
standpoint theories, insistent embodiment, a rich tradition of critiques
of hegemony without disempowering positivisms and relativisms, and
nuanced theories of mediation" (p. 6). I argue that it is in the complexity
of postmodern feminism that the most radical forms of art education
might emerge, particularly in the area of human-object power
relationships, which this paper is about.
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The Pedagogical and Political
The world is a knot in motion. Biological and cultural determinism
are both instances of misplaced concreteness -

i.e./I the mistake of,

first taking provisional and local category abstractions like "nature"
and "culture" for the world and, second, mistaking potent consequences
to be preexisting foundations. There are no pre-constituted subjects
and objects, and no single sources, unitary actors, or final ends
(Haraway, 2003, p. 6)
The complexity of ideas about art objects, their importance,
meaning, and place in the world are important political subjects for art
educators. While several art museums are making efforts to establish a
connection between art and life, an uncritical acceptance of the
traditional museum practices still remains, and denies students the
possibility of engaging in issues about nature, culture, meaning, and
privilege. How do art educators negotiate between the individual
collection, imbued with personal and sensory meaning, and the
curator's collection imbued with cultural meaning, particularly if the
collection is comprised of non-Western artifacts "conserved" in natural
history museums? So much more complex, then, are the American
and European practices of documenting and cataloguing collections
of non-Western artifacts. The objectification of display, with its
cataloguing and labelling, obscures the object's relationship to personal
and cultural experience. The site which once gave meaning to the object
is now so removed as to change its intent, reason or purpose. HooperGreenhill (2000) suggests that Western museum practices don't take
into account non-Western ways of experiencing, knowing, and makingmeaning of the material world. Because ours is a sight-dominated
culture, our thinking is rendered to linear, objective, and analytical
systems.
Sight became a dominating and conquering sense; mapping and
counting, those symptoms of modernity, were used to describe and

Wexler 253
control the targets of vision. Sight, overseeing, became co-opted as an
essential attribute of masculinity, the seeing man, while the other senses,
especially touching and listening, became associated with more
feminine characteristics such as caring and interpreting. (HooperGreenhill, p. 112)
In search of a feminist objectivity, Haraway (1991) sees the need
for a richer account of the world that reflects the inevitable uneven
dominance and privilege of all positions, ours and others. Haraway
reclaims the much maligned term of vision in feminist theory from its
disembodied objectivity and reductionism. Rather than the "gaze from
nowhere," that seems to transcend all limits, Haraway restores vision
to its embodied nature, situating it in mental and physical space. "The
moral is simple: only partial perspective promises objective
vision ... there are only highly specific visual possibilities, each with a
wonderfully detailed, active, partial way of organizing worlds."(p. 6).
The eyes have been used to signify a perverse capacity - honed
to perfection in the history of science tied to militarism, capitalism,
colonialism, and male supremacy - to distance the knowing subject
from everybody and everything in the interests of unfettered power.
The instruments of visualization in multinationalist, postmodernist
culture have compounded these meanings of dis-embodiment. (p. 5)
Representing the world as if it is seen from nowhere is embedded
in the natural history museum's practices of conserving non-Western

artifacts. Haraway (2004) links its purpose to patriarchal, white
supremacy and eugenics given free reign during the "Nature
Movement" of the 1890s-1930s. ''Man'' looks at nature, while nature,
often referred to as feminine, cannot see, because "she" is being seen.
Haraway uses the seeing "eye" as a trope for the masculine "I." "Man
IS

not in nature partly because he is not seen, is not the spectacle. A

constitutive meaning of masculine gender for us is to be the unseen,
the eye, the author, to be Linnaeus who fathers the primitive order" (p.
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186). Domination, Haraway argues, is built into the American Museum
of Natural History as "naked eye science"(p. 186) producing a vision
of social peace "through research, education, and reform" (p. 187), a
prophylactic for social decadence and racial suicide, "the dread disease
of imperialist, capitalist, white culture" (p. 188). The purpose of the
Museum's education program, reaching a million children each year
by the 1920s, was to teach the law of nature: the undeniable objective
facts that the dioramas and "nature cabinets" revealed. The newly
constructed Hall of the Age of Man made "the moral lesson of racial
hierarchy and progress explicit, lest they be missed gazing at elephants"
(p. 189). The Hall put "man" in his rightful place, superior and separate
from animals. It was not until the 1940s that the racial intent of
conservation was criticized, leaving the Museum's stakeholders to
reinvent its spiritual and political rationale.

The language of Critique and Possibility
We also don't want to theorize the world, much less act within it,
in terms of Global Systems, but we do need an earth-wide network of
connections, including the ability partially to translate knowledge
among very different - and power-differentiated - communities. We
need the power of modem critical theories of how meanings and bodies
get made, not in order to deny meaning and bodies, but in order to live
in meanings and bodies that have a chance for a future. (Haraway,
1991, p. 4)
Returning to the collection of art and artifacts in both private and
public spheres, I suggest that how we engage students with public
museums in art education could use more scrutiny. The practice of
housing human and natural artifacts are riddled with gender and racial
bias which needs to be considered as educators lead their groups past
the glass cases that inhabit exotic plants, insects, animals, and finally,
humans. Rather than a passive acceptance, educators need to allow
museums to be viewed in their historical context, enabling students to
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develop a critical capacity to examine the gender, racial, and economic
inequities on which many museums are built. Students do not often
come with the skills needed to locate themselves within the museum's
history. It requires the courage of educators to take the risks that
challenge and ultimately transform existing political and social
inequities in museums and elsewhere. While identities are constructed
in multiple and sometimes contradictory ways, the large public
museum often has an aura of exclusionary inevitability, inhospitable
to the role that gender, race, and class play when apprehending museum
objects. Educators might provide students with the opportunities to
construct their own stories by reflecting on the diverse ways that objects,
art and artifacts may be understood: learning to see from another's
point of view, something not known in advance. The museum therefore,
becomes the site on which "webs of domination, subordination,
hierarchy, and exploitation" (Giroux, 1993, p. 75) can be explored. A
language of possibility "offers students the opportunity to read the
world differently, resist the abuse of power and privilege, and construct
alternative democratic communities" (p. 75). The monolithic
institutional power of the museum can be disabled by introducing the
interpretations from new and diverse voices as relevant and important
to our collective understanding of the long history of human and object
relationships, both ordinary and special.
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How to Draw a Heart:
Teaching Art to Incarcerated Youth

Dennis Earl Fehr

Abstract
This article traces the progress of a social theory-based university
art education program in which undergraduate majors teach art to
incarcerated youth. It addresses and goes beyond the editor's question,
"What imagery lies 'outside' art educators' accepted sphere?" Not only
is the imagery of these populations out of sight, but so are the sites of
incarceration themselvesa=they exist not only outside the purview of
the art education field, but of nearly every sector of society except the
police. Even their families are often "out of sight." The readable,
conversational format is a political choicea=I offer an alternative to the
jargon-heavy, "objective" voice of traditional scholarship. My target
audience is not only university faculty, but also students and classroom
teachers who will read this article because they want to rather than
simply because it was assigned. Perhaps these conversations will
remove stereotypes in some readers' minds or even pave the way for
them to become involved with incarcerated populations.

1. Introduction
Art educators seem to be as reluctant as other educators about
becoming involved with incarcerated populations. Until a helpful article
by Venable (2005) appeared recently, this topic was largely ignored in
art education literature. Perhaps a reason for this fear is that most people
who become teachers, regardless of subject, generally behaved
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appropriately and experienced some academic success when they were
in school. They might have disapproved of or even disliked the
troublemakers. As middle and high school teachers, people with such
backgrounds might fear the troublemakers in their classes because the
troublemakers' world views are so removed from their own. So why
should these teachers expose themselves to much larger concentrations
of such students by becoming involved with incarcerated populations?
Because their attitude is an example of how a stereotype can 1) hinder
a teacher's professional development, 2) inhibit the goal of educating
of all of our children, and 3) increase prejudice against a group that is
already viewed with disfavor (see Brooks & Thompson, 2005, for the
prices students pay when social justice is excluded from the classroom,
and McDonald, 2005, for a description of the need to integrate social
justice into teacher education programs).
Because I did not realize while this experience was occurring that
it would become an article, I did not take exhaustive notes. Hence I
have reconstructed conversations from memory. I vividly recall each
of the eleven conversations, for reasons that should be clear to the
reader. Glesne (1999) states, " ... qualitative methods are generally
supported by the interpretivist (also referred to as constructivist)
paradigm, which portrays a world in which reality is socially
constructed, complex, and ever changing." She adds, "The open,
emergent nature of interpretivist approaches means a lack of
standardization; there are no clear criteria to package into neat research
steps. The openness sets the stage for discovery .... " She quotes Eisner
(981): "To know a rose by its Latin name and yet to miss its fragrance

is to miss much of the rose's meaning." In this paper I might miss the
precise "Latin name" of this tale (the exact words spoken in each
conversation), but I capture the fragrance of the rewards and
disappointments my students and I experienced in an art outreach
program for juvenile offenders, including the conflict between a
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positive, social theory-based approach and a negative, punishmentbased approach. In this case the conflict ended one outreach program
but created another. Our experience should be useful to others who
contemplate doing similar projects.

2. The persuasion sell
"Hello."
"Good morning, am I talking to the director of the Juvenile Justice
Center, Mr. G_ _ ?"
"I'm Bob G_---', director of the HC"
"Great. I'm an art professor at the university and I'm wondering
if you would be interested in meeting with me to see about having

my students, who are studying to be art teachers, come out to the
HC once a week during this spring semester to teach art."
Prolonged silence.
"We don't get too many requests like that."
"Really? I'd think the uni versity' s colleges of education or human
sciences would be interested in working with your population.
Seems like it would benefit everyone involved."
"I totally agree. I wish we heard more from the university. We
never hear anything."
"I'm disappointed. Well, I would like to give my students this
experience. Our art education majors are like education majors
nationwide-mostly young women who seem rarely to have
misbehaved in school. Yet they can end up teaching kids who
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misbehave a lot. Thinking about this makes them very nervous.
But they're energetic and their hearts are in the right place. They
would offer a lot to your kids."
"I like the sound of this. I can meet with you tomorrow at 2:00."
"See you then."

3. The forced sell
"Hello, everyone, and welcome to ART 4362. Let's start with a
question that's none of anyone's business: How many of you have
served time for breaking the law? Raise your hands. Listen to
that laughter. No hands. Okay, then raise you hand if you ever
were expelled from school. No hands. How about suspended for
a couple days? No hands. This is getting so boring. Ever get a
detention? Three hands out of 15. Anybody ever been inside a
jail just to visit? No one.
"What if I told you that in this course you are going to develop
social theory-based art curricula for middle- and high school
students who are incarcerated? And that you will divide into pairs
and go out to the County Juvenile Justice Center each Monday to
teach actual inmates who are locked up for everything from
marijuana possession to armed robbery?"
Uncomfortable silence.
"I would not like that at all."
"Why?"
"Because obviously those kids are dangerous."
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"Are they different from the kids you would teach in an ordinary
middle or high school?"
"Some public school kids are as dangerous but some are not. In
the Justice Center they all are."
"Let me write that on the board. 'All the kids in the JJC are
dangerous.' A few days ago I met with Mr. G

,the director,

and he told me that most of his inmates are in there for drug
possession. You don't have to answer this out loud, but have you
ever been in a situation where you could have been busted for
pot? I suspect that some of you have. Maybe last weekend. Are
you dangerous?"
"I see your point, but what about the ones who are in for armed
robbery?"
"Good question. If you end up teaching middle or high school, is
it possible that you will teach some students who have committed
armed robbery?"
"Possibly."
"But there would be two differences: One, you wouldn't know
they did it. Two, you would be the only adult in the classroom.
At the JJC you will be with your teaching partner and the
classroom teacher, and several trustees will be walking the halls."

"Will be? This is a done deal? We have no voice in this?"
"Excellent point. No, you have no voice in it and I'll tell you why.
If I offered this as a choice, let's say with the alternative of teaching
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in an ordinary high school, who in here would pick the He? One
out of 15. So 14 would not have this experience. Yet, as you pointed
out, you might end up teaching kids like these who just didn't
get caught. Have you ever felt nervous about managing a
classroom by yourself? No course you ever take will give you
more confidence than this one. So I, at age 52, am imposing this
challenge on you based on over 30 years of experience in art ed.
That's longer than you have been alive. My experience enables
me to see that you will end up glad I had you do this. I will make
a promise to you, one I realize you might not believe today: In
May you will look back with gratitude on your time spent at the

He."
"You're right about one thingresome of us don't believe you."

4. Our first Monday
" Are you the professor?"
"Yes. My name isre"
"Are all your students here?"
"Yes, ma'am, Ire"
"I'm going to give y'all the orientation. Follow me. First, Mr.
Professor, you might want to take off that tie. These are not nice
people in here. One of them could jump up and try to strangle
you with it."
"No one is going to strangle me. I'll keep the tie on."
"Fine, you just do that. Nowrehere are the rules. You report all
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inappropriate language or behavior to the classroom teacher.
These kids are in here for a reason. Give them an inch, they'll
take a mile. No sharp tools are allowed. Count your supplies when
you hand them out and count them again when you take them
back If you don't get exactly the number you're supposed to, tell
the teacher. They'll steal them if they can. We can place the entire
class in lockdown or we can search them to get your supplies
back Any questions? All right, this is the hallway where the
classrooms are. This room is Mrs. S_ _' s. She's the one you'll
be coordinating with."
"Yes, I talked with her Friday."
"Good luck"
"Thank you for that, urn, orientation. Excuse me, Mrs. S_ _?
I'm the art professor you talked to on the phone."
"Ohcehello. You're not supposed to be here until Tuesday."
"We discussed doing this on Mondays."
"Well-we're not ready for you until Tuesday."
Uncomfortable silence.
"My class doesn't meet on Tuesdays. I would hate to send my
students back today and lose a week See those heavy boxes of
supplies they hauled from campus? Would it be possible for us
to teach today?"
"But that would mean you'd have the Oranges instead of the
Blues."
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"What are Oranges and Blues?"
"Orange and blue are colors, art teacher. The inmates' jumpsuits
are either orange or blue. The Blues have already been sentenced.
They're doing their time. They get out sooner for good behavior
so they're easier. The Oranges haven't been to court. They don't
know what's going to happen so they're a bundle of nerves. Makes
them harder to handle. So you get the Oranges if you teach on
Mondays."
"How about if we teach on Wednesdays?"
"Same thing. Orange."
"Then we'll teach Orange. I've divided the students into teams
as I explained on the phone. You said you have seven classes right
now, so I divided them into six groups of two and one of thr<E"
"Eight."
"Eight what?"
"Groups. Eight."
Prolonged silence.
"We get new enrollments here each Monday. This week they're
up. We created an eighth class this morning."
"Nobody told me about that."
"Well, the courts send us new kids, and some kids finish their
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time and are dismissed. And once in a while someone turns 18
and gets transferred to the state prison."
"Give me a second."
"Don't misunderstand. We're delighted you're here."
"Thanks. Mr. G_ _ said this place doesn't interact much with
the university. It shows. Okay, beloved students, this will sound
nuts, but is anyone on the team of three able to wing a lesson?
Probably with nothing but pencils and notebook paper. Maybe a
drawing lesson?"
Uncomfortable silence.
"Okay, anybody on any of the teams?"
Uncomfortable silence.
"Well ... then I guess I'll do it. I won't be able to come around
and observe anyone."
"I can do it. I've taught drawing lessons before."
"Wow, do you ever get an A for the day. How do you other two
feel about that?"
"We'll be fine."
"Alright, then let's run with it. Team One, you're in here. Team
Two, you're in the next room, and so on, up this side of the hall
and back down that side. I need a double espresso to calm my
nerves."

Fehr 267

5. The first Wednesday: The assessment of the
impromptu drawing lesson
"Okay, you've had two days to reflect. How did it go for you
Monday? Let's start with our hero. How was the drawing lesson
with notebook paper?"
"Better than I thought it would be. First of all, the teacher actually
had newsprint. I've never been fond of newsprint but at that
moment I thought I was in paper heaven. I just passed it out and
asked them what they wanted to draw."
"You had a room full of boys, about a dozen if I remember right."
"Right. The first request was a Harley-Davidson eagle. As you
might have noticed from how I dress when I'm not at the He, my
husband and I are bikers. Teaching him the eagle was a piece of
cake. I had to do it one line at a time but it wasn't a problem
because all of them gathered in a circle and watched the whole
thing. That kid will love me forever. The next one wanted to know
how to draw a champagne glass with bubbles coming out, so we
did that. By then they were grabbing paper and pencils and
following along on their own. Next I got asked how to make
curling ribbons. So we made swooping S-lines with short verticals
on the outside ends of the curves and then parallel S lines
underneath, you know how that goes. Someone else-this ll-yearold who's in because he stuck up the ice cream man with a loaded
pistol-wanted the Superman symbol. Then it was cartoon
characters. One of them wanted to draw hearts in the margins of
his letters to his girlfriend, but he could never get the second half
to match the first half. So I showed him how to make the two
sides match. They loved that. They're all going to write letters
covered with hearts to their girlfriends. Envelope and all. We never
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ran out of ideas and the 90 minutes flew by. I can't wait to go
back."
A moment of silence follows as the students, and even I, stare
dumbfounded at her.
"You not only get an A for the day; you are Art Teacher of the
Year and you haven't even graduated."
The class bursts into applause.

6. A Wednesday assessment from Year 2
"How did your lesson on families go?"
"Not so well. I did my lesson specifically on rethinking the ideal
family. A lot of these girls don't have their biological mom and
dad and 2.4 siblings waiting for them at homecenot that we
necessarily do either. Anyway, my goal was for them to realize
that an ideal family is one that is very loving regardless of its
make-up. So I started by asking them what makes an ideal family.
They basically gave me the Mom/Dad/Sissy /Bubba/Fido / picket
fence model. Not a word about love being part of the ideal family.
And I'll bet that some of these young women are mothers who
miss their babies. So we talked about how giving and receiving
love whenever we can is the important thing, not technical familymember titles. I thought the discussion was going well the whole
time. Next we looked at art that combines realism and
abstraction-specifically Jaune Quick-to-see Smith, Larry Rivers,
and Australian Aboriginals-to provide avenues for both the
skilled and the unskilled drawers, and then proceeded to make
multimedia images of our versions of the ideal family. I was
hoping for interesting blends of realism and abstraction that
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reflected their horne situations, but I didn't get them. First, they
were so timid that they avoided abstraction altogether (one said
the abstract art we looked at was ugly). But when they tried for
realism, their rendering skills were so weak that the parts they
intended to be realistic were abstract in an unintentionally cubistic
way. I thought those drawings were really interesting but they
happened by accident. Some teacher I felt like. But the worst part
was that none drew her actual family. They reverted right back to
the picket fence model. I was disappointed. In fact I literally have
lost sleep over it./I
"Hm. I'm not sure it was such a bad lesson. How many minutes
did you teach?/I
"The full 90 we were scheduled for./I
"How old were they, on average?/I
"I'd say 14, 15./1
"So they had 15 years to learn the picket fence stereotype. It sounds
like you did a superb job, but one brilliant 90-minute lesson is
not likely to dislodge an idea with roots 15 years deep. That raises
an important point: We need to repeat and repeat the same themes,
each time in a way that keeps students' attention, in order to
dislodge unhelpful attitudes. I'm pleased with the job you didyou taught a lesson built on great social theory, and it involved
important discussion, well-chosen art viewing, and an appropriate
studio project. You embodied my approach to art ed.
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7. A Wednesday assessment from Year 3
"And how was your experience?"
"It went great. You asked us to make internal assessments-

assessments of the jobs we did, and also institutional
assessments-assessments about the climate of the

HC.

Here's

what happened-our lesson was on the different purposes tattoos
serve in different cultures around the world. I wanted them to
step away from the notion that tattoos are gang-related or just for
coolness. We looked at tattoos from six continents-some were
religious, some were about social status, some about marital
status-and then had the students design their own personal
symbols. Because the JJC doesn't allow references to tattoos, I
had asked you last week about whether I should teach this lesson.
You said to go for it, that once the teacher saw where I was taking
it, everything would be fine. Well, I began, and the teacher really
started fidgeting. But I plowed ahead and as you said, he calmed
down. After a while he was smiling, and then he quit grading
papers and just listened. It was great. I thought to myself, I've
made a hit with this guy.
"While the students were designing their symbols, I noticed that
one of them was a fabulous drafter, clearly better than the rest. I
mentioned this to the teacher. 'He's bright enough,' the teacher
told me, 'but he's bad news. He's going to end up a lifer.' I was
saddened by this attitude. I was glad you came in and
complimented that kid on his work. I heard you tell him he should
consider an art career, so after you left I reinforced that with him.
He never said a word but was well behaved and on-task the whole
time."
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"He never said a word to me either. On the topic of attitudes, I've
encountered the full spectrum in my years there. Once a teacher
who looked like she was right out of college told me, 'These kids
are the most disrespectful brats I've ever met.' I asked her if she
thought anyone had ever respected them. She shot me a look and
said, "You earn respect." I thought, 'I wish you had taken ART
4362.' But on the other hand I've had several visits with Mrs.
5_ _ . She's been there 24 years and she's really sincere when
she says she's glad we're there. She cares a lot about the kids and
feels that most of them are good kids. She said that if they're given
direction and encouragement, and if people just treat them
decently, almost all of them will stay out of serious trouble. But
you said your experience was both good and bad. What else
happened?"
"Overall I was happy with my lesson, but I did have a problem
with one student. I remembered what you said about professional
dress but hiphuggers are the style now and I couldn't find pants
that aren't low-waisted in time for our Monday visit. The stores
just don't sell them right now. So I wore a top that came down
below my waist. But at one point I bent down to work with a
student and I heard a boy behind me say to his friend, 'Look at
her panties. Mm-mm-mmmf' So I thought, 'Here's one of those
moments Dennis calls Stopping the Train-a moment when
something so important comes up that we stop the lesson to talk
about it. I made all the students put their pencils down and I told
them in plain English exactly what happened. I even mimicked
the sound the kid made. I talked about how I feel when I'm treated
as a sex object. I told them that I'm getting a college education
and empowering myself to compete equally with men. And I told
them that remarks like that are never to happen again. They
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smirked at first, of course, but I just kept talking from the heart
and by the time I finished, no one was smirking. That was
definitely my favorite moment of the lesson.
"Then, in front of everyone, the teacher, who is an ex-marine and
very authoritarian, asked me to identify the boy who said it. I
said, very politely, that I'd rather not, that I think my point got
through. But that embarrassed him in front of the class. His face
turned red and he wouldn't look at me after that, even when I
said thanks and goodbye. I just felt that the student would be
severely punished, which would undo the good I had done."
"I understand your shopping dilemma, but as you to know, your
attire was unprofessional. That complicates things. And we were
told on the first day that inappropriate language is to be reported
to the teacher."
"I did report it. I just didn't say who said it."
"I understand, but now we have a gray area that each side can
interpret as it wishes. Given the complications I still think you
handled the situation admirably. Our philosophy differs
significantly from theirs, but so far we've been able to work
together for the good of the kids. I doubt that anything will come
of it. If it does, I'll support you."

8. The bad phone call
"Mr. Fehr?"
"Speaking. "
"This is Merle W
Center."

----f

the new director of the Juvenile Justice
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"Oh, I heard that they hired a new director. I look forward to
meeting you."
''Uh-huh. Listen. We have a problem. We appreciate your wanting
to help the inmates. But it isn't working out."
Stunned silence.
"What? We've received nothing but kudos from both students
and staff for years. Whatever the problem is, I'm sure we can
work it out."
"Uh-huh. Well, one of your students got crossways with one of
our inmates who made a sexist remark. We have a zero-tolerance
policy for sexist remarks."
"Good. So do we."
"Uh-huh. Well, she refused to identify the student. That soft-touch
approach doesn't work out here. These kinds of kids need tough
discipline or it won't get through. She set an example and now
the kids are making her out to be a hero. If y' all want to come
back we need to know which student made the remark so we can
follow due process."
"What's your due process?"
"Twenty-four hour lock-down."
"Mr. W_---', we do differ philosophically in some ways but we
have always worked around that. This program has been written
about in the local paper, color photo and all. Don't you feel that
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we're giving your students something substantive enough to get
past this one problem?"
"I just got here. I don't know what you've been giving to who. I
have heard though that y'all have been teaching them to do
tattoos, and that abnormal families are normal and-oh, I have
quite a list here. One time when you taught a lesson with clay, a
kid stole some of it and stuffed it into every lock he could get at.
And then you come right back and teach clay again. I'd have
thought a professor would know better, but that's just me.
"Clay stuffed into the locks? If someone had told me, we could
have stopped doing clay."
"Anyway, one of your teachers showed bad judgment and now
things are out of hand. Again, I appreciate your good intentions,
but we need to know the student's name if we're to continue your
program."
"I find it hard to believe that you will end our program over this."
"Believeit."
"Did you know that my student stopped the class and made them
all put their pencils down so they could listen to her explain that
the remark was belittling and that she would not stand for any
more like it? She said that by the time she finished talking, she
had their undivided attention. A punishment at this point would
make matters worse."
"There goes that soft touch again. Sounds like you're saying no."
"I support her decision but I'd still like to resolve-"
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"Looks like we'll have to part ways. Goodbye, Mr. Fehr. Er, Dr."

9. The good phone call
"Good morning, Dennis Fehr speaking."
"Dr. Fehr, this is Mrs. S_ _ out at the HC."
"Hello, Mrs. S_ _ . I just got done having a very surprising
conversation with your new director."
"I know. He told us about his decision. Only one teacher agreed
with him out of all of us. We're fit to be tied and I'm calling to tell
you how sad I am. You and your students were one of the best
things that ever happened out here. I just want to say thank you
for your wonderful program. The kids always looked forward to
Monday mornings. And I have a suggestion if you're interested."
"A way to keep coming to the HC?"
"Not precisely, but close."
"You have my attention."
"You know that the official name for our program here is Project
Intercept II?"
"Yes."
"Well, that means there's a Project Intercept 1. It's a school for
kids who have been kicked out of their regular schools. They have
to Wear jumpsuits like our kids. The rules are extremely strict.
One mistake there can land them here. The main difference is
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that they go home at night. The principal's name is Mr. R

.I

have reason to believe that if you call him, you'll have a program."
"Mrs. S_---', it sounds like you've been up to something."
"You didn't hear it from me."
"Thank you!"
"You're very welcome. Again, I'm sorry things ended the way
they did. You and your students did not deserve it."
"I appreciate that. Take care."
"You too."
"Bye."

10. The easy sell
"Good morning, Mr. R

?"

"Yes."
"I'm a professor on the art faculty at the university. For three years
I've been taking art education majors out to the Juvenile Justice
Center to teach art and life skills and ethics. We've had a great
time and they seemed to love us. Then this morning their new
director called me and basically fired us because a student of mine
would not give the name of a student of hers who made an
inappropriate remark. Anyway, Mrs. S

, one of the teachers

there, just called and suggested that you might be interested in
picking up our program."
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"I'm very familiar with your program since we work so closely
with the

nC. I don't know how many times their faculty have

bragged it up. Usually the university acts like we're invisible.
When do you want to start?"
"When do I want to start? That was pretty easy."
"Yup. Come on over."
"What about asking your faculty?"
"I already know they'll go for it. Come over. Bring your students
and we'll give y' all a tour. Then you and I will sit down and work
out a schedule."
"I could come by this afternoon at two and bring the students
over Monday at nine."
"I'm putting both appointments on my calendar."
"Thanks. You're going to like this."
"I know. See you later."

11. The two TV spots
"I'm hearing positive comments from faculty and students since
you started here."
"I'm glad to hear it, Mr. R_ _."
"By the way, did you know the school district's TV station is
housed in our building? I'll bet they'd do a story on your
program."
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"I'd love it if they would."
"Got a minute? They're right this way. I'll introduce you."
"Let's go."
"Bob D

, this is the professor who's in charge of the art

program we started with the university. I thought maybe you'd
be interested in doing a story."
"Nice to meet you, Professor. I've been planning to talk with you
about that very thing. In fact, I've already mentioned it to a contact
of mine at the local NBC affiliate. He's interested too. What do
you say?"
"Let's do it."

12. Glory (such as it is)
[Peppy theme music. Lights. Camera. Action.]
"Good morning, I'm Skip C _____ , and you're watching
Community Bulletin on KNBC. Today's story features an art
program sponsored by the School of Art at T

University.

Once a week, university students who are preparing to be art
teachers come here to Project Intercept I, a school for kids who,
well, need to take a break from their regular school because they
got into trouble. These art students not only teach the kids about
art, but they teach them about life, including survival skills for
getting jobs, and even the ethical behaviors that tie humanity
together. Right now I'm talking with Melissa M_ _. Ms. M-----1
please tell us about what your class is doing."
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"We're learning today about the possibilities out there for people
with alternate abilities. We're studying the artist Chuck Close,
who has been confined to a wheel chair for several years. In spite
of that he has continued his enormously successful painting career.
Using his painting style of tiny spots of color, each member of the
class is painting one section of the final piece. When they're done,
we'll assemble the piece into one big artwork. This gives us an
opportunity to learn not only about working with alternate
abilities, but also to learn the style of Mr. Close and that when we
work with others we can accomplish more than when we work
alone."
"Fantastic. See what I mean? Not only do the kids here learn a lot
about art specifically, but the art student teachers teach them other
important things too-things that change lives. I'm Skip C_ _
Have a great day and tune in tomorrow."

13. Close
At the end of each semester the students in ART 4362 speak
glowingly about their Project Intercept experiences. The following
comments, transcribed from five years of anonymous course
evaluations, are representative:
"This course was particularly helpful in teaching us how to blend
art with a social issue. Teaching at the HC was an experience I
will never forget!"
"My teaching at the HC was the best experience I've had at Tech."
"Teaching at the HC was my favorite experience so far. I hope
there's an opening when I graduate."
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"The class is very beneficial to our major. It gave us the
opportunity to teach students otherwise forgotten by the school
system. It helped us grow as future educators and role models."
"I enjoyed this class very much and I learned a lot. The

ne was a

great experience."
"I loved the

ne. Great class! It helped my understanding of social

theory enormously. We learned a new way of teaching art in public
schools. Lots of enthusiasm in the class."
"Project Intercept was awesome. Thanx!"
"This course was extremely important. I loved teaching at Project
Intercept. I think it was the most useful experience of all our
courses. I learned so much more from the students than I taught
them."
Negative comments have been few and they tend to address my
pedagogy, particularly my lack of organization (a problem that will
never be fixed). In fact the experience itself has yet to receive a negative
comment.
I have learned some important things from this course: 1) My
students' confidence as classroom managers skyrockets, 2) The
Otherness with which they regarded incarcerated people disappears,
3) They become skilled at blending social theory with art, 4) Their
students are impressed by the fact that someone cares enough about
them to teach them interesting things, and 5) On a practical note, telling
prospective employers about their teaching experiences in this course
has brought some of my students immediate job offers.
Perhaps this article will prompt ideas for course development in
the minds of art education university faculty. I specifically included
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the sad ending to our relationship with the He, which was caused by
irresolvable differences between a positive, social theory-based
approach and a negative, punishment-based approach. The latter seems
to be common in institutions such as the

He.

However, this is not a

reason to avoid creating field placements such as the ones described
here. Such experiences prompt art ed majors to rethink harmful
preconceptions. May this article motivate some practicing teachers to
review their attitudes toward their 'problem' students. All such shifts
of vision move us closer toward seeing a group that misbehaves in
part because it is out of sight.
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Out of Cite, Out of Mind:
Social Justice and Art Education

Therese Quinn

It is your responsibility to change society if you think of yourself

as an educated person.James Baldwin, A Talk to Teachers, p. 11
What's a little "Lifestyle Statement," between friends? When the
friendships are contingent, based on our common status as colleagues
in education, and we are charged with reviewing the teacher education
programs of a Christian college that lies a few hundred miles to the
west of my home city (all quotes about the school, which I will leave
unnamed, are drawn from its website), it turns out to be the dealbreaker.
The "Lifestyle Statement" is really an agreement or contract that
staff, students, faculty members, and administrators are required to
sign; it is posted on the college's website, linked to the undergraduate
application, and included in the faculty and staff application for
employment and student handbook. The statement includes a list of
''behaviors'' that must be avoided, including homosexual behavior,
which is defined in the school's documents both as a form of sexual
promiscuity and immoral sexual conduct. Social dancing is also
banned, although curiously the school's standards of behavior allow ,
"ethnic games" and "folk dance."
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But maybe that's not so curious-in general, the college condemns
prejudice. For example, it sponsors anti-racism trainings and is sensitive
to and respectful of cultural and multicultural diversity. The theme of
its teacher education programs is "Preparing Teachers to Serve in a
Culturally Diverse World"; the campus seeks to "enhance, promote,
and support" multiculturalism through Black, Latino, Asian/Pacific
American and disability awareness, history, and heritage months.
Documents posted on its website support both "affirmative action and
racial harmony" as biblical mandates (Racial Harmony Council, n.d.).
But the college also makes it clear that some bigotry is okay, even
necessary; only "harmful discrimination" and "prejudice based on sex,
race, and socio-economic status" is specifically denounced in the
"Biblical Expectations" section of its "Responsibility for Behavior"
statements. The "College Expectations" section expands this list to ban
discrimination based on disability and national origin. Students are
encouraged to gain "cross cultural" experience, and the college lets
them choose from off-campus study options that include Latin
American, Russian, and Middle East Studies, and a semester with the
Institute for Family Studies: Focus on the Family. Perhaps you
remember that right wing, evangelical Christian organization; under
the direction of James Dobson, it helped lead the push to restrict the
civil rights of gay and lesbian people in Colorado in the early 1990s
(Keen & Goldberg, 1998). It along with a consortium of other
organizations, including Phyllis Schlafly's anti-feminist Eagle Forum
and Pat Robertson's powerful Christian Broadcasting Network, worked
to bring Colorado voters Amendment 2, which disallowed any claim
of discrimination on the basis of sexual orientation; the proponents of
the measure based their support on the idea that laws that ban
discrimination against homosexuals interfere with the freedom of
religion (Keen & Goldberg, 1998). The ballot measure was approved
by state vote in 1992, but overturned by the Supreme Court in 1996 for
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violating the 14th amendment's equal protection clause (Keen &
Goldberg, 1998).
I note all this because the rhetoric of Focus on the Family and
similar evangelical groups, or those believing in conversion and the
absolute correctness of the bible (Wordnet, 2005) is present throughout
this college. It is evident in the curious way homosexuals are
condemned as promiscuous, for having, as Dobson puts it, "sex outside
of marriage," as if queers could freely marry. It is also clear in its
condemnation for some, but not all prejudice, on religious grounds.
And it explains how the college can celebrate culture, albeit narrowly
defined; while Dobson says that multiculturalism is about "moral
relativism ... not respect for different cultures" (Dobson, n.d.), the college
includes Focus on the Family on its list of places students can go for
cultural learning.
I became familiar with the college when, with two of my workmates in an art teacher education program, I attended a weeklong
"Institutional Review Team Member Training" sponsored by our state's
Board of Education at the college this summer. Our state, like many
others, has aligned its accreditation processes with the National Council
for Accreditation of Teacher Education (NCATE), and the training
focused intensively on the organization's Professional Standards (2002).
We analyzed them and tried to actualize them, using the Christian
college as our test case. In total, about forty people, mostly
administrators for colleges of education, attended the training. Our
instructors divided us into three work groups, and we set about the
task of understanding the standards and applying them to every aspect
of the college's teacher education program.
I was assigned "Standard 4: Diversity" (p. 29), which allowed me
to spend the long hours-8:00 AM to 8:00 PM, most days-on campus
thinking about the dissonances between the college's teacher education
theme and the "knowledge, skills, and dispositions" these fledgling
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teachers were expected to develop and perform during the certification
program. NCATE's (2002) definitions of cultural background, diversity,
and multicultural perspective each include a version of this phrasing:
"based on ethnicity, race, socioeconomic status, gender, exceptionalities,
language, religion, sexual orientation, and geographical area" (pp. 53,
54). How could the college's teacher candidates become disposed to
"teach all students," as the NCATE catch-phrase puts it, after first
agreeing that homosexual ''behavior'' is immoral? How could the
college claim to provide its students with a richly diverse faculty when
the Lifestyle Statement must preclude queer people from teaching at
the school? Could the college meet NCATE's diversity standard without
apparently ever using the words-sexual orientation-in any program
materials, including the syllabi for all of its teacher education courses?
To put it another way, could any teacher education program anywhere
fulfill the accreditation mandate to address diversity without ever

mentioning race? Or, if it systematically excluded female students and
faculty? Or those with disabilities? You get the point.
My partner trainees, for the most part, did not seem to understand
the relevance of these comparisons, or, at least, would not support the
critique "publicly." One person approached me away from our work
group to say she thought I was right to raise the questions, but added
that she thought the college was doing all it could, under "the
circumstances," those being fundamentalist Christianity, I guess. In our
group, others said they thought the issue was "just your agenda." Those
Words brought the subtext to the forefront: Whose "agenda" is so
troubling these days? According to Focus on the Family, "in recent years,
the gay agenda has managed to strong arm its way into nearly every
aspect of life" (Focus on the Family, 2005). Well, not at this Christian
College, and certainly not in its teacher education programs. What is
out of cite, can be out of mind. And that's the point.

286 Social Jus tice
The Christian college had already been successfully reviewed;
my questions about the difference between the NCATE definitions and
the ones used by the college weren't answered by our "trainers" from
the state. They weren't answered later, either, when I emailed and snailmailed them to NCATE. After waiting two months for a response I
called NCATE, and talked to a person who told me the problem of
how broad or narrow "diversity" should be in practice had been raised
before, and now they knew they would have to clarify their standard.
They are working on it.
But you know, as I know, that the real answer is in action-the
exclusion of lesbian and gay people from teacher education programs
is safe and it is probably common. It wasn't considered a problem that
the Christian college is preparing teachers for public schools, where
they will be responsible for teaching "homosexual" students,
communicating with "homosexual" parents, and collaborating with
"homosexual" colleagues, without preparation beyond notable
absence-not by my co-trainees who voted that the college should
"pass" our mock review without areas for improvement and not for
the State Board of Education review team which initially approved
their program for accreditation. The program formally affirmed
diversity but fundamentally assumed and practiced something else.
For the Christian college I describe above, the devil is in the details,
so what offends is exorcized, first put out of cite and then put out of
mind. The college crafted its teacher education program around ideas,
from racial harmony and affirmative action, to anti-racism and crosscultural understanding, stemming from the work of social justice
activists. In many ways, multiculturalism is the very heart of the
college'S teacher education program; remember its motto about
preparing teachers for cultural diversity. Multiculturalism is, at core
even if not always in practice, about the struggles of people for civil
rights and full "freedom, political power, and economic integration"
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(Sleeter &McClaren,2000, p.2; Stuhr, 1994). The college, however, didn't
cite movement for social justice as foundational to multiculturalism;
they echoed Dobson's critique' and defined the term in practice as
celebration. Crediting social justice activism would open the way to
other stories about our lineages of struggle right up to the present;
students learning about the civil rights bus boycotts might ask where
an activist like Rosa Parks learned how to do what she did, a question
which would lead to Myles Horton and the Highlander School, which
would open the way to learning about the labor movement, and
Citizenship Schools, and eventually, the birth of gay rights at Stonewall,
with multiple other freedom story "stops" along the way.
The Christian college is particular in its fears and the details of
its exclusions; in this essay its story serves to indicate a perennial
question in public education: In our democracy, to what form of
citizenship should public education lead? And how can our teachers
help develop those citizens? Joel Westheimer and Joseph Kahne (2004)
have described three specific kinds of democratic citizenship: the
personally responsible citizen, who follows the rules of society, and
contributes to the well-being of others through individual help, such
as by making donations to a canned food drive; the participatory citizen,
who participates in civic organizations and their projects, for instance,
working with others to organize a canned food drive; and the justiceoriented citizen, who, like the participatory citizen, values collective
work and solutions, but focuses more on analysis of root causes of social
injustice and action to address the structural problems, such as systemic
food insecurity and poverty. They note that there is "nothing inherently

democratic about the traits of a personally responsible citizen" (p. 9);
While some character traits, such as honesty, associated with personal
responsibility are important for everyone, others, like obedience and
loyalty, can "work against the kind of critical action and reflection many
assume are essential in a democratic society" (p. 6).
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The reviewers and reviewers-in-training who certified the
Christian college's teacher education program fit comfortably in the
"personally responsible" ca tegory-nice people who would probably
be loathe to personally discriminate against anyone (in fact, one regaled
me with the cliche about all her good gay friends), but weren't troubled,
or troubled enough, by the college's bigotry to speak, work, or vote
against it.
Unfortunately, personal responsibility may be the most popular
form of citizenship: According to a 1999 study by the National
Association of Secretaries of State, 94% of young people between the
ages of 15-24 (Westheimer & Kahne, 2004, p. 9) believe that "the most
important thing I can do as a citizen is to help others," while less than
32% in that age group voted in the 1996 presidential election (p. 6).
Westheimer and Kahne warn that:

[G]overnment leaders in a totalitarian regime would be as
delighted as leaders in a democracy if their young citizens learned
the lessons put forward by many of the proponents of personally
responsible citizenship: don't do drugs; show up to school; show
up to work; give blood; help others during a flood; recycle; pick
up litter; clean up a park; treat old people with respect. These are
desirable traits for people living in a community. But they are not
about democratic citizenship (p. 6-7).
They go on to stress that different conceptions and practices of
citizenship in education lead to different ends and values; to achieve
justice-oriented citizenship, educational programs must declare and
prioritize "the pursuit of justice" (p. 21).
Their research can't be, I think, applied to religious education,
which doesn't aim at the development of a secular democratic citizenry.
I would not place the teachers developed through programs like the
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Christian college's anywhere on Westheimer and Kahne's scale; its
program excludes categories of people from participation and for that
reason can not be said to model or foster democratic means or ends.
And it should not be allowed to certify teachers as public educators.
But Westheimer and Kahne's work has implications for art education.
Artists make lousy slaves, according to the 1996 album of the same
name by musicians Michelle Shocked and Fiachna O'Braonain. Or, to
put it another way, art, a particular kind of education, particularly unfits
its practitioners for slavery, to paraphrase Frederick Douglass (1987).1
Scholars who theorize about art and education have expressed similar
ideas, noting how art stimulates its participants against complacency
and toward possibility. For example, in Art and Experience (1934), John
Dewey claimed for art a central place in education, describing how
"imaginative vision" and "the first intimations of a better future are
always found in works of art" (pp. 345-46). Building from Dewey,
Maxine Greene has written eloquently and often about the relationship
of the arts to social transformation. "[T]he arts," she says, "will help
disrupt the walls that obscure ... spheres of freedom" (1988, p. 133).
Dewey, Greene, and others have influenced strands within art
education that address the importance of linking the arts to social
change; for example, these perspectives have been articulated as social
reconstructionist (Freedman, 1994a), multicultural (Cahan & Kocur,
1996), and critical art education, which has been described as "explicitly
in the service of social transformation" (Siegesmund, quoted in
HOlloway & Krensky, 2001, p. 361). In addition, social justice movements
including feminism (Collins & Sandell, 1996), lesbian and gay liberation
(Lampela & Check, 2003), and disability rights (Blandy, 1994, 1999) are
reflected in art education literature. Despite the availability of these
examples, art education curricula in most United States' schools are
still dominated by "formalist/modernist modeHs], in particular,
DiScipline-based Art Education [DBAE], in which aesthetics is taught
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disconnected from its social context" (Alexander & Day, 1991; Holloway
& Krensky, 2001, p. 359). And in those modernist models, social

movements for justice are usually invisible.
There are many different ways of conceptualizing "social justice"
within education. For this writing I use definitions from Ayers and
Quinn (2005), Lipman (2004), and Cochran-Smith (2004). Ayers and
Quinn portray teaching for social justice as "always more possibility
than accomplishment" (p. viii) but note that it includes these themes:
democracy, activism, history, public space, self-awareness, social
literacy, and imagination. Lipman describes four "social justice
imperatives": equity, agency, cultural relevance, and critical literacy
(p. 16). Cochran-Smith offers a brief outline of the lineages of social
justice education in critical theoretical and social movements for justice,
and claims that while "teachers cannot substitute for social movements
aimed at the transformation of society's fundamental inequities, their
work has the potential to contribute to those movements in essential
ways by being part of collective projects and larger communities for
social justice" (p. 19, emphasis in original). Like Westheimer and
Kahne's justice-oriented citizen, each of these definitions emphasizes

analysis and action. Ayers and Quinn employ the equivalent terms "social
literacy" and "activism" (p. ix); Lipman uses "critical literacy" and
"agency" Lipman, (p. 17); and Cochran-Smith underscores the role
teachers play in fostering critical understandings that contribute to
social movements.
From social theory more broadly, I take ideas about the goals of
social justice put forth by Iris Marion Young (1990) and Nancy Fraser
(1997), in which they delineate and debate two primary aspects of
justice. 2 For Young, these are the "distributive," which is a traditional,
and she claims, inadequate (by itself) way of conceiving of social justice
that looks solely at the equitable allocation of material goods, and the
"cultural," which acknowledges that social conditions are shaped not
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only by class and labor, but by other social structures including nonrecognition or disrespect based on race, gender, and other aspects of
culture (p. 14-16). Similarly, Fraser has argued that the goals of social
justice are "redistribution and recognition" (pp. 13-16). While their
specific conceptions are nuanced and differ, both acknowledge (albeit
in different ways and within different framing definitions of concepts

like power) the need for social justice movements to pay attention to
both economic (sometimes described as "material") and cultural realms.
For this paper, I propose a definition of social justice that emphasizes
analysis and action, and addresses both cultural and economic equity.
In other words, working for social justice (through teaching and other
ways) requires attention to the complex contexts of people's lives, and
then, engaged responses aimed at change.
Despite its potential agreement with these conceptions of social
justice, the move in the field of art education toward a "visual culture"
approach, a focus within cultural studies which advocates an
exploration of all that is visual in culture, including and exceeding art,
(Freedman, 2003) seems unlikely to consistently encourage more
educators to link the arts to social justice or plan arts curricula around
conceptions of citizenship in a democracy. Cultural studies is linked to
the left through its earliest British theorists (Wikipedia, 2005), explores
" cuI tural practices" and is committed to "a radical line of political
action" (Sardar, 2005). However, while a focus on visual culture also
emphasizes context, what is potentially justice-oriented about that
approach, because it isn't foreground ed-in the words "visual culture,"
for instance-can too easily be lost or avoided. Compare this possibility
to the way that the terms "diversity" and "multicultural" in art
edUcation can't be assumed to imply projects promoting antiracism or
exploring complex considerations of how race interacts with class,
gender, ability and sexuality. Sleeter and McLaren (2000) have described
how'" m ul·hcultural education' broadened the umbrella [of multiethnic
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education] to include gender and other forms of diversity" (p. 2). They
note that the term "culture" was used, rather than "racism," to avoid
alienating white educators, but describe how this shift allowed these
educators to redefine multiculturalism as "the celebration of ethnic
foods and festivals" (p. 2). Today, despite theorizing about the
importance of understanding the intersectionality of oppressions and
the irrelevance, at best, of "foods and festivals" multicultural curricula,
and despite the deep historical connections of those terms-diversity
and multiculturalism-to liberation work, we still see a plethora of
arts education projects that delink the concepts from social justice.
Because it doesn't place justice and an examination of power at the
center of its definition, multicultural alone is a weak vector for that goal
(Garcia, 1999; Watkins, 1994). Sleeter notes that educators have
attempted to redress this by appending "critical" to "multicultural"
(Sleeter, 2004), as it has been connected to many other phrases in
education, when an emphasis on justice, through a focus on power,
needs to be made clear. Similarly, Efland, Freedman, and Stuhr (1996)
describe multiculturalism paired with social reconstructionism as a way
to "challenge social structural inequality"(p. 83), though, unfortunately,
their listing of "factors" that this approach would address excludes
sexual identities. Visual culture has the same problem.
Social justice is not a foundational or integral concept in visual
culture (see Boughton, et al., 2002; Duncum, 2001; Freedman, 2003, pp.
20-22; Mirzoeff, 1998). None of the often-cited and early writings about
the emerging field mentions social justice as a central aim of visual
culture or visual culture education. In a 2003 issue of Studies in Art

Education focused on visual culture, Tavin (2003), like Sleeter with
multiculturalism, advocates pairing visual culture with "critical" to
"promote democratic public spheres and ethical imperatives" (p. 210),
a suggestion that points to the otherwise frail connection of visual
culture to social justice. However, this use of "critical" may not be as
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familiar to classroom teachers as to academics, and thus, pairing the
terms may not signal to teachers that "critical visual culture" is
connected to social justice concerns. For example, I asked four teachers
working at a public school that is described by its founders as using a
"critical multicultural arts" curriculum to define "critical." These are
their definitions: "something that's necessary"; "individual analysis";
"of utmost importance"; and "essential." Returning to the defining
characteristics of social justice-analysis, attention to the cultural and
the economic, and action toward change-as a guide, it seems that a
visual culture approach, at best, gets us only partway to there, and
linking it with"critical" isn't a guarantee to get us closer. Visual culture's
primary expressed focus on culture, indistinct connections to justice,
and "null curriculum" (Eisner, cited in Schubert, 1986, p. 107) of power
and activism, indicate its weakness as a tool to connect art education
to social justice work.
Visual culture, with its breadth-everything around you
matters-gets closer to the goal of teaching that connects to students'
lives, and in education that is always a move in the right direction.
However, while it is necessary, it is not sufficient as an indicator that
visual culture will lead to more justice-focused teaching or curricula.
Visual culture education may ultimately displace DBAE and other
dominant forms of art education in most art classrooms, but because it
doesn't cite justice upfront and center, and is not connected to it deeply
and originally, it isn't likely to carry with it into those classrooms an
emphasis on developing citizens who can and will act together in its
pursuit. However, social justice art education might.
There are, as I've noted, visual culture theorists and practitioners
Who encourage critical, democratic, social theory and social justice
engagements through visual culture (Amburgy, Knight, and KeiferBoyd, 2004; Tavin, 2003), just as there are those who link
multiculturalism with movements for social justice. And there are also
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instances of justice-oriented analyses of visual culture that don't use
the phrase social justice (see, for one recent example, Nancy Pauly's
(2005) work exploring the images of Abu Ghraib; she offers curriculum
ideas that prompt analysis and action). But I have argued here that
visual culture, like multiculturalism, is easy to delink from critical or
justice perspectives. And the pressure to do that delinking can be
powerful. Teaching for social justice is "teaching against the grain"
(Cochran-Smith, 2004, p. 28), and even teachers committed to this kind
of pedagogy can feel fearful and alone (Salas, 2004). These art educators,
and others, including those who are not already committed to or do
not yet have a language for their interest in social justice movements
and projects, will benefit from clearly articulated rationales and support
for taking up that work in their classrooms. This support should include
forms that are already present (although perhaps not widely known or
supported) such as sharing ideas about how to infuse curricula with
critical ideas and building connections between social justice-focused
teachers. And it should include explicitly naming and describing the
field.
Some reading this may insist that we've done this before-named
the field. Art educators may feel that social reconstructionism, which
has been an umbrella for theorizing about art education's role in social
change, is already a clearly defined home for our justice work. For
example, an issue of Studies in Art Education, "The Social
Reconstruction of Art Education," edited by Kerry Freedman (1994a),
features papers addressing workplace conditions (May, 1994),
community (Hicks, 1994), gender (Freedman, 1994b), multicultural
education (Stuhr, 1994), and disability rights (Blandy, 1994). I agree
that art education social reconstructionist work has been strongly
connected to social justice goals. But I think it is presently an inadequate
frame for this work. First, social reconstruction also suffers from
vernacular weakness; reconstructing society is a means, not an
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articulated end. Next, social reconstructionism is not an ascendant or
currently much present model either within art education or the larger
field of education. For example, I was unable to find even one use of
the term in the session schedule for the 2006 NAEAAnnual Convention;
there were four that described their focus as social justice. In contrast,
the 2006 meeting program of the American Educational Research
Association (AERA) lists 111 sessions that focus on social justice (there
were none found using social reconstruction). In addition, the
organization has two Special Interest Croups (SICS) that use the phrase
social justice in their description (Peace Education) and title (Critical
Educators for Social Justice) and even has a staff person with the title
"Director of Social Justice and Professional Development." There are
no SICs focused on social reconstruction and no official positions with
that focus. Clearly, if art education took up social justice as an explicitly
named and described direction for the field, we would not be alone,
and as activists know, numbers matter. But most importantly, art
education explicitly focused on social justice is good education; it leads
to the biggest questions for both teachers and students-What are the
deepest human values to which we aspire? What are the barriers to
human fulfillment?-and offers the possibility that we can find answers
together. A social justice art education is utopian and practical; it looks
ahead to the more democratic society we can practice to build in our
classrooms, as Westheimer and Kahne (2004) suggest, and at the same
time, is grounded in the day-to-day.
Social justice art education would necessarily address the kind of
contextual issues raised via visual culture, but would also require
engagement with the political, social, and economic structures that are
OUr surround, through investigation of what matters in the lives of
teachers and students, and emphasis on collective action for social
Change (Westheimer & Kahne, 2004). A justice-focused art curriculum
has many of the traits that define a "quality art curriculum" according
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to Gude's rubric (n.d.); for example, it is anti-technocratic and proexploration; it is rooted in "life experiences"; and it is always both
critical and multicultural. A justice-focused art curriculum also seems
aligned with at least some articulations of postmodern approaches to
art and art education, for instance, by focusing on the connections
between power and knowledge (Efland, Freedman, & Stuhr, 1996), and
with some tendencies in contemporary cultural practice, like a move
away from art as product and solo endeavor, toward collective work
not (always) aimed at artifact creation, including temporary, activist,
and online projects (see Gregory Sholette's (2002) essay exploring such
projects including RTMark, Critical Art Ensemble, and The Center for
Land Use Reclamation). Through its clearly stated and prioritized
connection to the goal of justice, it always opens conversations and
debates about both culture and economics, about recognition and
redistribution. Finally, and maybe most importantly, a justice-focused
art curriculum is linked to the continuum of historical movements for
social change, reminding us that our collective work continues. As
Greene, Dewey and others have told us, reimagining the world is an
occupation for which artists are uniquely suited.
Of course, what shape that world is given is a political decision,
and what constitutes justice is, too. Our debates over meaning, values,
and "lifestyles" won't end with the institution of social justice art
education, any more than multiculturalism settled schools' issues of
representation and inclusion, but I anticipate that they will be more
keenly focused. In their paper, "Schooled in Silence," Amburgy et al.
(2004) ask art educators to "listen to silence, look for the unmarked
and erased" (97). We should accept this invitation, but with a sense of
urgency about the mission, and at the same time set about making
what is invisible or obscured more clear, and what is absent, strongly
presenfl. With justice at center and cited, it is more likely to be sited in
our classrooms.
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Social justice art education. It's a difference of stress; it addresses
the biggest questions directly: Art education, to what end? All
education, toward what lives? Visual culture is all around us; contextual
teaching is strategic; the goal should also be in cite and in sight. For
me, that aim is always social justice.
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Notes

Frederick Douglass said, "knowledge unfits a child to be a slave"

1

(1987, p. 92).
I apologize to Young and Fraser, and readers who want more of

2

them; this paper doesn't offer a deep exploration of their work.
However, I am grateful for their definitions of the requirements of social
justice.
3

Michelle Fine (2000) describes, in "The Politics of Urgency," why

attention to justice in urban public education is essential and urgent;
she notes, for example, that urban youth, especially low income and of
color, are criminalized, low-tracked, and high-stakes tested in their
schools. If anything, the situation of public education is even more dire
tOday, after years of under-funding and privatization efforts (Lipman,
2004) and an increasingly narrowed curriculum resulting from the No
Child Left Behind Act's focus on standardized testing of some" core"
SUbjects (Dillon, 2006).
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Art Education and Disability:
Re-envisioning Educational
Efficiency
Michelle Kraft

value of efficiency has long been an ideal of educational policy in
the United States (Guthrie, 1980). Where the education-and especially
the art education-of shldents who are experiencing disabilities 1 is
concerned, traditional notions of efficiency (which are primarily rooted
in economic standards of measure) may prove inflexible and inadequate
in assessing educational outcomes. Guthrie (1980) equates efficiency
in the schools with productivity.2 He explains that a number of factors
may affect productivity, including availability of resources and students'
environment and social background; likewise, students' varying
(dis)abilities can be added to these factors. Indeed, traditional
educational efficiency emphasizes autonomy and uniform delivery of
services over responsiveness to diversity of needs and the
individualized education mandated by the Individuals with Disabilities
Act (IDEA) for (pre)K-12 students who are experiencing disabilities.
Semmel, Gerber, and Macmillian (1995) question whether the actual
practice of special education is aligned with the intentions of the system
of education. They imply that school districts may actually resist the
inclusion of students experiencing disabilities into the general classroom
setting because the segregationist form of special education was
designed for reasons of economy and efficiency. Wha t, then, are these
roots of educational efficiency, and what role canl should the value of
efficiency play in specialized education under the IDEA? Is there an
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approach to efficiency in the art education of students experiencing
disabilities that may still address a diversity of needs? Here, I examine
the background of the value of efficiency in education and how the
IDEA apparently defines this value in serving the special educational
needs of students experiencing disabilities. I also investigate this value
through case study findings of a high school art class as an inclusive
educational setting.

Survey of Educational Efficiency
The history of efficiency in education begins in the late 19th centur.y.
Educational efficiency measures outputs through cost-benefit analysis
or human capital theory, with economics at the nucleus (Apple, 1995;
Levin & Shank, 1970; Welch, 1998).

Under this paradigm,

responsiveness to a diversity of needs (which does not necessarily
measure outcomes in economic terms) gives way to uniformity and
corporate organization. Wilson and Wright (1994) explain traditional
notions of educational efficiency:

In a highly bureaucratic and tightly regulated environment all
students are expected to master the same objectives, in a similar
time frame, under ostensibly uniform conditions, regardless of
individual interests or capacity, learning needs, personal
circumstances or choice. The typical school strategy for coping
with diverse groups of students is to segment and segregate their
learnings, tracking their course work, according to perceptions
of their ability. (p. 227)
The rise in Industrialism, in the late 19th and early 20 th centuries,
gave emergence to an interesting paradox:

The "American

indiVidualism" that was so admired and necessary for capitalism to
thrive had to be curbed in order to promote orderliness and efficiency,
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both industrially and socially (Kliebard, 1987). While the individualist
aspect of society provided impetus for industrial growth and
innovation, this quality was not desirable in the worker who must
conform to operation standards in order to keep industry moving
smoothly.

Taylorism and scientific management~ Frederick Winslow Taylor
championed industrial efficiency in his Principles of Scientific

Management (1911). He described a method for the study, analysis,
and implementation of efficient movement within a job task. Through
this method, complex tasks are broken down into component parts.
The abilities of the worker are not strained, and, simultaneously,
productivity increases. 3 Taylor, an engineer, insisted that his system
could be applied to all industries; it was not long before his ideas were
applied to education. John Franklin Bobbitt (1941) was a leader in
educational administration at the University of Chicago. Bobbitt's
application of Taylor's ideas to education included a scientific measure
to predict a student's future life role and a differentiation of curriculum
to meet that individual's predicted needs within that role. He
emphasized adherence to teaching methodologies that were proven
superior to the exclusion of other methods, acknowledging that this
narrowing of the teacher's freedom is necessary and justifiable
(Callahan, 1962).

Sneddin and social efficiency:. Almost concurrent with Taylorism
and scientific management was the social efficiency movement in
education. David Snedden, one of social efficiency's biggest proponents,
ad vocated predicting the probable destination of the individual and
customizing education to meet that individual's needs. His emphasis
differs from Taylor's in that he was concerned with social change
brought about through change in individuals, while Taylor is concerned
with business principles and costs-per-units (Drost, 1967). Social
efficiency strove to make society better by producing individuals who
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are responsible and vocationally practicable. To those who argued
against this tracked system of education, Snedden (1913) responded:
In native capacity and in educational need people are unequal at
birth and can in no way be made equal. An educational system,
suited to the needs of democracy, must be indefinitely flexible in
order that each may have before him [or her] the educational
opportunities, which shall enable him [or her] best to serve society
and himself [or herself]. (p. 20)
Ironically, Snedden viewed democratic, flexible education as that
which tracked the student according to his or her apparent cognitive
ability. He claimed that educational opportunity is rooted in this ability
and probable future life role rather than class (ignoring that economics
is a determining factor in future life role). He advocated the removal
of students who experience mental retardation from the general school
setting in favor of placement in specialized schools. Such institutional
placement, though not new at the turn of the century, increased
emphasis on vocational efficiency. It also increased focus on art
education as a rehabilitative tool (where those experiencing disabilities
were concerned), a way to "fix" what was ''broken,'' thereby creating a
. more productive member of society (Blandy, 1991).

Recent efficiency models in education:. Following the efficiency
emphasis of Taylor and Snedden (with perhaps more focus upon
Taylor'S business principles), districts introduced the efficiency expert
into the schools (Welch, 1998). Wright and Allen (1929) describe the
role of the efficiency engineer in education as the same as that in
industry. The purpose of such experts was to ensure that quality was
attained at minimum cost in terms of "time, energy, or money" (Wright

& Allen, 1929, p. 8). Education policy makers regarded education as
an investment to which business principles apply.
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The accountability movement in education gained momentum
in the late 1960s and early 1970s, and its proponents required that
schools justify expenditures and proposed budget increases. Schools
were also required to implement strategic planning business procedures
and produce equity in results, in spite of "so-called ability, interest,
background, home, or income" (Lessinger, 1971, p. 8).4 Accountability
advocates apply such terms as "market research," "contractual
agreement," and "research and development" to public education.
Recent efforts at educational efficiency provided for privatization
of public schools. Under this model of productivity, schools operate
under the authority of corporate owners, a practice facilitated by the
increased perception of education as a commodity. Such privatization
assumes that the public sector is inefficient and suggests that "big
business" could operate schools at a profit (Welch, 1998).

Regaining Sight of Others: Efficiency Models and the
Art Education of Students Experiencing Disabilities
Welch (1998) argues that the type of efficiency that has prevailed
since the industrial era (that is based on the assumption that
productivity is measured in terms of market value) is responsible for
reducing the quality of education. He explains that this type of
efficiency ignores issues of inequality that are based on class, race,
gender, and disability, pointing out that disadvantaged or marginalized
groups are likely to lose the most to standards of efficiency. He
maintains that efficiency based in equity concerns possesses a different
system of accountability and is based on different principles than a
system based upon market principles. While issues of economics
continue to be a factor for many in defining and measuring school
effectiveness and productivity (Lewis, Bruininks, & Thurlow, 1991;
Verstegen, 1994), some educators are turning to alternative methods of
evaluation that include a variety of indicators. For instance, Turnbull's
(1991) communitarian model advocates a changing paradigm regarding
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views and measures of efficiency. His approach diminishes the
emphasis on monetary factors (such as educative costs and future
potential student earning power) as a measure for efficiency in favor
of factors that consider individual differences.
Turnbull (1991) traces the role of efficiency in society as it has
been applied to those with disabilities by pointing out that, in the distant
past, those who had developmental disabilities were considered
"unable to learn or earn" (p. 7). He offers that, while a person may not
always be able to be productive in an economic way, he or she is still
able to make contributions that may not be evaluated only by economic
criteria. Productive contribution to society is not always measured in
terms of dollars but may also be measured in terms of what members
of society learn from one another in an effort to create a community
that acknowledges equality and liberty for all of its members. For
instance, when members of a community are able to appreciate the
diversity of experiences among its members-regardless of ability or
disability-their community becomes richer, more expansive, more
reciprocal in its desire to invest in individuals (and the individual's
desire to invest in the community), and more democratic.
For this reason, Turnbull (1991) prefers an emphasis on the term

contribution rather than productivity (a word which seems to have
monetary connotations attached), when discussing efficiency. He
argues that there has long been the assumption that a person's quality
of life or worth can be measured as equal to his or her productivity
Within home and society multiplied by his or her natural capability.
According to this equation, when costs exceed benefits, the individual
should no longer count on medical treatment and government
~rotection of that treatment or of other services. This, he says, is "an

lUevitable result of a cost: benefit criterion for analyzing policy"
(TUrnbull, 1991, p. 20).
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Likewise, Welch (1998) advocates an efficiency that is humane
and takes into account notions of both equality and difference. This
type of inclusive efficiency, which measures productivity in terms of
(not necessarily economic) contribution to the community, promotes a
quality education, not just for those with special needs, but for all
stakeholders within the system. Though not as sleek and quantifiable
as dollar driven definitions of efficiency, communitarian efficiency has
the ability to better address the needs of all stakeholders within the
classroom, regardless of ability or disability. It extends beyond
vocational issues to encompass broader issues of society at large,
including personal and community responsibility and empowerment.

Communitarian Efficiency and the IDEA
Efficiency in the IDEA!. Congress, in its early formulation of the
special education mandate, revealed a cost-benefit approach to efficient
education as it weighed the benefits of an appropriate and
individualized education for those experiencing disabilities against the
pitfalls of not educating these individuals appropriately who might
then, otherwise, become financial burdens upon society (S. Rep. No.
168, 1975). Even as recently as the passage of the IDEA Amendments
of 1997, members of Congress pointed to the potential vocational needs
of students experiencing disabilities as a key concern of the law. Senator
Jeffords demonstrated this tendency to align contribution to society
with economics when he stated:
The bottom line is that when it comes time to graduate from high
school, we must make sure that our students, all students, have the
skills to either pursue postsecondary education or training, or to get a

good job and be contributing members of our communities [my emphasis]
to the utmost of their abilities ....
My message to you today is simple: This Nation is facing an
educational crisis in which 50 percent of our high school graduates
are functionally iIli terate and not prepared to enter the workplace.
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If we are going to maintain our economic standing as a Nation,
we must do much better. (Reauthorization of IDEA, 1997)
The IDEA itself, though, emphasizes the right of all individuals
to participate in and contribute to society, explaining that educational
results promote independent living (20 U.s.C. § 1400). The IDEA
regulations describe the philosophy of independent living as inclusive
of the concepts of
Consumer control, peer support, self-help, self-determination,
equal access, and individual and system advocacy, in order to
maximize the leadership, empowerment, independence, and
productivity of individuals with disabilities, and the integration
and full inclusion of individuals with disabilities into the
mainstream of American society. (34 C.ER. Part 300, App. A)
The law and its regulations combined, then, reveal a definition of
contribution to society that extends beyond mere economic contribution
and is more communitarian in nature. Here in its philosophy of
independent living, the mandate demonstrates contribution to society
through such qualities as empowerment, advocacy, leadership, and selfdetermination. Clearly the philosophy behind the law illustrates a
communitarian approach to educational efficiency and to preparation
for one's future role in society. It follows, therefore, tha t the inclusive
(art) class-one that educates learners with a variety of (dis)abilitiesshould seek to provide opportunities to develop the individual in these
aspects of contribution through full participation and self-actualization,
for these are among the bases of the philosophy behind the special
education mandate. Education that provides for these opportunities
constitutes the efficient education, according to IDEA philosophy, of
the stude n t
o.
dOIsabOlO.
expenencmg
Ilhes.
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The Role of the Individualized Education Program (IEP). The
IEP, therefore, plays a valuable role in the appropriate education of
students experiencing disabilities, an individuated approach tailored
to the unique special educational needs of the student. In order for
this to take place, the student's needs (resulting from the disability)
must be met in such a way that the child is able to progress and be

involved in the general curriculum (20 U.S.c. § 1414). Involvement
implies an interactive and participatory, rather than passive, role within
instruction. The special education law describes the IEP as the written
educational plan that is developed for each child experiencing a
disability. The IEP includes, among other items, information on: (a)
the student's current level of performance; (b) a description of the
disability and how it affects current involvement in the general
curriculum; (c) measurable goals and objectives for enabling the student
to be involved in and progress within the general curriculum; (d) a
description of the special education, related and supplementary aids
and services, and modifications that will be provided for the student
to enable him or her to be educated and participate with nondisabled
students and to be involved in extracurricular and nonacademic
activities; and (e) "an explanation of the extent, if any, to which the
child will not participate with nondisabled children in the regular class
and in the activities described in this clause" (20 U.s.c. §
1414(1 )(A)(i v) ).5

Productivity and the Least Restrictive Environment (LRE). In
IDEA, the free appropriate public education (FAPE) clause states that
education for students experiencing disabilities should: (a) be free to
parents; (b) be specialized and include related services (i.e., occupational
therapy, speech therapy, etc.); (c) be appropriate to the student's needs
as set forth in the IEP; and (d) meet state standards. Likewise, the LRE
clause mandates that children experiencing disabilities should be
educated alongside their "typical" peers to the maximum extent
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appropriate for their educational needs; they should only be removed
from the general class environment when they cannot be educated
satisfactorily there. The concept of appropriateness is at the core of the
special education law, through the combined FAPE and LRE mandates.
The IEP, therefore, acts as the documented plan for ensuring the most
efficient and effective plan for educating a specific student, one that is
tailored to meet his or her individuated special educational needs.
Through the IEP, the student acquires the skills necessary to realize
the productivity, self-determination, and empowerment alluded to in
the federal regulations of IDEA.6If the goal of specialized education is
to empower individuals to assume a contributory role within society,
then the idea of how to most effectively provide for this future role
ensues. Both the legislature and the courts have acknowledged
specialized education as a means to this end.

Efficiency and the Art Class as a LRE. Lawmakers and the courts
perceive the art class as a "nonacademic" setting; for that reason, it is
often one of the first testing grounds for inclusion of students who are
experiencing disabilities (Schiller, 1999). Arnold (1999) maintains that
the subject of art has the potential to involve a diverse range of learners
in the educative process? A normalization approach to inclusion allows

the student experiencing disabilities to function within the class in a
way most resembling his or her "typical" peers. Anderegg and
Vergason (1996) maintain that normalization focuses upon the mastery
of foundational adaptive behaviors that enable the individual to be a
WhOlly involved and functioning member of (the classroom) society.
Normalization, they argue, considers the ends rather than the means;
normative strategies include ensuring that the learner experiencing
disabilities is involved in age-appropriate activities and materials within
the art classroom (Blandy, Pancsofar, & Mockensturm, 1988).
In examining the (Pre)K-12 art class as a productive LRE for
students experiencing disabilities, several areas of interest emerge,
inclUding: (a) academic benefit from experience in the LRE, (b) whether
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all students-regardless of ability or disability-are regarded as
productive contributors to the classroom community and allowed
opportunities to contribute (non-academic benefit), (c) how the support
structure that is in place in the LRE affects the productive contribution
of stakeholders in the class, and (d) stakeholder perceptions of what
constitutes an efficient use of time in the art classroom.
A case study (Kraft, 2001) of a high school art class as a LRE
examined these aspects of (communitarian) efficiency.8 The class of 32
students included Alfred,9 a student experiencing autism and who was
essentially non-verbal, along with student's possessive of a wide range
of (dis)abilities. It was clear, during the course of the case study, that
the art teacher Mr. Alan viewed Alfred's productivity in the class
differently than that of other students. Mr. Alan perceived the use of
an instructional aide as integral to Alfred's performance in the
classroom, stating that Alfred "needs help doing everything" (Personal
communication, April 5, 2000).10

Alfred's mother, too, indicated

Alfred's need for help and supervision, explaining:
I do so much for him, and it makes the teachers mad ... I don't
think they really understand autism at all because they want him
to be independent, and it's like, yeah, he can be independent at a
point ... I was happy with [the self-contained class when Alfred
was younger] because there always was ... small classes, and,
you know, more than one teacher. You know, a teacher and an
aide. (Personal communication, May 16,2000)
Often, though, the instructional aide's presence at Alfred's side
acted as a barrier to inclusion in that his peers did not interact with
him while she was nearby. Mr. Alan himself did not work with Alfred
as often when the aide was present as he did in her absence. Frequently,
the aide, Ms. Gutierrez, would leave the class for long periods-as much
as 30-40 minutes. These absences were clearly frustrating to Mr. Alan,
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but-while he expressed his irritation on more than one occasion to
me-he never mentioned it to Ms. Gutierrez or to the special education
teacher Mr. James.
Mr. Alan also felt that Alfred made little to no progress in the art
class, describing his work as "very schematic" (Personal
communication, AprilS, 2000). While he was disappointed in Alfred's
progress in his artwork, Mr. James and Ms. Hodges were impressed.
Mr. James said, "I would have felt like some of his artwork was as
good as and better than some of the regular students in [the art class]"
(Personal communication, April 26, 2000). Part of these differences in
opinions regarding Alfred's progress, I surmised, might be due to Mr.
James' and Ms. Hodges' familiarity with Alfred's experiences with
autism and his resulting needs and abilities. Mr. Alan, who spent
considerably less time with Alfred than these other two, knew less about
the manifestations of the disability and Alfred's academic progress.
Mr. Alan utilized a similar measure for efficiency and productivity with
Alfred's work as he might have with that of his "typical" students, but
Mr. James and Ms. Hodges were able to compare the effectiveness of
Alfred's work to his own past performance, in light of his special
educational needs.
Mr. James and Ms. Hodges also spoke of the nonacademic
benefits of Alfred's inclusion in the art class. Mr. James acknowledged
that, even if the "nondisabled" students did not interact with Alfred as
much as he might like, that Alfred "learns from the incidental learning
of seeing how they behave and how they act" (Personal communication,
April 26, 2000). Indeed, Alfred often emulated the activities of his peers
as he observed them at work. In one instance, as students in the class
folded paper around their scratchboard according to Mr. Alan's
Instructions, Alfred modeled their actions, folding his paper likewise.
As Mr. Alan delivered further instructions, Alfred appeared to listen,
looking in the direction of Mr. Alan as he spoke. Ms. Hodges, too,
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attributed some of Alfred's more social behaviors to his involvement
in art class. She felt that one outcome of his involvement was that he
was more talkative at home, explaining:
"Normally, he would come in, like a normal child, and go straight
to the refrigerator .... But [now] he comes in, and he may say a
few words .... But you can kind of see that that class is-it has a
big, big impact" (Personal communication, May 16, 2000).

Conclusions
Academic benefits, productive use of time, and teacher
perception:. In the one example of an art class as a LRE described here,
it is evident that the actual implementation of the special education
mandate mayor may not (in whole or in part) reflect the intent of the
law. The case study demonstrated the differing perceptions of Alfred's
progress in art among Mr. Alan, the one most knowledgeable in the
content area, and Mr. James and Ms. Hodges, those most knowledgeable
of Alfred's autism. These knowledge sets, when combined, yield the
most efficient path of art education for Alfred's special educational
needs. During the duration of the case study, there was no contact
between the art and special educators and parent. Mr. Alan also did
not participate in the IEP planning at the beginning of the year, when
Alfred was first included into his art class. The importance of
communication and collaboration among stakeholders when designing
the education for students experiencing disabilities cannot be
overstated.

Nonacademic benefits:. Both Mr. James and Ms. Hodges
acknowledged the nonacademic benefits of Alfred's inclusion in the
art class. Certainly, Alfred was able to model peer behavior and to
expand his social skills from his inclusive experiences. His
opportunities for "peer support" and "individual system advocacy, "
as cited in the law, could be greatly increased through Mr. Alan's
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intervention. When teachers provide settings and activities that require
student interaction, those activities not only build community but allow
all stakeholders in the class to function, on some level, as active
contributors.

Support structure and the role of the instructional aide!. Ms.
Gutierrez, as a support for Alfred's academic and nonacademic special
needs, was not used as effectively as she might have been. Her
interventions fell at one extreme or another of the spectrum: while in
the class, she stayed closely to Alfred's side, sometimes even taking his
art projects from him to work on herself. The constant presence of an
adult attached to Alfred impeded peer, and even teacher, interaction.
At the other extreme, her long departures-though they yielded more
interaction between Mr. Alan and Alfred-frustrated the art teacher
who had 31 other students who also required his attention. Alfred,
too, engaged in more off-task behaviors during Ms. Gutierrez's absences
from the art class than he did in her presence. Increased collaboration
and discussion between Mr. Alan, Mr. James, and Ms. Gutierrez could
communicate expectations and allow for the design of strategies for
addressing Alfred's art educational (and even nonacademic) needs.

Providing for communitarian efficiency in the art class:. Only
the combined efforts of the general (art) educator, special educator, and
parents can efficiently and effectively provide for the needs of students
experiencing disabilities in the manner envisioned by the IDEA. To
this end, pre-service preparation of art educators in working
collaboratively with all stakeholders in the inclusive art class setting is
key. Keifer-Boyd and Kraft (2003) present one model for just such a
course, one that allows pre-service art educators to teach learners
experiencing a variety of (dis)abilities in an inclusive art class setting
through the Human Empowerment through the ARTS (HEARTS)
program. Undergraduate and graduate students enrolled in the course
helped to develop HEARTS so that students experiencing moderate to
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severe disabilities could be educated alongside their "nondisabled"
peers in a setting that promoted full participation and contribution of
all learners, according to the communitarian perspective and the
philosophy of independent living behind IDEA. The design of the
course emphasized student's strengths, allowing all students to act as
givers, while seeking to understand students' "perceptions of selfadvocacy and self-representation in his or her art process and product"
(Keifer-Boyd & Kraft, 2003, p. 49).
Pedagogical practice within the HEARTS program, then,
included empowerment and choice-making among participants of all
(dis)ability levels, utilizing strategies that allowed for the fullest
participation in the art-making experience. For instance, students who
were visually impaired relied upon the texture of the paint, and the
hard surface of the trays that provided their picture planes, to create
their own paintings by touch (Keifer-Boyd & Kraft, 2003).
Student-teachers in HEARTS continually planned together,
debriefed after each of the five HEARTS sessions, and rotated their
students to maximize participation among members of HEARTS and
to provide themselves the opportunity to work with a variety of abilities
and disabilities. These practices habituated the student-teachers to
working collaboratively to better serve the needs of all students in the
class. Ideally, this practice would extend to the actual art class through
collaboration between the art teacher, special educator, instructional
aide, student, and parent(s) in serving the special educational needs of
a student experiencing disabilities.
Student-teachers also incorporated activities that promoted
interaction among "nondisabled" learners and those experiencing
disabilities to foster community and build relationships. Toward the
end of the HEARTS program, one student-teacher mentioned that '''the
separation between the typical and non-typical students doesn't seeIll
as apparent'" as it had at the program's beginning (Keifer-Boyd & Kraft,
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2003, p. 52). Such a statement demonstrates the comfort level the
student-teacher acquired in working in a practicum setting with learners
of all (dis)ability levels.
The notions of art education, special education, and educational
efficiency are not diametrically opposed. Clearly, the IDEA
demonstrates a philosophy of efficient education of students
experiencing disabilities that is aligned with Turnbull's communitarian
perspective, a philosophy of independent living that views contribution
to society as (perhaps inclusive of but) extending beyond the economic.
Field-based experiences at the pre-service level in working with
students who possess a variety of (dis)abilities, such as those provided
for by HEARTS, may prove invaluable in preparing art teachers to
educate all art students in a way that more closely resembles the
communitarian form of efficiency.
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Notes
1

I adopt Blandy's (1991) terminology of "individuals experiencing

disabilities" here.
2

I use the terms efficiency, productivity, and effectiveness

interchangeably throughout. While some might point out that
productivity and effectiveness might not be the end result of efficiency,
I would argue that, within the communitarian model that I present
later (and relative to the situation and/ or the individual's needs), they
are.
3

It is noteworthy that a similar principle, but with a different

focus, exists in task analysis, an instructional method utilized with
students experiencing severe disabilities.
4

This statement by Lessinger, former Associate Commissioner

for Elementary and Secondary Education in the u.s. Office of Education,
in praise of the 1965 Elementary and Secondary Education Act,
dismisses the educational needs of students experiencing disabilities.
5

Lawmakers have even taken steps to make the IEP and its usage

operate more efficiently, aligning special education curriculum to the
general curriculum, including general educators in the IEP
development process, requiring more appropriate measures in
assessing students' individual needs (Introduction to IDEA Proposed
Regulations, 1997, p. 55028), and- in the more recent 2004 authorization
of IDEA-streamlining the IEP process by excluding the requirement
for an IEP meeting to make changes to the program if all parties agree
to those changes individually (House Education and the Workforce
Committee, 2004).
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Issues of efficiency have arisen in LRE-related cases more

6

implicitly than explicitly. Most often, these issues are tied to the question
of what is the most productive and effective course of action in meeting
a particular student's educational needs. In Polk v. Central Susquehanna

Intermediate Unit 16 (1988), one issue was whether the school district's
blanket policy of refusing to provide direct physical therapy to students
experiencing disabilities was a violation of an individualized education
program.
In Sacramento City Unified School District v. Rachel H. (1994), the

7

court held that non-academic benefits of inclusion, such as interacting
with "typical" peers, could be one factor in determining placement of
students experiencing disabilities.
8S ee also Kraft, M. (2004). Least restrictive environment: Policy

analysis and case study of a high school art class. Visual Arts Research,
29(1),22-34.
9

All names are pseudonyms.

10

It was at Mr. Alan's suggestion, after Alfred had been in his

class for several days, that an instructional aide was included as a
modification to Alfred's IEP; after the addition of the aide in the art
class, Mr. Alan indicated that the aide began to accompany Alfred to
his other mainstream classes, as well.
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E(Raced) Bodies In and Out of
Sight/Cite/Site

Wanda B. Knight

Abstract
In the social sphere there are numerous unmarked and
unexamined categories. Heterosexuality, maleness, and middle
classness are some of the apparent ones. However, Whiteness is perhaps
the foremost unmarked and thus unexamined category in art education.
And like other unmarked categories, White is assumed to be the human
norm. Moreover, when Whiteness goes unexamined, racial privilege
associated with Whiteness goes unacknowledged.
In this article, I use the metaphor of sight or vision to examine
race through a framework of bodies. My focus is, specifically, on the
preparation of the authoritative White body of the art teacher to teach
in classrooms consisting primarily of Black bodies, and other bodies of
color. I use the Helms Model of White Racial Identity Development to
outline both a theoretical and practical structure for critically examining
White privilege. Additionally, I center the discussion on helping White
preservice and practicing teachers acknowledge their "cultural eye"
with the goal being to design a culturally responsive curriculum that
vigorously challenges perspectives of Whiteness that result in inequities
and injustices in personal, pedagogical, and political educational
practice.
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E(Raced) Bodies In and out of Sight/Cite/Site
"Race was never just a matter of how you look, it's about how
people assign meaning to how you look."-Robin D. G. Kelley,
Historian (In Rogow, 2003, p. 9).
A great deal of what defines race in culture is visual. In U.S.
societies where bodies serve as physical signs of racial identity, bodies
are both raced and e(raced). A raced body (Black or Brown) is marked
or noted by race; whereas, an e(raced) body (White) is not marked or
noted by race (Amburgy, Knight, & Keifer-Boyd, 2004). For example,
the phrase "people of color" marks those who are not White. In this
instance, "people of color" typically refers to Hispanic, or Latino, Asian
American or Pacific Islander, American Indian or Native American,
and Black American or African American. Although the phrase "people
of color" is accepted and widely used, the oxymoronic reference to

nonwhites is problematic as it implies that Whites are somehow colorless;
and it negates the racial mixing that is a reality among every racial
group (Nieto, 1992). Rodriguez and Villaverde (2000) reinforce the
notion of White as e(raced) and Black and Brown as raced, noting
"Whiteness has historically been appropriated in unmarked ways by
strategically maintaining as colorless its color (and hence its values,
belief systems, privileges, histories, experiences, and modes of
operation) behind its constant constructions of otherness" (p. 1). Racing
and e(racing) bodies allocate to the unmarked (White) the privileges
of normalcy and unexaminedness and reserve for the marked [Black
or Brown] the "characteristics of derivedness, deviation, secondariness,
and examinability, which functions as indices of disempowerment ... "
(Chambers, 1997, p.189).
Keeping in mind that racial classifications of bodies are not
biological but constructs, engendered by past practices of
differentiation, how can art teachers help to close the achievement gap
among raced and e(raced) bodies in their classrooms, if they do not
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recognize the import of race in shaping one's cultural eye. (Branch, 1988).
The cultural eye relates to the culturally specific ways in which we
view ourselves-what we do and do not notice (Irvine, 2003). For
preservice and practicing art teachers to "value and affirm an antiracist
identity" (Vavrus, 2002, p. 98) they must acknowledge their own
cultural eye in order to see how their racial positionalities influence
their work.
In U.s. public schools students become objects of their teacher's
gaze (Sartwell, 1998). Art teachers,like other teachers, use their "socially
positioned racialized lens" (Vavrus, 2002, p. 85) to scrutinize their
students' raced bodies to make curricular decisions and to draw
conclusions about student competence, based on the visual text facing
them (Le., skin pigmentation), regardless of whether the readings are
accurate or not. On the other hand, color-blind preservice and practicing
art teachers claim they do not notice the raced bodies of the students
they teach. Color-blind ideology assumes a race neutral context.
Preservice and practicing art teachers believe that "racism and
discrimination have been replaced by equal opportunity," and that
educational attainment is based on students' academic capabilities, not
their race (Ebert, 2004, p. 177). A point worth considering is whether
teachers should ignore or attempt to e(race) bodily inscriptions of racial
difference. Secondly, given the gravity of race relations and stereotypes
based on skin color in U.S. societies, is it highly questionable that
teachers do not see the race of their student bodies. According to Valli
(1995), if teachers do not see the raced bodies of their learners, they do
not see their learners and thus are hampered in their ability to meet
their educational needs.
Feagin (2001) likens color-blind ideology to "sincere fiction" (p.
110), noting it is sincere because White teachers assume they can e(race)
from consciousness bodily signifiers of racial difference "and thereby
achieve an illusory state of sameness or equality" (Howard, 1999, p.
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35). Because White privileged expectations and cultural norms are
imposed in

U.s.

schools (typically without any awareness that they

are White norms), this "usually means that all students are treated as if
they are, or should be, both White and middle class" (Irvine, 2003, p.
xvii).
Then again, color-blindness is fiction because it disregards one of
the most salient aspects of the student's identity and ignores the "racial
construction of [W]hiteness and reinforces its privileged and oppressive
position" (Taylor, 1998, p. 123). Thus, a colorblind viewpoint enables
White teachers to erase from consciousness the history of racism.
Moreover, color-blindness closes their eyes to "racist legacies and their
contemporary educational manifestations" that impact youth in racist
societies in the United States (Vavrus, 2003, p. 74). Further,
"colorblindness justifies withdrawal from social action by assuming
that racism will cease to exist when people stop noticing racial and
cultural differences" (Demman-Sparks & Phillips, 1997, p. 52). And on
a larger scale, "colorblindness obscures the reality of institutional racism
by attributing the source of the problem to 'seeing' differences rather
than to a system that denies certain racial groups economic and political
gain" (Demman-Sparks & Phillips, 1997, p. 52).
In her book White Teacher, Paley (1979) recommends that teachers

see color as it is part of "the journey toward acknowledging and valuing
differences" (Delpit, 1991, p. 5). Likewise, Valli (1999) contends that
White teachers need to first see the color of their learners in order to
design a culturally responsive curriculum with the aim of teaching
every(body). A culturally responsive curriculum incorporates the
student's life experiences and cultural ways into curricular planning
and instruction.
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White/ness: In/Sight/Site
"Whiteness, [similar to other racial categories], is a complex
construction, characterized by exceptions, inconsistencies, and frayed
edges" (Marx, 2004a, p. 134). And, at best, it is difficult to define.
Nevertheless, with all its limitations, it is important to attempt to expose
White/ness--if only for an instance--before it slips again into
invisibility.
White/ness implies both a racial color, and a state of being-"a
norm that had been so pervasive in society that White people never
needed to acknowledge or name it" (Berger, 2004, p. 25). However, if
we accept race as a social construction, we must acknowledge "power
and privilege as a part of this construction" (Marx, 2004b, p. 134) while
linking both to social dominance (Howard, 1999).
Because teaching is produced from the standpoint of personal
history, it is crucial that teacher education programs prepare their White
preservice teachers to be racially self-reflexive. However, preparing
preservice teachers to teach diverse students continues to be a challenge
for teacher education (Banks, 2001; Boyle-Baise, 2002; Roases, 2003).
Confounding the challenge is preparing preservice teachers to "develop
and value an antiracist identity" (Vavrus, 2003, p. 92). Though
multicultural art teacher education attempts to address the challenge
of preparing preservice and practicing art teachers to become effective
teachers of all learners, I contend that it falls short of preparing the
authoritative White body of the classroom teacher to successfully teach
the Brown and Black student bodies that increasingly occupy U.S.
Schools and art classrooms. Multicultural teacher education tends to
focus on the bodies of the students rather than the "cultural, racial,
and linguistic positionalities of teachers" (Marx, 2004b, p. 32).
Since the vast majority of practicing and preservice teachers are
White (Hodgkinson, 2002), it would make good logical sense that they
interrogate their own socialization processes and their own locations
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as teachers. To be precise, White practicing and preservice art teachers
should be "guided in an exploration of their own Whiteness" (Marx,
2004b, p. 32), turning the "inquiring gaze" of White art education
professionals upon Whites (McAllister & Irvin, 2000, p. 155). An art
teacher who is able to deconstruct his or her own Whiteness is in a
better position to challenge Eurocentric perspectives and dismantle
White privilege. Moreover, he or she is in a better position to "internalize
a realistically positive view of what it means to be White" (Helms, 1990,
p.55).
Multicultural education is a site where attention is given to
discussions of ethnicity and race. The discourse of "Whiteness" moves
beyond the popular and influential celebratory multiculturalism seen
in art education and many K-12 schools and classrooms and creates a
critical multiculturalism that challenges the inequities of social power
and privilege among raced and e(raced) bodies (Jay, 2005).
In a larger context, Whiteness studies examine how "[W]hite skin
preference has operated systemically, structurally, and sometimes
unconsciously as a dominant force" in societies and cultures (Jay, 2005,
p. 2). Whiteness studies are antiracist. They are not an attack on White
people, nor do they focus on individuals. To focus on individuals is
counter productive and closes conversations about race that are
necessary and can be productive in art education. The focus is, rather,
on structures of social power and privilege, which carries with it a
commitment to social justice and structural change. Moreover,
Whiteness studies do not centralize the social privileges and power
afforded to Whites, or further situate Whites in positions of privilege
or power by making them the focus of the discourse (Jay, 2005).
Critiques of Whiteness can however, decentralize Whiteness and
delegitimize the privilege associated with it. Outlaw (2004) confirms
that studying Whiteness is fundamental in "supplanting [W]hit e
supremacy" (p. 161).
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White/ness: Out of Sight/Site/Cite
The discourse of Whiteness in art education has been virtually
ignored. Problematically, art educators have demonstrated a reluctance
to advance the discourse of racism and White privilege in curriculum,
pedagogy, and scholarship. In general, White art educators have
neglected to critically examine the position from which they speak and
their position in relationship to others. While some postmodernist forms
of academic discourse surrounding issues of "dead White men" may
inferentially touch on the issue of White/ness as a racial position,
explorations of White/ ness and White privilege are out of sight/ site/
cite in works of art, art curricular textbooks, and scholarship in art
education (Amburgy, Knight, & Keifer-Boyd, 2004). This oversight or
omission is significant as it leaves White/ ness (yet again) invisible. By
neither critically interrogating nor confronting Whiteness or the
neutrality of the White perspective, it can be reasoned that art educators
do not see the value in examining the ways in which their "relational
social positions influence their racialized perspectives" (Vavrus, 2003,
p. 93). Moreover, permitting Whiteness to linger in its state of invisibility
makes it difficult, if not impossible, to develop antiracist forms of White
identity.
Blindness to Whiteness has precluded White practicing and
preservice art teachers from seeing the subtleties of White privilege and
the implications of differential outcomes of raced and e(raced) bodies.
As education professionals, we must challenge the various forms of
silence, ignorance, and resistance (in/visible in our discipline) that
maintain, and perpetuate status quo notions of White/ ness as normal.
Therefore, it is important for Whites to interrogate White/ness and
make visible that which is invisible to many Whites but glaring to
people of color.
At this point in the discussion, it is worth noting the ironic
circularity to the state of being raced and e(raced). "The invisibility of
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White/ness as a racial position ... [is partly due to] its ubiquity" (Dyer,
1997, p. 3), while the visibility of Black/ness (Thompson, 1997) is due
to its out-of-sight/ site/ cite/ ness. Whereas I have noted that discourse
about White/ness in art education is out of sight/ site/ cite, in the same
instance, within school curricula, works of art, art curricular textbooks,
and scholarship in art education, White/ness is overwhelmingly, and
disproportionately in sight/ site/ cite. White people discuss White
people most of the time. White is just not marked as White; it is
expressed "in terms of 'people' in general" (Dyer, 1997, p. 3). On the
other hand, Black/ ness is marked or made visible as a racial position;
however, in the same instance Black/ ness is erased or invisible in school
curricula, art curricular textbooks, and scholarship in art education.
Precisely because of this, some Whites may not see themselves as racial
beings and, therefore, may assume White/ness is natural or normal
(Amburgy, Knight, & Keifer-Boyd, 2004).
To restructure social systems of power and privilege, we must
recognize their out of sight or hidden dimensions. Silence and d enial
surrounding White/ness, White privilege and hegemony maintain and
perpetuate inequality by making these topics of discussion taboo,
leaving no site for new forms of discourse that define the nature and
scope of our work, in general and more specifically towards developing
culturally responsive curricula. However, identifying processes by
which bodies are raced and e(raced) on a daily basis open sites for
intellectual engagement with an eye towards dismantling the construct
of racial domination and subordination that result in inequities and
injustices in personal, pedagogical, and political educational practice.
Moreover, when we no longer see race as only pertaining to people of
color, and we make Whiteness as open to scrutiny as possible, we make
visible that which has been rendered invisible. In what follows, I create
a site to make White/ness and White privilege visible so as not to
perpetuate the pervasiveness of Whiteness and the passivity of White
racism (Tatum, 1999).
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Ways of "Seeing" the Invisible: Responding to
Whiteness and White Privilege
Through Art Teacher Education
A teacher education program can be a critical site for preservice
and practicing teachers to gain insight into theories and practices
supporting antiracism (Vavrus, 2003). Antiracist pedagogies "seek to
confront, eradicate and/ or ameliorate racism" (Bonnett, 2000, p. 4).
Moreover, antiracist pedagogies interrogate "all situations of
acquisition, dominance, and privilege" (Memmi, 2000, p.162).
In the year 2003, I began teaching a new course, Diversity, Pedagogy,

and Visual Culture, in our revised undergraduate art education
program's professional sequence of courses at the Pennsylvania State
University. It has commonly been the case that White students enrolled
in my class expect to be taught about "people of color," and they are
almost always flabbergasted to learn that the primary subject of
interrogation is White/ness.
In developing the course, I wanted to empower the predominately
White population of preservice teachers to find pathways to effectively
teach all learners, while recognizing conditions that affect the
performance of raced and e(raced) bodies in educative processes. As
the Course is structured through my teaching, preservice teachers are
expected to challenge or question their ways of viewing the world.
McAllister and Irvine (2000) would also posit that teachers must first
recognize and understand their own worldviews in order to understand
the worldviews of their students. Through course activities, course
participants examine issues of difference, exclusion, power, privilege,
place, and identity, and their implications for classroom practice.

Eye Opening Experiences
It has been my experience that many White students tend to resist
antiracist education as they believe they are not personally racist, and
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they believe they are made to feel guilty about racist events of the past
that have nothing to do with them. So, at the outset of the course, I
confront such resistances in order to gain some momentum in handling
and overcoming them. Moreover, participants develop (through
consensus) rules of engagement for dealing with potentially explosive
topics such as racism, Whiteness, and White privilege. Also, as a
precursor to discussions about White racial identity formation, I use
selected readings from Christine Bennett's text, Comprehens ive

Multicultural Education: Theory and Practice (2003) to stimulate thinking,
and to encourage dialogue and reflection about critical issues in
multicultural education-including prejudice, racism, cultural pluralism,
and social justice. Further, I use Gary R. Howard's We Can't Teach What

We Don't Kno'w: White Teachers, Multiracial Schools (1999) to guide White
teacher candidates in discussing White/ness and mapping their journey
of White racial identity formation. Using Janet Helms' evolving
approach to White racial identity formation (1990; 1994; 1995; Helms
& Cook, 1999), Howard's discussion of his own White racial identity

formation provides White preservice teachers with a useful map of
racial terrain as they embark on "this complex and sometimes
uncomfortable journey" (Howard, 1999, p. 27) into a grea ter
understanding of Whiteness and White privilege.
In mapping their racial identity, course participants choose the
stage or status of the Helms model (discussed below) that best describes
them a t their present level of racial identity development. They are
also encouraged to reflect upon an instance in which they first
recognized differences in race. Moreover, they are encouraged to think
about what they noticed, and what thoughts they had at the time. They
describe those significant life experiences and situations that help clarify
where they are in terms of their race, and how that-among other thingsaffects how they interpret the world and the visual culture around them·
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In what follows, I describe selected strategies that I use to help
preservice teachers see their Whiteness as they reflect upon their racial
identify formation. In doing so, I discuss psychologist Janet Helms'
model of White racial identity formation that characterizes a White
person's standard way of reacting to racial occurrences. Though, I
describe the six racial identity statuses, "in the order [in which] they
are hypothesized to evolve" (Helms & Cook, 1999, p. 8), it is important
to note that an individual may function at more than one level at a
given time, and the status that is predominate may vary in particular
situations. However, as one's racial experiences and consciousness
increase, "the latter statuses are more likely to be the ones shaping an
individual's behavior" (Lawrence & Tatum, 1999, p. 46).

White Racial Identity Formation
Course participants tend to enter my course at various stages of
racial identity development. At the onset of the semester, the vast
majority of the students exhibit thinking congruent with the first status
of White racial identity formation, Contact. In many instances, contact
with people of a different race has occurred both vicariously, through
visual culture (Le., media, toys, TV) and personally through contact
with someone of a different race. One female course participant
described an instance (at the age of three) in which she was watching
an episode of Sesame Street that she first noticed someone racially
different from herself. However, as recounted by this student "[ilt did
not make that much difference, especially when they were on my
teleVision." Another noted the instance in which she first recognized
differences in race. In this example, the student's mother gave her a
Black doll, which she refused to play with because she thought the
doll Was ugly, and threw it away. In reflecting upon her racial identity
formation, the student described herself as "a racist two-year old," who
at that age had already developed a "Black is foreign, White is better
mentality."
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Each semester there are several students enrolled in my course
who remark that they previously had no personal contact with
any(body) of a different race until they came to college or enrolled in a
course that deals with issues of difference such as my course. To
illustrate this point, a female student noted:
It was not until I got to college that I really recognized different

races ... I had attended Penn State McKeesport [prior to coming
to Penn State University Park]. Being right outside of Pittsburgh,
most of the students that attended this satellite campus were
African American. At home, I do not associate with many African
Americans or other races since I am not around them.
This scenario, among numerous others, is precisely why one
aspect of my course requires participants to conduct a series of
interviews with a person whom they do not know and whom they
view as racially different from themselves. Upon concluding their
interviews, course participants prepare two written narratives. They
present the interviewee as they came to know him or her through
contact and interactions, along with an analysis of their presuppositions
concerning the individual. Class participants are asked: Why did you
label your interviewee as "different" in the first place? Were your
assumptions based on stereotypes? How have the exchanges and
interactions affected or changed the ways in which you look at others
who might appear to be different from yourself? What are the
implications for your future work as teachers or otherwise?
In some White preservice teachers, I recognize a shift to the second
status, Disintegration, when they critique selected in clasS
documentaries that confront racism. Films such as Ethnic Notions, A

Question of Color, and Brown Eyes, Blue Eyes/A Class Divided help
participants appreciate more fully the negative impact of racist attitudes
and actions in the lives of children in educational contexts. It is at this
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point that the vast majority of the White preservice teachers enrolled
in my course begin to have an increased awareness of the reality of
racism and they begin to question inequality. Additionally, they begin
to see that they do have privileges associated with their White skin.
Moreover, this "heightened awareness of White racial privilege and
the systemic disadvantages experienced by people of color" is
frequently accompanied by feelings of anger, guilt, shame, and sadness
(Lawrence & Tatum, 1999, p. 46). One student, who entered the
disintegration status during his

4th

and 5th grade years of elementary

school, noted that it was" often during discussions of history, primarily
during the Civil War," that he experienced guilt, anxiety and shame
concerning his race. "Hearing about slavery and what my ancestors
had done was not one of my favorite subjects, and it became a see-saw
of uneasiness when someone brought up a racial discussion." The
cognitive dissonance associated with this status can lead some Whites
to deny racism and White privilege, avoid future contact with people
of color, and resist new epistemologies (Tatum, 1999). Others may
attempt to convert their White counterparts to their new way of thinking
(Lawrence & Tatum, 1999). To illustrate this point, one student indicated
that her father is "somewhat prejudiced" and she oftentimes finds
herself "correcting him when using the 'N word,' which [she] find[s]
offensive."
For some White preservice teachers, the social pressures and
dissonance caused by the disintegration status can result in a shift to
the third status, Reintegration, in which preservice teachers return to
their previously held prejudices, negative stereotypes, racists beliefs,
and denial of responsibility by "blaming the victim." According to
Boward, "the guilt and anxiety of the previous stage [disintegration]
are repressed and redirected as fear or anger toward other racial groups"
(p.91). Howard (1999) notes "Whites in reintegration see themselves
as 'besieged' or 'victimized' by oppressed groups, whom they perceive
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as directing 'reverse' racial discrimination against Whites" (p. 92)-the
"White male backlash phenomenon" (Jay, 2005, p.ll). On the other
hand, the Pseudo-independence or fourth status is marked by a White
person's attempt to abandon racism. A White preservice teacher
acknowledges White privilege at the intellectual level; however, he or
she does not have a positive sense of Whiteness.
The Immersion/Emersion status moves beyond the missionary
period of wanting to help other racial groups towards understanding
oneself, and the personal meaning of Whiteness. Helms (1990) cites
two issues germane to this status: "Who am I racially?" and "Who do
I want to be?" (p. 62). At the immersion/ emersion status, a preservice
teacher may question how he or she can be proud of being White
without being racist (Carter, 1995). And he or she may seek White role
models who are antiracist allies (Tatum, 1994).
Autonomy, the last status, "represents the internalization of a
positive White racial identity" (Lawrence & Tatum, 1999, p. 46) as
evidenced by a commitment to change and social justice. In this status,
race is not a threat as Whites begin to make connections between racism
and other forms of inequality and hegemony (Howard, 1999; Helms,
1995).

Seeing is Believing: E(raced) Bodies In/Sight
It has been said that White people cannot see their Whiteness.

Willette & Lasarow (2003) comment,
Those who wear white (skin) are inherently and unavoidably
unaware that they have gone through life clad in the shining armor
of acceptance, privilege, dominance, and power. The customs and
beliefs of [W]hiteness become a shared and inhaled identity,
linking millions who have nothing in common but power
embedded in skin color (p.1).
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One particular exercise (Figure 1) that I use that has been pivotal
in helping White people and preservice and practicing teachers see their
Whiteness and race privilege involves a race. When possible, weather
permitting, I have pre service and practicing teachers position
themselves side-by-side in the middle of a literal field, symbolic of the
figurative playing field. They are told that the line is the starting point
for a race to get a prize.

Figure 1. Raced and e(raced) bodies at the starting point of an
activity that reveals Whiteprivilege.A times, to entice participants, I
utilize a literal prize-which I do not reveal at the outset of the race.
However, I let participants know before the race begins that their
positions will be altered somewhat by either taking a step forward or
backward depending upon whether the particular statement that I
make, applies to them. The forward steps represent privileges and the
backward steps represent disadvantages. Whether moving forward or
backward, participants should keep their stride similar throughout the
race. (See Figure 2.)
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Figure 2. Participants racing towards the finish line.

The exercise is conducted in silence to allow participants to discern
the feelings that surface during the race. Below, I provide a sample of
the race activity statements.

Racing Bodies
•

If you attended a school where the textbooks and other

classroom materials reflected your race as normal, heroes, and
builders of the United States, and there was little mention of the
contributions of people of color to U.s. society-take one step
forward.
•

If you habitually see (through television and visual

culture) members of your race portrayed in degrading roles-take
one step backwards.
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•

If you can be certain that products labeled as "flesh tone"

will include your skin color-take one step forward.
•

If your ancestors were forced to come to the United States

or forced to relocate from where they were Ii ving, either
temporarily or permanently, or restricted from living in certain
areas-take one-step backwards.
•

If you can always vote for candidates who reflect your

race-take one step forward.
•

If your parents were able to vote in any election they

wanted without worrying about poll taxes, literacy requirements
or other forms of discrimination-take one step forward.
•

If you ever tried to change your physical appearance,

mannerisms,Janguage or behavior to avoid being judged or
ridiculed-take one step backwards.

•

If you ever felt uncomfortable about a joke related to your

race-take one step backwards.

•

If you were ever stopped or questioned by the police

because of your race-take one step backwards.

•

If you or your ancestors never had to worry that clearly

labeled public facilities, such as restrooms, swimming pools, and
restaurants were in fact not open to you or them because of their
skin color-take one step forward.

•

If your race need not be a factor in where you choose to

live-take one step forward. 1

340 E(raced) Bodies
Participants soon recognize privilege, as they see their positionality
in reference to others. White bodies advance towards the metaphorical
finish line more quickly than Black bodies and other bodies of color.
(See Figure 3.)

Figure 3. Race activity which reveals that White bodies advance
towards the finish line more quickly than Black and Brown bodies.
If we consider the visible results of the activity at the finish line,

we might see, that all White persons, in the United States, enjoy certain
privileges related to White skin preference. Yet, individual White bodies
are not responsible for the circumstances under which they were born
and able to ad vance based on statements in the exercise. On the other
hand, they were born into and inherited a system of social inequities
that exploits people of color and provides benefits to Whites whether
they want them or not. However, this is not to suggest that those
bequeathed White epidermal privilege do not enjoy or have a type of
agreement with it. Even so, the intention of the race is not to discount
the achievements of Whites, but to challenge the prevailing assumption
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that every(body) started the race with equal opportunity and
circumstances or that White achievement occurs on a level playing field.
Furthermore, the finish line is not simply "the finish line" for
Whites, as the invisible weightless knapsack of special provisions, maps,
passports, code books, visas, clothes, tools and blank checks (Mcintosh,
1988) is passed (like a baton) to the next generation as their birthright.
Thus, differential outcomes of raced and e(raced) bodies may not
simply results from differences in so-called natural ability or
motivation. Conversely, the achievement gap between raced and
e(raced) bodies may be a consequence not of nature, but of inequitable
conditions and circumstances. For example, many teachers do not think
about the racial implications of tracking, an educational system's overreliance on standardized testing for placement decisions, or the ways
in which cultural stereotypes might influence teacher expectations
(Lawrence & Tatum, 1999). As a result of the achievement gap and the
head start afforded to Whites, art teachers must acknowledge how they
are complicit-wittingly or unwittingly-in maintaining cycle of
oppression and race privilege in their own teaching practice-which
includes perspectives, choice of methodology and interpretation, choice
of curricular materials, and student expectations (McIntyre, 1997;
Vavrus, 2003). In addition, they must "examine, expand, and alter longstanding (and often implicit) assumptions, attitudes, beliefs, and
practices about schools, teaching, students, and communities,"
(Cochran-Smith, 2004, p. 83) that have tilted the playing field so as not
to create, maintain, and perpetuate racial disparities in art education.

Notes
1

These statements were inspired, adapted, extended, or rewritten

from the Benefits of Being White Exercise by Paul Kivel, retrieved from
http://www.starhawk .org/ activism/benefits~white.html, and http:/
/ research. umbc.edu/ ~ korenman/ wmst/ privilege1.html "White
Privilege: Unpacking the Invisible Knapsack" by Peggy Macintosh.
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With some modifications these questions can be adapted to not just
narrate racial privilege, but gender and class privilege as well.
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Deconstructing the Frame:
Siting Absence

Jason Wallin

"Capitalists no longer [rush for the] gold, but for the totality of
the world's images." (Virilio, 2002, pp. 58-59)
Our contemporary social landscape is increasingly inscribed and
articulated through images. With the proliferation of televisual
mediums, the image has become the primary vehicle mediating social
relationships, impinging on our experience of both self and other
(Debord, 1978). As Virilio (2002) avers, the drive of capitalism seeks to
appropriate the imagistic code as a bid for mastery over the symbolic
order. In this manner, the medial ted images that flood the social terrain
are often cites of ideological del sign. In other words, signs are often
ideologically 'stabilized' as connotations of other signs, forming an
abstract, positive calculus of signification. In this vein, images are never
'of themselves,' but of an ambient/ diffuse order. Particularly in designer
capitalism, ambient signification is deployed as a way to disclose much
more than the product 'itself'. As Barthes (1996) demonstrates in

Mythologies, signs function as networks of signification. Contemporary
media orchestrates the arrangement of such sign systems as a way to
evoke consumer desire by (pr)offering a 'lost object/ - an objet a. As a
cite of desire, the lost object is no longer inscribed under the guise of a
consumer need, but rather, as the consumer imperative to "Enjoy!" Yet,
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implicit to the obligation of consumer enjoyment is a caveat. That which
we have been sanctioned to enjoy as consumers is liable to disorienting
slippage.

Dark Side of the Image: The New Frame of Racism
Folk Duo Prussian Blue (see photo below) have garnered recent
attention from ABC's Primetime and BBC documentarian Louis
Theroux. Its members, twin girls Lamb and Lynx Gaede, appear as
typified thirteen year olds invested in contemporary cultural ideals of
beauty and appearance. It is in part because their look is so familiar, so

naturalized, that they have transfixed the public's attention. In the media,
they have been likened to a young Mary Kate and Ashley Olsen, playing
off similar registers of ostensible purity and wholesomeness. Yet, such
a comparison ultimately derails. While the duo's name 'innocuously'
refers to the eye color of the girls, it also points to the status they assume
is conferred by their' Aryan descent'. In a more sinister turn, Prussian

Blue refers to the Zyklon B by-product of concentration camp gas
chambers.
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While the guitarist/ violinist duo enact the signs of a contemporary
image ideal, their lyrical message is decidedly white nationalist,
attracting the media moniker "Cute Klux Klan." Central to the recent
spectacle surrounding the duo is the negotiation of these two seemingly
incommensurate images. On one hand, Prussian Blue enact the aesthetic
ideal of the blue-eyed, blonde-haired, 'angelic' young woman, while
on the other, they evoke the signs of a violence tinged white separatist
communique. In this sense, much outrage has been directed toward
the perversion of the imaginary figure of childhood enacted by Prussian

Blue. While children have been used as political proxies throughout
history, these images have often been sanctioned by mass media as
connotations of unadulterated hope, innocence, and purity. By playing
these conventional features across a register of racial segregation, a
latent anxiety over the ideal ensues. That is, the seemingly innocuous
image of Prussian Blue carries an obscene supplement.
The sensationalized story of Prussian Blue pivots on a second
recoding. That is, Prussian Blue marks an imagistic break from
prototypical depictions of neo-Nazi skinheads and hooded Klansmen.
In this sense, Prussian Blue are a product of savvy promotion that
liberally draws from 'accepted' portrayals of youth in media. Musically,
the girl's folk approach is a stark comparison to the testosterone driven
punk of white separatist/ supremacist "oi" bands such as Skrewdriver
and Rahowa. The palpable hatred of neo-Nazism is supplemented by

Prussian Blue's 'assumed' nativity and demure status. Further, their
style conscious stage presence marks a significant shift from the
paramiltaristic appearance of many pro white youth. In a recent photo
shoot for a pro-white clothing company, the girls modeled t-shirts
depicting iconic happy faces bearing the distinctive features of Adolph
Hitler ('Happy Hitler Shirts'). In the photo, the girls smile as if the
connotation of such an image were reducible to merely being "funny"
(http://prussianbluefan.blogspot.com/). On stage, the girls sing lyricS
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such as "Aryan man awake/ How much more can you take/ Turn that
Fear to Hate/ Aryan man awake" over down tempo folk progressions.
In such gestures, Pruss ian Blue suggests a reframing of the cite of racism,
a reframing that closely impinges on the image ideals and penchant
for spectacle intimate to del signer capitalism.

An Inquiry of De/sign
Beyond the 'straightforward' conveyance of meaning, imagistic
del signs provide the coordinates from which meaning is derived. From
the Latin de (out) and signare (to mark), the notion of de/sign intimates
the arbitrary correspondence of signifier and signified as posited by
Saussure (1974). In such correspondence, an utterance, image, or word
is tied to a concept, (design)at(ing) a recognizable meaning, that is, a
meaning made recognizable in its circulation as an axiom. As cultural

conventions, the sign (as the correlative relationship of signifier and
signified) orients and inscribes its users, constituting a perspectival
matrix, an ideological (a) skew mis(recognized) as reality. Marked out in
such a way as to enable the transparent communication and reception
of specific meanings (while censuring others), the de/sign becomes a
cite of ideological motivation. This motivated claim to meaning is often
an undetectable feature that acts to mediate representation,
disappearing to the extent that we participate in its circulation as an
incontrovertible reality. Proximity has this b(l)inding effect, just as the
assumed zero point proximity between signifier and signifier b(l)inds
meaning. Saussure's conceptualization of the sign as a neutral and
transparent reflection of its referent is thus complicit in de/sign, an
enframement of reality which mediates reality. While signare denotes a
mark, del sign marks the 'limit' of signification through ontological
enframement. The portmanteau word de/sign is thus deployed to
Suggest the motivated connection between the sign and its referent.
Further, while signare presumes the innocuity of meaning, de/signare
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connotes its enframent, thereby attributing both an interiority and
exteriority to the sign 'itself'. By bringing attention to del sign, meaning
might be read in a way as to understand its actualization through
enframement, or rather, its realization as an effect of Symbolic biopower.
Similarly, the often-occluded position of the frame is directly implicated
in the productive function of del sign, which in turn serves as a site for
critical analysis and intervention.
As the correspondent coupling of signifier and signified, de l sign
functions to enframe meaning. This notion of del sign is apparent in
the use of vignette throughout the 17th century. As a term originally
applied to describe the elaborate border work surrounding printed text
and images, vignette functions like a frame, forming a perspectival cut
between the work's 'interior' and 'exterior'. As Derrida (1991) suggests,
"If we are to approach a text, it must have an edge" (p. 256). The del

sign functions similarly. As a 'marking out,' del sign motivates the
interiority of meaning while concomitantly suggesting the spuriousness
of a work's 'external' adjuncts. In Kantian (2001) terms, the frame is

parergonal, an incidental or "by-work". Kant describes palace
colonnades, statue drapery and the frame of a painting as adjuvant to
the agonal work 'in itself'. In Kant's analysis of aesthetic meaning, he
notes how the intrinsic features of the artwork in no way rely upon

parergonal features such as the frame for their meaning. For Kant, the
frame functions best when conceived as an invisible, 'helpful' adjunct
to the autonomous artwork. The paragon is thus placed under
metaphysical erasure, organized subordinately to the ergon. The cut
introduced between the artwork and its context is critical to Kant's
analysis, which supposes beauty as an a priori universal condition, a
transcendental feature of the ergon. In order to secure the place of
'beauty' as an intrinsic feature of the work 'in itself,' Kant relies upon a

discourse of the frame in demarcating the cut between the interioritY
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transcendental features of the work, and its external, contingent 'by
works' (Derrida, 1992).

Del sign parallels the conceptual demarcation performed by
enframing. This performance, of course, introduces a perspectival split
similar to Kant's conceptualization of the parergonal by-work'. As a
'marking out,' del sign initiates presence. Though borders have a
tendency toward invisibility, they concomitantly have the effect of
drawing attention and organizing the gaze toward the ergonal work
proper. In this manner, del sign suggests synchronic coherence,
analogous to the arbitrary coupling of signifier and signified. One
favorite Far Side cartoon stages the disappearance of the frame in art
spectatorship. In it, a crowd of precocious art connoisseurs are met
with a homely mother's proud boast: ''My son made the frame". The
absurdity of the gag emerges in part through the attention Larson brings
to the frame, exposing its subordinate, derisory status. If the mother
had pronounced "My son painted this," thereby drawing attention to
the work, the cartoon loses its humorous effect. Similarly, Larson's
drawing exposes the locus of the gaze in artistic viewing. The reaction
from the crowd of spectators is one of absurd deferral from the ergon to
the parergon. The focal point thereby becomes the 'by-product,' the limit
or border by which the work proper becomes possible. In this sense,
the punch line of this cartoon perhaps evokes a latent anxiety, evoking
laughter as a defense mechanism. Such anxiety arises at the interstitial
points of excess in a discourse of the frame, namely, borders, margins
and the cut of divisibility. A further sense of absurdity in the cartoon is
perhaps also fueled by the crowd's realization that the borders of the
privileged work are constructed by an undesirable other. In a sense, the
excess that is the parergon returns to disturb the act of looking, an act
predicated on the fundamental cut inner I outer. In this sense, the 'in
crowd' of art connoisseurship always gains its status from the 'out
crowd' of popular media consumption.
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Del sign as a 'marking out' performs internal coherence and
stability, suggesting the illusion of 'things in themselves'. This gesture
reinforces a 'reality principal' of essences, or features particular to the

ergon. For Kant, the reality principal evoked by del sign situates
meaning, value and beauty as intrinsic features of the ergonal w ork. In
this manner, the del sign initiates a sense of timelessness, consolidating
the image in 'freeze frame'.
As meaning collapses with del sign, a similar effect is evidenced.
For example, current discourse surrounding 'Terrorism Studies' situates
the image of the 'terrorist' within the anxiety-inducing frame of "an
older colonial discourse of the despotic and licentious Oriental male"
(Rai, 2004, p. 538). As Rai (2004) avers, connotations of monstrosity
have been deployed throughout history in support of a disciplinary
apparatus tied to sexuality, race and later, biopolitical power. It is in
establishing a chain of signification from the Islamic male to
homosexualism that connotations of sexual deviancy are evoked. This
is poignantly played out in Rai's reading of the Terror-Tali Tubby, a
figure that acts as the mis-en-scene for the perversion of the Islamic
psyche. The Islamic 'terrorist' receives both 'name' and location in its

del sign(ated) frame of abnormality and monstrosity (Rai, 2004). Such
a frame serves a domestificating function, inscribing the terrorist into
a symbolic order narrative of the Other. In this sense, the del sign enacts
a double gesture. It works to not only essentialize abnormality and
thereby mobilize Western anxiety, it similarly functions to reinforce
the normalcy and ego-consolidation of the Western psyche. While
inducing the presence of normality, the function of del sign similarly
works to evacuate disruptive excesses. In this sense, the excess of del
sign would be considered parergonal, a subordinate 'by-work'. This is
perhaps similar for those fringe groups who lie at the margins of

normalized society, rather than exterior to it. As Freire (2002) suggests,
"The truth is, that the oppressed are not 'marginals,' are not people
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living 'outside' society. They have always been 'inside' - inside the
structure which made them 'being for others' (p. 71). Such citizens
become considered incidental, and in so many cases, become the
invisible frame for the norm - the excess of what the norm must disallow
in order to maintain its del signated meaning. The cite created in such
a scenario is thus one predicated on the presence/ absence split.
Even in our own field of vision, our de/signing eye, we experience
an illusory wholeness while 'filling' out the absence. As light enters
the eye via the lens and pupil, it strikes the photoreceptors of the retina.
This process is similar to the function of a camera, wherein light passing
through the aperture exposing the film. However, a major difference
between the two processes lie in the fact that the retina is not an entirely
coherent cellular field. Interrupted by the base of the optic nerve, a
small area of the retina contains no photoreceptors, constituting a 'blind
spot' which makes vision possible! We do not experience this blind
spot as such due to a function of the brain that fills in this perpetual
gap. A second reason we do not experience this 'blind spot' is due to
rapid eye movement, which adequately compensates for a lack in
perceptual information. That we do not experience a 'blind spot' in
Our field of vision suggests the role of mental processes in viewing.
The lack that necessarily precludes viewing as a 'blindness' is 'filled
out by the 'brain,' entailing the illusion of a coherent perspectival field.
For example, a glimpse of oneself in a full-length mirror appears coherent
by way of a mental supplement. What we would consider an absence in
looking is given. To return to the mirror analogy, consider how different
OUr psychical formation would be if Lacan's Mirror stage had reflected
an "I" offset by two points of absence, that is, the blind spots of both
eyes. My point here is that the assumption of a coherent "I" as reflected
in the mirror is in part predicated upon supplementary information
from the brain. As many neuroscientists might corroborate, the brain
ineVitably makes meaning of all information received from the eye
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organ. My interest here is how mental process is implicated in
establishing a coherent, uninterrupted field of vision. This field of
vision, in turn, is implicated not only in identity formation, but in a
fundamental assumption between looking and presence.
Optically, presence is predicated upon an omitted absence. The
image as given is always under the erasure of what it absents, or cannot
see. This aspect of perception is mirrored in a function of del sign,
wherein meaning is 'filled in' through enframent. As I suggested earlier,
an effect of signification is to render something present, knowable, and
stable. This is in part a fantasy of coherence posited by the biology of
optics. Those aspects of meaning that would constitute a type of 'blind
spot,' or destabilization of coherence are filled in. This filling in is also
apparent in the performance of del sign, that is, a border-marking
intimate to ideology. Absence, marginality and ambivalence become
'blind spots', or cites of potential rupture in meaning. As a remedy,

del sign functions to stabilize and maintain the impression of coherent
meaning. Yet, akin to optical transmission, del signa ted meaning is
punctuated by 'blind spots,' absent aspects that 'cannot be seen'. These
unseen absent features are requirements of meaning 'itself', their
omission the condition for the circulation of the one meaning (logos).
In this sense, del sign is performative, upgrading the power of

display. It performs presence, even if it is the presence of absence. As an
example, at the end of Duchamp's relationship with the Paris Dadaists,
he declined Dada co-founder Tristian Tzara's request to produce a
number of pieces for an exhibit at the Galerie Montaigne. While the
exhibitors waited and planned for Duchamp's submissions, they never
arrived, as Duchamp refused to produce any work on behalf of the
show. Consequently, in the gallery space prepared for Duchamp's pieces
hung empty frames. Though we could imagine how one might confuse
these empty frames as readymades, they would still linger with an
overwhelming sense of absence. As reminders of the artist's absence
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the frames mobilize the coincident effect of bringing the artist to mind.
The lack presented in Duchamp's absence is filled with his presence.
The empty frames, while performing an absence, similarly marked the
dissolution of Duchamp's relationship with the Parisian Dadaist
movement. In the lack of the ergon, the exposed whitewashed surface
interior to the frame becomes an empty signifier for the drama between
Duchamp and his dada contemporaries, his friends, and relations. The
canvas was filled, as it were, with speculation and gossip. The glaring
absence of the image, the ergonal'thing itself', was averted in making a
spectacle of the absent works. Of course, given the nonretinal orientation
of Duchamp and others producing under the equally empty signifier
'Dada', this kind of spectacle seems like a potential staging. It does
however, remind us of the Kantian specter in spectatorship, derailing
the perceptual expectation of looking and presence. The blank frame
interiors similarly expose active interpellation in viewing. Interrupting
the absence of Duchamp's work, the interpretive action of 'filling in', or
filling the frame with meaning circumvents the abyss of the Other's
desire. The sense of enigma posited by the blank frames is evacuated
by a myriad of speculations that constitute an 'interiority,' even if no
such interior exists.
Something similar can be said of del sign. Though the b(l)inding
of signifier and signified purports an essence, meaning is never solely a
function of interiority. For example, the signifier "cat" and the signified
concept do not express an essential'catness'. As Saussure (1974) avers,
the signification "cat" is bound in a play of difference. In this meaning,
a cat is such not because it embodies an essential catness, but because it
isn't a dog, a bird, a fish, etc. Signification, for Saussure, is always located
and bound within a system of difference. As Derrida avers, "The
elements of signification function not through the compact force of their
nUclei but rather through a network of oppositions that distinguishes
them and relates them to one another" (Derrida, 1991, p. 63).
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Diachronically, we know from historical recollections that beliefs
surrounding the cat have wavered significantly over the past
millennium. For example, from 1400 to 1700, large numbers of cats in
Western society were tortured and burned due to their association with
witchcraft. As a pagan symbol of ancient cultures such as the Norse,
the cat became positioned, in difference, against the mores of the
Catholic Church. What is assumed to be essential, ergonal, becomes
highly contingent upon parergonal enframing. However, this framing
disappears, for example, to the extent that the cat becomes synonymous
with witchcraft. In this case, it is apparent how del sign is employed as
an apparatus of power, framing the feline at the interstice of religiojuridicial discourse. In this sense, the parergonal framework which
initiates a coherent meaning by suggesting ergonal essence becomes a
permeable borderline. Simply, what we might understand as an
essential catness is contextually contingent. The borderline as a means
of suggesting coherence is porous. This is most apparent in the prior
example of 'Duchamp's' empty frames. While the art spectators were
confronted with an absence (of both work and artist) performed by the
frame, this borderline is eclipsed in interpellation. The ergonal void as
a 'blind spot' is 'filled in' with the drama surrounding Duchamp's
refusal. This supposes that the frame is less a fixed structure than a
porous lim in (Latin for "threshold"), destabilizing the notion of the

ergonal work 'in itself'.

Citing the Cut
In his analysis of Kant's Critique ofludgment (2001), Derrida (1978)
addresses the question of aesthetics by examining the structure of Kant's
argument, a structure predicated upon a series of oppositions, the
foremost of which being the binary relation of pure reason/practical
reason. This essay has attempted to follow another of Kant's
separations, the cut of object/ subject. Derrida's reading is situated at
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the cite of the cut. What is it that makes such a cut possible? Derrida's
reading of this cut implicates the frame. Does it perform what Kant
assumes?
The frame, for Derrida, is a complicated apparatus. While Kant
insists it is a 'by work' of ergonal art, Derrida questions the assumption
that the frame is subordinate to the ergonal work proper. As Kant
suggests, a frame, while separate from the transcendental features of
the work 'in itself', can either enhance or severely impoverish an
artwork. The work proper thus derives meaning from its constitutive
frame, and is therefore conflated to the parergonal 'by-work'. In my
earlier discussion of del sign, this insight suggests that the frame
functions to establish and demarcate 'interior relationships', or what I
have termed elsewhere as essences. The 'thing in itself' is thus always
dependent upon enframing. As Derrida notes, "the signified concept
is never present in and of itself, in a sufficient presence that would
refer only to itself" (Derrida, 1991, p. 63). If the frame is shifted, akin
the diachronic shifting meaning attributed to cats, the illusory 'thing
in itself' also changes. Yet this change is never complete. The trace of
older frames still remain, however much they are displaced by the most
prominent features of re/de/sign. The image as an assumed coherent
text "is henceforth no longer a finished corpus ... but a differential
network, a fabric of traces referring endlessly to something other than
itself, to other differential traces" (Derrida, 1991, p. 257). This notion is
exemplified in Rai's (2004) analysis of terrorism and the function of
biopower. As Rai avers, the older frame of a licentious, Oriental male
is redeployed in the inscriptive naming of the Islamic male. As Derrida
Suggests, the activity of framing, particularly in philosophical matters,
extends as if borne of some Saussurian hyperbole. The scenario is thus
one where frames border frames, begging the question of where the

parergon begins and ceases. Put another way, Derrida's infamous
pronouncement, II n'ya pas de hors-texte, suggests the impossibility of
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standing outside of contextual framing. If we consider this in addition
to the notion that trace frames remain and continue to circulate in
discourse, our sense of the parergon as a stable feature is derailed.
In his reading of Kant's aesthetic analysis, Derrida forwards
another parergonal paradox. As I have explored in this essay, the frame
deploys the illusion of coherence and internal stability. To this effect,
the frame holds a work together, eliciting the spectatorial gaze. Yet,
while preserving the coherence of the work, the frame concomitantly
murders the 'thing itself'. This function is applicable to the notion of

del sign, exemplified in a process of signification which codifies a
particular meaning while omitting others. In this sense, meaning is
only ever partial, as enframing relies upon a network of difference in
order to perform presence. Del sign as a 'marking out' territorializes
meaning, jettisoning ambivalence and contradiction. To become a
coherent thing 'in itself', the thing must be destroyed. In this gesture,
the excess that would interrupt the process of signification is placed
exterior to 'interior meaning'. Yet, as Derrida notes, the notion of
exteriority is predicated on the illusion of exteriority as induced by the
frame. In such a paradox, the work both requires a frame for its meaning,
and yet, is destroyed by its function.
In Memoires d' aveugle (1993), Derrida's abocula r hypothesis attends
to the enigmatic slippage between seeing and not seeing, saying and
not saying. From the Latin "ab" (out of, from, without) and "oculis"
(the eye), an abocular hypothesis suggests a series of paradoxical facets
associated with looking, and in a Derridean turn, begins to destabilize
the assumption presence in drawing. For Derrida (1991), the figure of
the artist is historically associated with privileged forms of 'seeing'
and 'making visible'. Yet, abocularity suggests the impossibility of an
artist to evade 'blindness'. While denoting the locus of the eye in seeing
(from the eye, out of the eye), abocularity concomitantly suggests
blindness (without the eye). While cite is implicated, such seeing
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becomes predicated on a blindness. Consider the example of still life
drawing. An artist attending to a certain object, or relation between
objects must become 'blind' in order to 'render' the objects pictorially.
As Derrida notes, both the thing and its representation cannot be
attended to simultaneously. This connotes a slippage or delay between
the object and its transference to the drawing surface. In this play of
presence and absence, memory works to maintain a certain coherence.
Yet, because the play of presence and absence is undetectable, another
type of blindness, that of the process of drawing, marks the artistic
endeavor. Art cannot render 'reality;' its logic is simulation.
The blindness of del sign is too an undetectable feature. As a

'marking out,' del sign can never explicate its absence. It is also bound
in a discourse of presence that territorializes meaning. By this simulative
logic, del sign is predicated on a blindness it can never see. Meaning
can never 'capture' the ReaP without a delay, the activation of memory
and Symbolic enframing. It is thus that a residue remains as parergonal,
at the borderline which insistently separates an excess from the 'thing
itself.' However, given the undecidable and porous function of the
frame, the excess of, and the 'thing in itself' become intimately
entwined. In this manner, del sign can never articulate such absence,
for in articulation, the movem,e nt of presence, new borderlines and
markers. Blind spots remain, though 'filled out'.
I began this essay by suggesting that del sign provides the
coordinates of meaning. I would like to append this statement by
returning to my deployment of Saussurian sign theory. While the
correspondence of signifier and signified is analogous to the enframing
function of del sign, it does not properly attend to the border as an
undecidable. As Derrida avers, there is always, in meaning, an 'overrun'

[debordement] which works to "spoil...boundaries and divisions and
forces us to extend the accredited concept, the dominant notion"
(Derrida, 1991, p. 256). B(l)inding signification is liable to slippage, delay,
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and blindness, however much "we spend ... considerable time
defending borders, being gatekeepers" (Neilson, 2001,264). In the play
of presence and absence, in the meaning which never completely arrives
or becomes fully present to itself, the frame functions as an undecidable.
Yet, while 'overrun' marks the inevitable return of meaning's excess, it
invariably shocks in its transgression of the frame. For what comes to
the edge, to the shoreline, has yet to be attributed a name, is foreign,
literally, 'out of doors'. Again we return to the borderline, the frame of
the door and its gate keeping function. However, as explored in this
paper, the frame as a porous apparatus cannot fully induce the cut
between interiority and exteriority. This is similar to del sign in which
a contingent 'marking out' can never sustain the full presence of the
thing in itself.

New Faces/ Old Frames
Folk duo Prussian Blue mark the imaginary recoding of the face
of racism. In response, many media accounts have attempted to
resuscitate old frames by disclosing Lynx and Lamb as 'white trash' or
'hillbillies.' This has ostensibly averted public anxiety surrounding the
image as cite of desire, preserving the ideal through the reduction of
Lamb and Lynx as 'other'. The darker aspect of the image is expunged
in this naming, and in the evocation of frames through which we have
culturally come to stereotypically recognize pro-white racism. By
rendering them morally 'ugly', the media maintain a frame of childhood
innocence by disclosing Pruss ian Blue as the victims of perverse
parenting and products of an overwhelmingly racist environment.
While this turn is crucial, and speaks to the function of multiple frames,
it discharges our interrogation of everyday images of youth in the
media, leaving a normalized, sanctioned image in play.
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In relegating Prussian Blue to the position of an 'other', the girls
continue to be framed as the 'new face' of white separatist racism. The
anxiety that has gathered around this new frame is intimately concerned
with its 'familiar features'. Lamb and Lynx appear to be so-called
'normal' teenage girls as defined by del signer capitalism, interested
in popular music, friends and 'looking pretty'. In this sense, Prussian

Blue evoke an anxiety over signification, the fact that stable meanings
are never unequivocally assured. In the transgressive slippage of
innocence and racist communique, naturalized cultural frames begin to
be revealed. Much like the current cultural obsession with the facelift,
the new face of racism is predicated on the trace of older frames. In
other words, while the face has changed, and in this case become more
culturally palatable, older traces of racist enframing remain. The image,
though seductive, continues to carry deadly implications.
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Notes
1

In Lacanian terms, the Real describes the inexpressible within

and without subjectivity.
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Precinct

G.Gorman

"Precinct" was a site-specific art project/ performance/ exhibit put
on by SITE: Buffalo Artist Collective, an organization devoted to a nontraditional approach to art emphasizing the experiential and the value
of spectered memories contained in found objects and images. With
the aid of the Buffalo Arts Commission, the abandoned police precinct
(now destroyed) on Niagara Street on Buffalo's West side was open to
the public, occupied and interacted with for a one-day event. This venue
Was specifically selected in order to bypass the gallerycentric mode of
display which tends to dominate the world of art. By doing so, SITE
made their work more accessible to a wider range of people than would
typically attend an art event held at a commercial art space and thus
emphasized the blur that occupies the space between "art" and lived
life. The police were no longer using the building and it was an
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immobile block of concrete on a busy street, a corner convenience store
next door.
This paper explores the psychoanalytic basis for the artwork and
the affective response to it vis-a.-vis Julia Kristeva's concept of abjection,
Sigmund Freud's concept of the Uncanny (Unheimliche), and Jacques
Lacan's notions of the three psychic registers: The Real, The Imaginary
and The Symbolic. Through these ideas, an investigation into the
meaning-making that occurred when a "real" site was conjoined with
pre-made "art", and traversed by people whose responses carne to
define the installation, is mounted in this essay that confronts what
Art Education too often leaves out in favour of visual domination,
namely affect and the experiential- the main idea being that the

experience itself being what the art is, as opposed to a tangible object
that results from the experience. I argue that there is a lack of focus on
contemporary art and the related conceptual and philosophical issues
in art teacher training, and that this is ultimately detrimental to the
teaching of art k-12.
Art Education too often avoids the political and social issues
embedded in the world of art and asks too little from its' students in
the way of theory and philosophy. The schism that often exists between
departments of Art and Education results in a discrepancy in what is
being taught and what work is to be done once teachers enter the
schools: a Fine Arts student is typically, and more so recently, expected
to support their artmaking practices with critical theory. They are shown
numerous examples of other artists' work and philosophers' writing
without crippling worry as to its' appropriateness. I venture to say
that the norm in k-12 art rooms is to avoid showing work, especially
contemporary work; I've hears many excuses why this isn't done, from
"they would never sit still", to not having the resources. In this context
the common consideration of art is that art should not be on the edge,
that art should not be, and is not, a threat, and that art should not make
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you question things outside of the realm of personal expression and
skill-building: art is of no consequence, is irrelevant, and doesn't have
anything to do with anything. This attitude is a negation of art's effect
in the world, both past and present. There are too many teachers who
embody this safe approach at the expense of their students', and their
fellow teachers' and administrators', interest levels. The rarer teacher
who refuses to go in this predictable direction has usually received
more studio training and has had a wider breadth of exposure to
contemporary practice and theory, yet they also often encounter
conflicts within their teaching institutions because of this more risky,
yet contemporarily appropriate, attitude.
Precinct is an example of art that steps outside of its self-imposed
restrictions and, in doing so, successfully jettisons the pedagogical idea
that art is an aside to life, a hobby, a release-time, a therapy, "play",
and an "easy A". In decentering the space of art experience, and in
reterritorializing the work that art does, Precinct challenges the aesthetic
and social role that art has in our society, favouring art that creates a
space for questions, a space of questioning. As an example for students
of art, Precinct eschews an object-oriented definition of art in favour of
an art that displays in its own manifestation of the conditions from
where and when it arose. An artist is a collector, an archivist, finding
the material for their work in the world all around, the content being
broader than an individual narrative. This precinct place is not neutral,
for its history is embodied in its walls, its signs, its dirty floors, in all
that was left behind, including a collection of photographs left in the
garage to be bulldozed along with the rest of the site. In interacting
with the real environment of the police station, art extends itself and
intertwines with memories, those of the site and those of the visitors.
The Lacanian register of the Real lies beneath articulation, a realm
for memories that escape and transcend experiences to mark the site of
an unapproachable trauma that repeats. The Real involves a desire to
be recognized through emotional mirroring; "where one can experience
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one's own emotions resonating with and amplified by" others (Bracher
2002: 95). According to art theorist Hal Foster, art today shows a radical
shift "from reality as an effect of representation to the (Lacanian) real
as a thing of trauma" (Foster 1996: 146). Since (failed) articulation within
the Symbolic Order is dependent on language, experience and
temporality had precedence in the Precinct show, in order that an
articulation of affect, through abjection and an encounter with the
Lacanian Real might potentially take place. The role of the Other in the
Precinct acted as a shaper of experience for the people going through
the space; the artwork, as blended with non-art ephemera, triggered
responses that, in themselves, became the art, became the work. By being
pushed and cajoled into the place of the Other, the experiencees took
on a shared encounter in which all are other and in which, following
Kristeva, we are all foreign to ourselves across race, gender, class, etc.;
the Others as manifested in and by Precinct share the common trauma
of childhood lost.

A Real Place Cited:
"The uncanny might be understood as a response to the real shock
of the modern" (Vidler 1992: 9).
The precinct building is of a modern design, embodying the
Modernist project of progress-through-design, utopia-through-space.
It is a cube with one main floor and a basement, made of concrete,

painted white, recolonized with the black marks of graffiti. The main
glass doors bear a file folder taped to the window with "Police have
moved to downtown station", scrawled in pencil, almost as an
afterthought. Where once they occupied this lower class neighborhood,
the paternal presence of the police and their authority have left behind
an abandoned building, once again open to the public on this day of
exhibition. When people first walk through its glass doors, they are
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confronted by a tall wall covered edge to edge, floor to ceiling, with
the photographs that were left behind in the box in the garage: mugshots
stapled onto identification cards with bits of information, family photos,
school yearbook portraits, snapshots, and one especially startling image
of a woman being hugged by a man stamped

"RAPED".

White chalk

outlines of (dead) dogs are on the floor that become smudged as visitors
cross them- we cannot leave dead dogs lying there; we have an ethical
responsibility to make them live again, if only through this representation, as we do the subjects in the photos. This wall is an
introduction into the space of Otherness that the Precinct always was
and continues to be. It was once a processing center of the
disenfranchised, the deviants from The Law: the minority-as-criminal,
the woman-as-raped, the ones who couldn't fit in or obey, boys and
girls. Their state of being lost to us through time, as manifested in this
photographic exhibit, provokes in the viewers a fear of loss in
themselves.
These images serve as citations, much as the ones the police
handed out, now being handed back as a collective attempt to excavate
what was buried, from the unconscious to consciousness. Their
indexical value, as Walter Benjamin commented about photographs,
makes them "capable of verifying authentic presence". These people
belong to the site and, through their resurrection into the light of day
and updated time, their virtualized presence points to an actual absence;
what was private (i.e.: "RAPED") becomes public. This is an archive that
only becomes accessible to all by being unexpectedly found. It is a
startling cold fact that all of these fragments of lived life were left to
never be witnessed again. In this mass presentation - this excavationthe wall takes on the status of a pu'blic memorial. The people
represented on the wall are strangers to the people who look at them,
yet viewers feel loss as manifested in the details accompanying the
physical, visual remains: she was five feet ten inches tall; she was
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reported missing on July 12, 1966. Everyone looks hard at these bits of
data, trying to pinpoint exactly what's been lost in the visual clues.
Because we never knew them, "it is in the affect produced upon the
stranger-observer that the real work of the memorial lies ... one is
possessed by the structure of a loss, but the place that ought to be
occupied by the lost object is vacant because you never knew them"
(Franses 2001).
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"Photography is a mode of bereavement. It speaks to us of
mortification" (Cadava 1995: 224). As momento mori there are boxes of
images on the countertops that divide the open space, a void really, of
the main floor. People stand at the counters and go through the boxes,
their entrance into the building sets up the loss that is embodied within
it and that we continue to explore and experience throughout it. The
familiarity of the people in these photographs attracts, as does the
curiosity about why they were arrested: how could they be missing,
where are they now? If I was missing someone, I would look through
the photographs, hoping to find them, for a photograph is a trace and
a mark of them having ever existed at all. And I see so many more
ghosts, each one perhaps missed by someone somewhere. Each time I
look, I see him and he looks back at me and a connection is made in
that frozen stare, my mobility taking away a piece of him through my
uncanny acknowledgment; "einfuhlung -an identifying harmony- with
the strange and the different" (Kristeva 2004: 226). In this image he
belongs to no one since he is unknowable, only a phantom now. He is
what I fear to become, lost and other to the here and now, what I
unconsciously know that I am:
With the Freudian notion of the unconscious the involution of
the strange in the psyche loses its pathological aspect and
integrates within the assumed unity of human beings an otherness
that is both biological and symbolic and becomes an integral part
of the same. Henceforth the foreigner is neither race nor a nation ...

Uncanny, foreignness is within us: we are our own foreigners, we are
divided (Kristeva: 227) (my emphasis).
In his essay "The Uncanny" (1919), Freud attempts to define the
German word Heimlich only to realize that it contains a double meaning,
being at once something familiar and related to the comforts of a home,
as well as referring to something kept hidden from view: ''Thus heimlich
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is a word the meaning of which develops in the direction of
ambivalence, until it finally coincides with its opposite, unheimlich."
Can something be both familiar and unknown? In this double-meaning,
unheimlich is not the opposite of what is familiar, but acts as a "sub-

species" and points to what is being brought to light, to recognition:
"The uncanny is that class of the frightening which leads back to what
is known of old and long familiar" (Freud 1919: 220). What is intimate
can indeed be secret. The "un" is a "mark of repression.
Uncanny architecture is meant to discomfort and unbalance
expectations (Tschumi 1977: 214). "A deconstruction" of the site
"undermines the modernist tradition ... makes the site look back at the
subject" (Eisenman 1992: 21). In this reflection the precinct site has been
cited for its history in the crossing of private into public. The people in
the photographs were once taken out of the public and processed
through this site, now to be turned back to the public once again, as
specters, as phantoms. The police themselves are represented by their
inordinate amount of empty forms left behind, blanks not filled in but
with linguistic categories like "date of incident" remaining. These
remaining blanks represent the ultimate impotence of their authority;
what can possibly be written about that incident? Who is telling the
story? People from the neighborhood, people walking by on the busy
commercial street, came into the building unaware that an "art" event
was taking place. They knew the place, they may have even been in it.
They looked through the images, as did all of the visitors, perhaps for
specific people, perhaps wanting to put to rest the questions that were
left behind.
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"No act, no event falls empty; there is no pure expense, no pure
loss in history; everything we do is written down, registered
somewhere, as a trace which for the time being remains
meaningless but which, in the moment of final settling, will receive
its proper place" (Zizek 1989: 42).

Sight Isn't Enough:
Sight isn't enough. There is a presence "hear" simultaneous with
the missing, embodied in a little girl's voice piped through the old public
address system, crackly and sing-songy, repeating lyrics written by a
grown man, lamentations of childhood fantasies at once lost and still
desired, imaginings destroyed by adulthood and the unavoidable
entrance into the Symbolic Order:
Maybe I just wanna fly
Wanna live I don't wanna die
Maybe you're the same as me
We'll see things they'll never see
You and I are gonna live forever
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Hey you up in the sky
Tell me how high
Do you think you'll go
Before you start falling
Well that's just too bad
Welcome to my world.
We know just what we are
(Gallagher 1993, 4).

The "you" is everyone listening to her, everyone traveling through
the space. She appeals to us to feel, to feel with her, a spirit in the ether,
an other who wants something from us, something shared yet futile.
One of the rooms bordering the open space is marked "Juvenile
Interview Room" on the door with a sign. There's an open closet with
a pile of dirty, leaf-strewn little-girl shoes flowing out of it and into an
oily puddle on the floor. The wall has two rows of black and white 8" x
10" photographs of dolls, most of them seen shoulders up, as if they
had been lined up, one-by-one, to be photographed for this collection.
There is one where a boy leans against a wall, his head down as if in
shame, casting an extreme shadow. Each face is marked, citing their
damage, each doll a discarded object: eyes are hazy or missing, smudges
cross cheeks, hair is jaggedly cut. One thinks here of Benjamin's famous
remark that photographs are "scenes of crimes". People look at them
scared, repulsed, and intrigued, their original signification as things at
once nurturing and to be nurtured is abruptly challenged as they
become Other in their abjection from us; in Julia Kristeva's words, a
"conjunction of waste and object of desire" (Kristeva, POH: 110); by
being both, uncanny.
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According to Kristeva, one abjects from oneself what is other in
order to create the boundaries that allow us to become subjects in the
world, a process for all infants: "expelling what is deemed 'other' to
'oneself', it is a means for defining the borders of subjectivity" (McCaffee
2004: 57). To become a distinct self, one needs to have borders,
demarcations between oneself and what is not oneself, starting with
disconnection from the mother's body, "the child's own origin"
(McCaffe 2004: 45). What we were once a part of becomes other to us,
yet still retains traces of our presence. Our desire is born for what we
cannot have. Subjecthood cites separation, and separation necessitates
the entrance into the Symbolic Order. One reading of these dolls then
is that, not only are they what ha ve been abjected, but they have become
abject in their existence in between damage and desire, representing
abandonment by the children who once owned them, and here
becoming ambiguous objects of fantasy, fixed in the Imaginary,
transformed into objects of the uncanny for those who look upon them:
"the uncertainty that I call abjection" (Kristeva, POH: 208). The adults
viewing these images have repressed their own casting-off of dolls or
stuffed-animals that they once knew intimately, for it was a violent act
and accompanied by loss and probably guilt that has since been
repressed. In seeing them so marked, so scarred and full of neglect, the
abjection that is still with them comes forwards: "What is abjected is
radically excluded but never banished altogether. ... not simply
repressed because they're not entirely gone from consciousness ... they
are a threat to one's own clean and proper self" (McCafee 2004: 46).
The past and the present coalesce. Who was forgotten? Who was left
behind? Who is buried within us?
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Yet, still, sight is not enough. If, for Benjamin, photographs have
"an ambiguous status as both an image suspended in an ever-present
and (are) a concrete artifact of the past" (Przyblyski 1998: 1), than the
actual dolls embody unclaimed and hazy aura. Across the hall is a room
full of distilled light coming through the wall of dirty windows. The
dolls are suspended from a chaotic web of rope criss-crossing the
honeycombed concrete ceiling: they hang in multiple positions and at
varying heights, some falling, some flying, some barely hanging on.
The little girl continues to sing: "Maybe I just wanna fly ... ". The floor
is strewn with clumps of their shorn hair amidst more oily puddles, as
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if they went through a process stripping them of their identity. (A child
will ask if the hair will grow back.) One of them clasps a plastic bird in

its hand. As artist Ernesto Pujol once said: "Every object is guilty of a
message".

As children dolls are given to us to nurture and, in turn, we, as
children, expect them to care for us as well; they are other to us in this
reciprocity. This doubling becomes a stand-in for the mother, whose
symbiotic relationship with her infant needed to be disrupted for
subjectivity of the child to emerge, and for Lacan's Symbolic Order of
the father's law and language to organize and contain us. "The primary
narcissism of the child has the double as a protection against extinction"
(Freud 1919: 235), yet these dolls, in being abjected, have become "what
the law excludes", the unspeakable, "the other side of sacred" (Kristeva,
POH: 110). The occurrence of abjection "conjures up a memory of the
self prior to its entrance into the symbolic realm, prior to becoming a
subject proper" (McCafee 2004: 49). This symbolic realm is the stage
necessary for subjectivity to occur, the place where paternal authority
-the Name-of-the-Father- takes over for the abjected maternal body:
"The importance here of the father is that he arrives on the scene as the
intervening third party between the mother and the child ... which
retrospectively becomes the model of harmony" (Blum and Nast 2000:
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186). But the police men are all gone. And what became of the mother's
body?

Sites of In-Between:
The next room over has another wall of windows facing four jail
cells. One walks the narrow path between and finds the last cell looking
quite domestic: different patterns of wallpaper cover the walls and there
are piles of handmade knitted afghans on the platform that serves as a
bed, surrounding the toilet, blanketing the concrete floor. These blankets
make me think of the Irish Republican Army's Blanketmen, who
protested the British government's refusal to give them political
prisoner status by not wearing the prison uniforms given to them,
instead draping themselves with coarse prison blankets. Those persons
were abject as persons-out-of-place, crossing boundaries, at once
fighting for their freedom and being punished for their stand outside
the dominant discourse, abjecting themselves further by smearing their
feces on the walls of their cells in further protest of their negation in
the order. In this domestic cell, this home, no prisoner is present but
the door is open, the sunlight casts a warm glow onto the walls. There
is an odd inversion of the confines of a jail cell and the comfort of this
homey (heimlich) space. Over the bed are taped numerous black and
white images of people, mostly women, in erotic and inviting positions,
their eyes or faces or genitals covered over with black ovals, with
numbers on them instead of names, seemingly torn from a magazine
or newspaper. One knows not whether these are displayed to excite or
to repel, for they seem to do both at once with their suggestive postures
and anonymity. (Are they easier to look at because they don't stare
back?) There is a feeling of welcome that smashes up against the
knowledge that this is a prison cell; the bars cast shadows across the
people in the photographs.
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Whoever's "home" this is seems to be holding hard to some form
of intimate contact with people through this displayed collection, but
the images seem more about control than sexual excitation, since the
subjects figured lack faces or names and, as images, they are "owned"
by someone and fixed in the death of the photographic image. They
look homemade, like they were taken with cheap cameras and
photocopied on cheap paper; are they advertising themselves for sexual
encounters? They seem to fit into the realm of pornography in that
they preserve a supposedly safe distance between people, although
they don't seem to be exciting anyone: how can you tell, who would
admit to it? The photographs distance as they attract, the issue of safety
in this blanketed space relating to the precinct as a whole: "to protect
and to serve." The images operate in the realm of fantasy, representing
an ideal of a sexual partner as someone who has no name- "no strings
attached" - safer than a face-to-face relationship, an Imaginary. The
writer Martin Amis once commented on pornography as "a parody of
love so it addresses itself to loves opposite which are hate and death."
The desire meets up with and embraces the damage.
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liThe mother, her sex and her blood, are relegated to the realm of
the cursed and the sacred- along with sexual pleasure, which is
thus rendered both fascinating and inaccessible" (Lefebvre 1991:
35-6).

Nothing Disappears Without A Trace:
Down the hall stairs lead into darkness. On a landing is a storage
room with a chair placed in front of a small television that has a black
and white grainy image from a closed-circuit surveillance camera on
it. Sitting on the chair and standing around it are people watching who
is being watched: a humanoid, a human-sized dog, white with large
black polka-dots. It's sitting in a corner of a barely-lit room on a blanket.
Clearly it's someone in a dog costume but it's just sitting there and not
moving, its chin in its hand/paw. People watch and wait for some sign
of life, the significance of a fuzzy dog creating concern, another other,
like the dolls, who we want to care for and who we want to care for us.
Downstairs the basement is a blackened corridor that looms ahead
and a film projector is set there on a stool, casting a film loop on the
back wall of a pigeon in some sort of mechanical apparatus being spun
around. The sound of the projector echoing in the hallway seems to
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belong to this tortuous-looking device that the pigeon is held in. The
image is pink with age, reminiscent of elementary school film-viewing.
The loop alternates from a close-up shot of the pigeon blinking, to one
of it being spun about by this monstrous machine. This educational
science film sample subversively references Frederich Nietzsche when
he wrote that "the entire knowledge-apparatus is an abstraction and
simplification, an apparatus not directed at knowledge but rather at
gaining control over things" , its looping repetition bearing "the eternal
return" of senselessness or, as Freud posits, of trauma.
The looping pigeon is a symptom of trauma -a mark of our
repression of it- in its compulsive repetition: "Freud traced the repetition
compulsion to its vanishing point at the threshold of consciousness.
Here the symptom's loss of apparent meaning marked the intervention
of repression, a process to which he ascribed a protective function:
because the symbolic solution brings no fruition, the neurotic activity
is repeated" (Mann). And, as opposed to finding resolution in the
Symbolic Order of language, this trauma is confined within the realm
of the Imaginary, of images and fantasies, caught up in the mechanisms
of transference and identification; from us to pigeon- another helpless
animal- returning against our will. As Cathy Caruth has stated, the
traumatic event itself "is fully evident only in connection with another
place, and in another time" (Caruth 1995: 8), and trauma demands
repetition.
The image mirrors our own sense of increasing confinement as
we head down to the end of the basement, towards its last room, the
pigeon image getting larger and larger as if we are to be engulfed by it,
the basement itself manifesting our unconscious and the trauma we
bury there in the dark, by now significantly attached to our own
memories of childhood. Is this trauma being raised the trauma induced
by the ever-present rupture from childhood to adulthood? Is this
Lacan's Real confronting us as a remnant of what was not left behind,
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of what remains ... nameless? By now we are melancholic, "the result
of a less specific sense of loss, including a fragmentation from having
been slighted, neglected, or disappointed many times" (Freud 1917).

This Space is Real, It Knows Who We Are:
As the projected image slips off of our bodies we enter a room lit
by a single light bulb. This is the end of the line, our arrival point.
There is a faded painted and stained map of the city on one wall. Our
eyes adjust and there is the human-like dog in the corner. He/she/it
just sits there on its blanket. We notice how dirty its fur is. It is damp in
here. It's wearing sneakers. It must be cold. Some people, upon seeing
the dog, react audibly, crying out variations on "Oh dear," or "Oh my
god, poor thing," as they move closer, arms protectively across their
chests. Others instantly move away or leave the room altogether, not
fast enough. Two boys egg each other on, one pushing the other forward
while saying, "Kick it!" The other boy resists and they both turn and
flee. Not fast enough. Someone pats its head and it looks up at them
and we utter something endearing. Throughout, it is silent.
The experiences of displacement, abjection, the Uncanny, and
slipping signifiers culminate in a transference of all resultant anxiety
to this ultimate Other, the unspeaking, inexplicable dog, whose image
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we have foreseen, whose occupation of this space has been foretold,
whose presence really never left us as absence took its place. It returns
to us now; there is an identification with it as we yearn for a childhood

ideal, as something we still desire but now know never really existed,
for it remains unfulfilled. A projection too of our hurting, lacking selves
as lost objects, and it represents this lack more fully since it is not just a
stuffed animal, a once familiar object, but an anthropomorphized one,
wearing dirty shoes, uncanny in its insistence that it is real, that it is

here, the inanimate becoming animated before us. "Memory and fantasy
work together to deal with loss, absence, and frustration", and "there
can never be remembering or forgetting without fantasy, emotionality,
and unconscious motivation" (Treacher 2000: 137).
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As subjects traversing this space, making this journey through
an allegorical unconscious, we think we know who we are just as we
feel that there's something missing. We are uncanny beings. In being
confronted - no, not just "confronted", but approached and interacted
with visually, aurally, temporally, and spatially - by what is uncertain
in both the abject and the Uncanny, this split feels. This split which is
(within) us is brought without, inside to outside, and the boundaries
which help contain our perpetual misrecognition as Lacanian split
subjects are exteriorized in symbiosis with the space of this building,

this place of abandoned paternal authority and condemned maternal absence.
To quote Michel de Certeau in regards to this movement: "The
circle never quite closes, rather the transformations of the encounter
mean change is introduced, and there is a gap between a starting and
finishing point. This gap, the space created through the Other, drives
narratives onwards to try and fill it, yet they only reinscribe the loss"
(Crang 2000: 144).

Hey you up in the sky
Tell me how high
Do you think you'll go
Before you start falling
Well that's just too bad
Welcome to my world.
We know just what we are
(Gallagher 1994).

Teaching What We Know ...
That our failure to know constitutes our desire to know more,
should be a crucial part of Art Education. If as arts educators we wish,
as most of us do, to privilege process over product, then we need to
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engage with philosophy and critical theory that will help to satiate our
students' dire needs to know in a world where nothing is certain; they
are not "empty vessels" waiting to be filled, but are contemporary
split subjects who are challenged to negotiate a complex culture of
mixed messages and pervasive lack on an everyday basis. We need to
stop underestimating their capacity for understanding concepts that
are grounded in fundamental questions of being-in-and-of-the-world.
The Precinct show exhibited a pre-existing body of work (the dolls
and the doll photographs) into a lived space, as opposed to exhibiting
them in an art gallery, as well as intervened in the existing space and
its already-present objects and spatiality. The art gallery is typically a
sterile environment -a blank slate- that allows the work being shown
in it to be what it is without outside forces shaping it. In opposition to
this apparent neutrality, the site of Precinct shaped the work towards a social, political, and historical relevance that would otherwise be
negated or, at best, missing. There is an interplay at work between the
space and the things, and it was this very relationship and the space it
engendered that became the work itself.
In my experience as an Art Teacher I often have to combat the
claim that art is irrelevant; students who are in a required class often
make this claim and resist the art because of it. In my opinion this is a
valid claim if one sticks to a traditional and out-dated approach to
artmaking and art history. I find that so much of the artwork, from
past and present, that engages with the lived world in non-traditional
ways is simply not included in the curriculum or in the art teacher's
own realm of experience and education. Art as a force, art as idea, art
as experience and philosophy, are all concepts too often omitted from
Art Education, yet they can serve as incredible at tractors for students
who resist art because of its supposed superfluousness. Precinct, in
blurring the illusory line between art and life, acts as an example of art
that is relevant, of art that both comes to and out of an historical moment
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and place. Its engagement with people, through its archive of images
and through its opportunity-to-journey through an opened space,
crosses disciplines from Art to Sociology, to History, to Psychology.
The artist as archivist, as researcher, is an example here for students of
art to realize that art produces, not only things, but emotional and
intellectual responses and questions, that it can produce work itself
instead of just being work. Art has a social role if we are willing to go
beyond traditional aesthetics; like Theodor Adorno and Krzysztof
Ziarek, I would like to see:

a 'different' status of art in relation to forces -life, material, social
- a peculiar status that does not make art separate from society
but allows it, even though it remains embedded in and shaped
by society, to redispose its forces into alternative and transgressive
configurations that operate outside of the dialectic of critique
(Ziarek 2002: 220).
Our students struggle with the same de-centered positions as we
do, as does so much of contemporary art. In the junior high and high
school, they are at the crux of leaving childhood behind and this trauma
- this loss - can be worked through in creative ways that relate their
own world with what's going on in their school/artroom/studio. In
using psychoanalytic theories to see this work, I am trying to show
what Homi Bhabha meant when he said that psychoanalysis offers "a
way of questioning what is the private in the public and what is the
public in the private": how relevance is manifested. The Precinct show
exemplified the openness that results in bypassing the Symbolic Order's
need to define "art"; its experiential and site-specific emphasis contests
the typical product-oriented approach to artmaking found in k-12
classrooms. The current call for integrating cultural studies into art
curriculum can benefit from recognition of our (students included)
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subject positions as others, and from teaching psychoanalytic ideas and
approaches by showing how they are and can be manifested in our art
production and experience, and in our ways of reflecting back onto
them.
Julia Kristeva has written that "psychoanalysis is then experienced
as a journey into the strangeness of the other and of oneself, toward an
ethics of respect for the irreconcilable". This "irreconcilable" is a state
of being other, whether because of something as specific as the colour
of your skin, or of the internalized estrangement of our human
condition, or of the conflicted perpetual movement from child to adult
and back again. Kristeva claims that we are all other and that the other
is within us. Precinct was an opportunity to visit this upon ourselves,
thereby taking an ethical position of empathy:

"How could one tolerate a foreigner if one did not know one was
a stranger to oneself?" (Kristeva: 227).
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388 Lenin in Warsaw

Grasping the Site/Sight /Cite of the
Image: A Lacanian Explication

jan jagodzinski

Reading images psychoanalytically from a Lacanian perspective
has its challenges. The first task of this essay is to provide a way through
what is often taken to be difficult and impenetrable theory, to explicate
how the homology site/ sight/ cite can be understood in any act of
critical perception. Its second task is to make distinctions between a
psychoanalytic understanding of the subject as being 'split' or divided
(as represented by the matheme '$,' Lacan's symbol for this form of
subjectivity) when applied to art, as opposed to a naive realist subject
of representation or a savvy poststructuralist (decentered) subject of
postmodernity. For this second task, the question of what constitutes
an 'object' for a subject in psychoanalysis comes front and center when
discussing visual culture.
To begin then with the homology: the first site is identified with
Lacan's psychic register of the Real (capitalized to distinguish it from
the 'real' of naive reality-the idea that reality is solely what the senses
reveal). The Real is the very opposite of 'reality' as such. The Real was
Lacan's punning claim that there is a psychic level that eludes our ability
to see or to say anything about it. The Real is always present, however
its presence can only be felt retroactively and only be theorized
negatively; that is to say, the unconscious Real reveals itself by what
Freud referred to as acts of Verneinung (negation) in the symbolic
register, as well as acts of Verleugnung (disavowal) in the Imaginary
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register, while an act of Verwerfung (foreclosure, rejection) in the Real
meant a fall into psychosis where the authority of the Law had been
rejected. Language itself becomes objectified and disembodied. The
subject finds no place in the social symbolic order. Verneinung is
attributed to the level of speech acts where conscious negation hides
its opposite, unconscious affirmation. Verleugnung concerns an act of
conscious perception where the sight of something is denied (leugnen)
and immediately redirected to a fetishized object to fill in the missing
gap created by the perceptual disavowal. Lastly, the foreclosure of the
Law, Verwerfung, means that something is "thrown away" (werfen),
dismissed or refused. In Lacanian terms this is the refusal of The N ameof-the-Father in patriarchal societies like our own. Overseeing the
general symbolic order are the acts of general repression (Verdriingung)
as well as misunderstanding (Verdichtung), in addition to Verneinung
(negation) as previously mentioned (see Lacan 1993, pp. 82-84). The
point being that all of these acts are anti-hermeneutic in nature: they
defy interpretation (sense-making) as well know it.
It seems perhaps odd for visual cultural art educators to cope

with a dimension that alludes both speech and sight, but this is precisely
what is being claimed for a psychoanalytic understanding of the image
and its critical interpretation. The Real refers to what is absent, outside
the frame of perception and potentially abyssal in its comprehension,
a variation of which is referred to as mise-en-abfme ",:hen potentially a
story within a story is never-ending in its multiple enframings, such as
the final scene in the sci-fi film Men in Black where the camera telescopes
away from the earth reaching a point where two alien creatures are
playing dice with the earth. Further telescoping from this scene is
possible ad infinitum. It is possible, of course, to reverse this same
telescopic frame within a frame in the opposite direction as in the films
of Charles and Ray Eames such as the Powers of Ten (1977) and enter
the bodies of the two MIB characters, from which the scene started,
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into the recesses of quantum physics, never coming to a final resting
place of 'matter.' Matter itself becomes ephemeral, but now has 'force,'
or immanence as theorized by Gilles Deleuze throughout his long
career.
The Real is always with us in the act of looking, and it is site specific.
Calling it site specific means that the Real always refers to a singularity,
a singularity that enables a frame to emerge. If this sounds too mystical
or confusing at this moment, I ask the reader to be patient as this essay
unfolds. The Real, not being signified nor figured, can only show itself
topologically in the singularity of a site (see Wajcman, 1999). It is where
the subject for Lacan dwells: not the subject of seeing or speaking, of
sight and speech-which he refers to as the ego or me (moi), nor is this
a grammatical subject that language offers by way of numerous
pronouns that can be occupied as we read; rather it is a subject of the
unconscious-the singularity of "I" or

Ie,

as traced by memories,

forgetfulness, associations and disassociations, traumas, loses,
mourning, melancholia and so on-all the' other side' of one's known
autobiography. All looking involves this unconscious subject. It comes
into play despite ourselves. It is an excess that always betrays our selfassured confidence that we say what we mean and mean what we say.
The second sight seems simple enough. It refers to the Imaginary
psychic register-to the figure, to the framing of phenomenological
perception, and to Gestalt psychology. This, of course, is the place where
visual cultural education hegemonically dweIIs through its numerous
cognitive perceptual schemas and nets. Yet, this is precisely the register
that Lacan identifies as the seat of fantasy and mis/re/cognition

(meconnaissance). It is "mis" cognition in the sense that the imaginary
refers to a mirror-self that is spectral, and a "re" cognition in the sense
that we have no choice but to identify with this alter-ego spectral self
(our imago) when we are in and of this world (as dasein). Paradoxically,
it is also the psychic register where creative play can happen to break
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the perceptual constants that frame us. As the seat of the conscious
self, it is where the conflicts of vision are at play. However, as shall be
shown, within this "idealogical" playground of signification lays the
dark stain of the Real as objet a, framing the imaginary.
Lastly, cite refers to the Symbolic order, the order of language and
the signifier whose status can be iconic as a particular cultural code
structures our ideologies that are either consonant with out Imaginary
fantasies, or resistant to them. The cultural Law governs this Symbolic
order, however, there is always a "state of exemption" which brings in
the shadowy "obscene supplement," the clandestine activities that take
place outside the Law knowingly sanctioned by those who claim to be
upholding it.]
With this preliminary exploration of the homology site/ cite/ sight
in place, which knots Lacan's three psychic orders (Real, Imaginary,
Symbolic) in complex ways, I turn to what makes psychoanalysis an
important theory to help us think through the banality of the image in
postmodernity. I use the descriptor banality purposefully here to indicate
that in contemporary society the mediated image surrounds us
everywhere. Virilio (1988) gets it right when he said,
From now on everything passes through the image. The image
has priority over the thing, the object, and sometimes even the
physically-present being. Just as real time, instantaneous, had priority
over space. Therefore the image is invasive and ubiquitous. Its role is
not to be in the domain of art, the military domain or the technical
domain, it is to be everywhere, to be reality ... I believe that there is a
war of images ... And I can tell you my feelings in another way: winning
today, whether it's a market or a fight is merely not losing sight of
yourself (pp. 4-5).
It is this ubiquity of images that makes them banal. Yet, the
question emerges as to why certain images are then invested with a
force that maKes them stand out for the viewer, and catch his or her
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attention. Such a question can be answered by coming to an
understanding of Lacan's notion of the object-more precisely- objet
a

in his lexicon whose singularity belong to the Real. It refers to the

haunts of absence and the cause of desire-that which invests the banal
image with a "magic" or force of its own. To explain this I start with a
joke.

A Joke: Lenin in Moscow

Figure 1
A Moscow art exhibit displayed a picture (figure 1) of Nadezhda
Krupskaya, Lenin's wife in bed with a young member of the
Komsomol- the Russian "Communist Union of Youth." Below the
work was displayed its title "Lenin in Warsaw." A visitor, after closely
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examining the image, and then reading the title became confused. 50
he politely asked the guide, "but where is Lenin?" The guide, quietly
and without a wink turned to the visitor and replied, "Lenin is in
Warsaw."
The visitor's mistake occurs because s/he presumes a 5ausserian
semiology (1966), that is, a direct representational relationship between
the image and its title--as if there was a direct relation between a sign
and its referent. This has been the dominant assumption around for
quite some time. Art educators have become a lot smarter since the
time of this joke that has been around at least since 1918. More specifically, Visual Culture art educators have been clever enough to embrace
a semiology that has taken a poststructuralist turn. The dominant field
of visual research that has embraced these poststructuralist tenants
maintains that there is no metalanguage, attempting to escape the
naivete of "presence" (as implied in the joke) - that vision has a direct
access to the referent, still embraced by many in the visual field through
such claims as "art speaks for itself;" all we need to do is mystically
"feel it" and so on. Or, yet others who embrace a phenomenological
perspective main-

taining that the "thing-in-

itself"- the refer-

ent- can be "captured"

through

visual

means alone, claiming a

visual realm for

themselves to demarcate a

separate and distinct

visual field from all forms

of text that haunt the

image through the specter

of language. During

the heyday of modernist

formalism,

works of Mark Rothko

the

(e.g., figure 2) have been notorious for promoting this direct access of
meaning through the color field alone. This metaphysical tradition of
modernism does not easily go away.
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Let us get back to the poststructuralist position-brought on by
the digital age-and address those visual art researchers who have
embraced a cultural studies approach where hybrid forms of art,
combining visual and textual forms together have become standard
practice, such as the well-known works of Barbara Kruger (fig.3).
Kruger's work turns the ad vertisement message in on itself. The play
of the signifier had become so pervasive in advertising in the 80s, so
much so, that the process of interpellation became the subject of her
art, broadly drawing on the theoretical writing of Althusser (2001).

Figure 3. Barbara Kruger
In poststructuralism the position of metalanguage has been

rejected and replaced with the ground zero of ordinary language and
the banality of everyday images. Ordinary language and the banal
image from this poststructuralist claim is its own metalanguage, which
leads us into the quagmires of multiple interpretations -the game of
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endless semiosis that hermeneuticians are fond of playing to extract
multiple meanings to answer, for instance, in the above figure, "Why
is the girl making this face when it comes to money and love?" We
have here a self-referential textual language and visual imaginary based
on difference that is savvy in its claim that the referent can never be
known. We have a distancing from "reality" that is constructed and
reconstructed, the endless slipping signifiers which de(sign)er
capitalism requires to sell more products. As many critics pointed out,
it did not take long to commodify Kruger's own output, establishing a
"signature style" and selling her work at the art world boutique of
Mary Boone Gallery, New York (Gleason 1999). In lieu of leftist activism,
her radically chic style of sound-byte catch-phrases, meant to shock,
came to a political dead end. The subject of her address can be read
just as cynically as her savvy style itself. The object of her ridicule is
not the media, the corporate sector nor patriarchy, but her contempt
for the unreachable and unconcerned proletariat who seem to ignore
the emancipation call by a moneyed leftist intelligentsia positioned in
universities, colleges and in the culture industry. A disdain for the
average working class person haunts her work, since her call to reeducate the "masses" fails to do much more than affirm that those who
have the power to selectively consume, find mass consumption a vulgar
business. This, then, is the quagmire of multiple interpretations: it
relativizes all interpretations as simply being ideological, avoiding the
social consequences that each reading claims for its "truth" value.
Visual art research, in its more critical poststructuralist
manifestations, is engaged in sign wars (cultural wars), attempting to
hijack the signifier back from designer capitalism, to decenter it, resignify its meaning and so on. Kruger exemplifies such a liberalist
process. Most of this in done to disrupt discourses, to foster critical
thinking and emancipation by a good-intentioned leftist intelligentsia
caught by their own situational contradictions of privilege-what I have
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called elsewhere a form of "romantic resistance" (jagodzinski, 2003)
whose roots go back to Dadist tactics and the Situationists of the 50s
and 60s where detournement and the psychogeography of derive were
the critical strategies. The difference between the generations seems to
be the failure of contemporary critical artists to exploit liminal spaces
that cannot be so easily reterritorialized into commodity status-like
Kruger, for instance. One thinks immediately of Critical Art Ensemble
(CAE), a cell of artists who have practiced forms of cyberspace and
performative resistance art that eventually led up to the persecution
by the FBI of one of its leaders, Steve Kurtz on charges of bio-terrorism.
This infinite self-referential and self-interpretive play of language
in its visual translations - what often appear in Arts and Activities as
school projects that quote art history, or that parody and pastiche the
visual historical record and so on-to produce a self-reflexive, often
ironic subject position, perhaps best exemplified by the long-standing
television series The Simpsons, where self-referentiality abounds in
laughter. It is a way of simply affirming that there is no escape from
the capitalist designer imaginary. We live in an intermediated world of
images that promotes a continuous cynical "winking" at its audience.
All the monsters are beginning to lose their bite as the Disney machine
turns them into animated cute and cuddly animals and robots. Tim
Burton seems to be alone in trying to save the macabre. As "romantic
resistance," I would maintain that no artist can out-sign the capitalist
enterprise-unless, one, of course goes outside the law in such forms
as graffiti and social action performances. But even here, the streets
have become policed, and graffiti has in turn become more and more
like decoration for spectators rather than the civil disobedience and
transgression it once carried. What spaces are left then for artists to
exploit, which refuse reterritorialization by capitalist commodification?
Within the institutions of the art gallery, museum, and avant-garde art
departments in universities that attempt to "teach" subversive
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strategies, an impossibility according to James Elkins (2001), leaves us
often with a practice of Cadillac Marxism, a post-marxism of romantic
resistance best illustrated (perhaps) by the cartoon below.

The poststructuralist ironic self-reflexive subject that is being
shaped through such a curriculum of visual culture, but also including
visual research, criticism, projects and so-forth-sometimes in the name
of critical and emancipatory thought that does away with metalanguage
and the naIve metaphysical presence of the image presents the case
that there is no pure object-language and no pure visual imagery. No
textual language and no visual imagery that would ever produce a
purely transparent medium that captures "pure experience," and yet
there is an insistence in the field of visual studies that "something" of
this referent (that is the object) as unmediated reality comes through
and affects us. So, on the one hand we have a naIve notion of
representation that continues to mask itself as "reality," as in absurdity
of "reality television", while on the other hand we have this savvy
ironic self-reflexive subject who knows that it's a constructed
representation through the use of elaborate rhetorical structuring
devices, which either plays with it or tries to do it one better to expose
this very constructedness.
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I can, for instance, can construct an ironic subject position by
making a viewer aware that that the first image (Lenin in Moscow) is
simply a collage representation of the imaginary "real" painting of
Lenin in Warsaw-if it ever existed in the first place (see figure 4).

figure 4
I would-however- maintain that neither one of these positions,
which form the binary of de(sign)er capitalism, is able to come to terms
with the way images might be read with a "rigor" that disrupts the
naivete of the neoliberalist subject of presence and the so-called
decentered multiple subject of poststructuralism. At this point, I could
leave the reader hanging as to why the Lacanian subject is able to do
just that-disrupt this binary. I present this puzzle in figure 5.
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figure 5
From a Lacanian standpoint, that "there is no metalanguage" and
no meta-visual imagery has to be taken quite literally. All visual and
textual language is an object-language; there can be no visual and
textual language without an object- a referent always appears. Hence,
even when it looks like the subject is caught-up in a web of selfreferential movement, in the recesses of inter-textualities, apparently
only speaking about itself, not truly being able to say what he or she
wants or means to say, or means what he or she wants to say, there is
an objective non-signifying "reference" to this movement.
Let us return to the joke, "Lenin in Warsaw" -to the absent third,
Lenin- as the bearer of the prohibition of the sexual relationship. In
the Lacanian psychoanalytic sense, this is the object of the picture. The
title names the object that is lacking in the field of what is depicted,
while the visitor remains caught by the trap of metalanguage. He
establishes the same distance between the picture and the title as
between the sign and its denotated object, as if the title speaks about
the picture from a kind of objective distance, and then looks for its
positive correspondence in the picture. A bit like the anecdote told of
Picasso.
Picasso once found himself discussing art with an American GI
who professed to dislike abstract paintings because they were
excessively unrealistic. The artist said nothing and the
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conversation moved on to such other subjects as the Gl's girlfriend
- a snapshot of whom he proudly showed Picasso. "My," Picasso
exclaimed, examining the picture, "is she really that small?"
Again the work of art does not have a direct correspondence to
reality.
So where is the object (as objet a) indicated by the title that is
depicted? Like Magritte's famous "This is not a Pipe", (figure 6) the
title and the picture is not connected by representation, but rather rest
on the same surface, as part of the same continuity as the picture. "This
is not a pipe" but a picture of the pipe is just one of the three possible
readings of this work that Magritte mobilizes to problematize the
referent which itself is about the impossibility of the referent. 2

figure 6
The title and the picture in the joke's case occupy the same plane
as well, with the title embodying what is missing from the picture inside
the same signifying plane as the picture itself occupies. Its distance
from the picture is strictly internal. It is therefore not present to the
Imaginary nor to symbolic language. It makes an incision or carves
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into the picture such that something must fall (out) from the picture-not its title, but the object that is replaced by the title. Lenin's absence
is the void around which the picture frames itself-Lacan's objet a. The
picture becomes the materialization of Lenin's absence, which is what
"frames" the viewer's vision (figure 7). Hopefully, this now explains
the riddle of figure 5.

figure 7
Objet a is the missing piece that structures vision-as represented

by the black rectangle whose abyss lies in the viewer. This is where the
viewer connects to the image, the abyss of the joke. In this case its very
absence is what makes the picture possible--to exist at all. If Lenin
were around, Krupskaya may not have dared the sexual encounter
with her young lover. The image, indeed, could be used as blackmail
since it now refers to the obscene supplement as established by the
patriarchal laws of marriage.

Objet a: The Cause of Desire
The title of the picture functions as the Freudian
Vorstellungsreprasentanz-the representative that is the substitute of
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some other representation-a doubled representation. The German
word is composed of two types of representations (Vorstellung and
Reprasentanz). The title (as Vorstellung) is the signifying element filling

out the vacant place of the missing representation (Reprasentanz)which is the depiction of Lenin himself (Lenin in Warsaw). The
Imaginary visual is juxtaposed with a missing object that is recalled by
the title. Here we have three psychic registers working-the framed
Picture itself as the Imaginary, the Symbolic as the linguistic signifiers
of the paradoxical title, and then the Real as the absent place of Lenin
in Warsaw-the three site/ sight/ cites.
The field of representation [in German Vorstellung] is the field of
what can be represented. The problem is that not everything can be
depicted (represented). Something has to fall out. The claim that "Lenin
must be in Warsaw" and the title take the place of this missing void, of
the "originally repressed" representation (Reprasentanz). Its very
exclusion functions as a positive condition for the emergence of what
is being depicted. If Lenin were not in Warsaw, Nadezhda Krupskaya
could not be with the young Komsomol member (see image, below)).
The content of the picture (as subject-like when we ask what is the
subject of the picture), in this case Nadezhda Krupskaya with a young
Komsomol member has (again) an object (a)-namely, Lenin in Warsaw.
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For Lacan, any signifier has the status of a Vorstellungsreprasentanz
-subject to this double representation. No longer a simple Saussurean
material representative of the signified, it acts as a substitute filling out
a void of some originally missing representation. It does not bring to
mind yet more representation rather it brings out the lack of it -Le.
Lenin in Warsaw. It 'fills' up, or puts a stop to what is referred to as a
'hole' in the Other (Other here refers to the Symbolic order-the field
of representational signifiers) so that its appears w(hole). The

Vorstellungsreprasentanz is the pure, reflexive signifier incarnating the
lack itself, which then fills out the void of this lost object, like the joke.
Magritte was a master at presenting us with titles that recalled the absent
object in his images. But as soon as the Vorstellungsrepriisentanz fails to
be connected to this hole or lack in the Other [the field of representation],
to the falling out of the object, it then simply functions as a 'title.' When
this happens a title merely limits possibilities of interpretation, the
metalinguistic process of becoming entangled in the hermeneutics of
figuring out just what the picture "means." Such analysis can lead to
the play of relativism (as multiple interpretations), but the more difficult
work would be to try to figure out what makes the fantasy frame appear
in the first place.
It is the fantasy of the enframed work of art that provides us with

the half-truth of those who maintain that the work stands alone, that it
requires no analysis, and so on. But this fantasy structured by the frame
is precisely where the lure of the object as object cause (a) of this fantasy
resides. It is this unknowable object that holds the various imaginary
discourses together to create the reality of the Symbolic order with its
hegemonic fantasmal imaginings. Rigor is required to comes to terms
with the non-sense signifier that holds the frame together; only in this
way can the fantasy be exposed for what it is, what sustains it-why
Lenin must be away for Krupskaya to have her fun.
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Rigor, from a Lacanian psychoanalytic initiative, becomes a search
to deduce what might be the objet a that frames vision. What structures
your, a nation's, or an audience's imaginary fantasy of the world, the
symbolic reality that is sustained ideologically by the object a? As it is
the seat of ideology, the task then becomes to interrogate and question
this objet a, this cause of desire-to see whether the fantasy should be
ruined, exposed, discarded and transformed because of the
consequences of its ethical and political implications.
In the joke our complicit laughter simply affirms the truth of this

objet a, that sustains a fantasy of illicit transgression (obscene
supplement) by Krupskaya-exposed and made obvious in this case
by the signifiers of the title. Perhaps Lenin himself would not have
laughed, but then again, he's in Moscow!
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Notes
1

Most recently the philosophical output of Giorgio Agamben

(2005) has developed this state of exemption within the sovereign Law.
2

A second reading reverses the first reading that an image is not

represented by its text by focusing on the demonstrative pronoun "this,
" which can only refer referentially to the sentence. Hence, "This"
(particular discursive statement) is not the image of a pipe. Lastly, a
third reading emerges by doubling the demonstrative pronoun. "This"
(referring to the entire image of a pipe as not represented by the
discursive signifiers) is not a calli gram where image and word come
together (like a poem about smoking in the form of a pipe). See Foucault,
1983
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