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INTRODUCTION
At its heart, MAP 2013 is about creating a 
space for group work – bringing people and 
organizations together to produce projects rooted 
in art, which start productive conversations and 
create positive change around critical issues that 
have a local and global impact. 

Problems connected to climate change, social 
justice and other pressing concerns have not 
been solved by relying upon the usual alignments 
and networks. It’s time to build new partnerships 
that include people from diverse backgrounds, 
bringing different experiences, knowledge and 
skills to the table.

Indeed, collaborative change-making projects 
are beginning to happen on both micro and 
macro levels throughout the world. One of MAP’s 
objectives has been to produce and present this 
work through our programs and social networks. 
Grounded in consciousness and service, valuing 
the process as much as the end result, MAP is 
an effort towards cooperation that will benefit 
humanity as a whole. Our intention with MAP 
2013 is to realize these objectives more fully by 
exploring the diverse ways that project-based art 
can interact with, and impact, communities. 

Working in partnership with people and 
organizations from other disciplines, artists are 
generating new ideas and methods for tackling 
urban, social and environmental problems. Their 
expertise and skills are valuable resources that 
are helping us to shape and advance public policy. 

The artists, architects, designers, educators and 
organizations that are a part of MAP 2013 are at 
the forefront of this movement. 

The projects produced for MAP 2013 connect to 
issues of specific concern to the greater Dallas 
– Fort Worth community, as well as to the wider 
world. You can read about these projects in Part I 
of this book. Part II features essays about project-
based art and Part III introduces new proposals 
and projects by MAP affiliate artists. Part IV is a 
directory with information about each MAP 2013 
artist, organization and event. 

More than a record of an exhibition, The MAP 
2013 Workbook is a place of ideas, conversation 
starters and of hope. It is meant to inspire. Take 
notes, question, agree, disagree, wonder and 
let your imagination go. When you are finished 
reading here, you can continue the journey at 
makeartwithpurpose.net, where you will find 
information about other artists and organizations 
dedicated to producing art that uplifts our greater 
global community.

Janeil Engelstad
Director 
MAP – Make Art with Purpose / MAP 2013   
   

No one person can answer the questions of meaning 

in this world today. And, as has always been the case, 

no one person who has an answer (and there are such 

people) can simply give it to another ready-made. 

No, it is thinking together, under strong conditions 

of serious search, that a new understanding can 

be approached. Group communication, group 

pondering, is the real art form of our time.

- Jacob Needleman
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I: THE PROJECTS
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What is the potential of your profound thought in these times of Deep Crises?

This question is the foundation for the Agents of Change process, to be used by people where the 
Ocean levels rising 10 feet by the year 2107 will affect lives.

Agents of Change is a thought space that expands the potential of our profound thought through
working as a Social Organism. It is an opportunity to reflect on concerns and issues that 
emerge from profound insights and explore their relevance in relation to Climate Change.

The Agents of Change project is a Social Sculpture Deep Connective Intervention.

The Agents of Change project is a new method of engagement.

AGENTS OF CHANGE
James Reed
Eastfield College

Oppos i te Agents of  Change ,  Mu izenberg South Af r ica,  Photograph,  James Reed, 2010

PROCESS

The Agents of Change methodology is a process 
of Deep Listening. 

The Agents of Change methodology, which is 
used to engage with the process of reflection and 
orientation, is made up of group conversations, 
research apparatus, and a Public Research 
Intervention.

There are three stages.

The first stage is a discussion is opened through 
Group Conversation.

The second stage includes work ‘On Site’ — the 
Public Intervention — with the Agents of Change 
kit. Each Agent of Change (kitted out) stands 
along the water’s edge in a public space. The kit 
is made up of a set of life jackets, 10 foot tall 
water measuring sticks (indicating the level of the 
ocean in 2107) and a small journal.

The third stage involves connecting people’s 
understanding from their experiences and 
thoughts through Group Reflection and 
Discussion.

ORIGIN

The Agents of Change project was collaboratively
developed (2006/2007) by James Reed, Practice
Based Researcher, and Shelley Sacks, Director  
of the Social Sculpture Research Unit at Oxford 
Brookes University (www.social-sculpture.org),  
as a creative initiative of Earth Agenda,  now 
University of the Trees. James Reed, based in 
Portland, Oregon, is the project leader for the 
Agents of Change project.
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The Art of Sahrawi Hospitality is an interactive 
installation inspired by Kahn’s project, Dining in 
Refugee Camps: The Art of Sahrawi Cooking, a 
cookbook produced in solidarity with the people 
of Western Sahara.

In 2009, Kahn was invited to create an art project in 
the Tindouf Refugee Camps in Southwest Algeria 
where the majority of the Sahrawi population 
have been living since 1975 when they fled from 
armed forces invading from Morocco.1 Kahn 
spent a month cooking with Sahrawi women in 
their improvised kitchens and eating with their 
families in order to document the traditions and 
rituals of the Sahrawi meal through the women’s 
personal stories of survival. Through photos, 
drawings and images, the cookbook is a culinary 
journal that provides a view into the complex 
roles that Sahrawi women assume in order to 
provide strength, hope and history to a society 
compromised by war, occupation and exile. In the 
camps, Sahrawi women have empowered their 
communities by forming a series of educational, 
cultural and social cooperatives that structure 
daily life. These initiatives provide a sense of 
“home” to a population who are “homeless.”

THE ART OF SAHRAWI HOSPITALITY
Robin Kahn &  La Cooperativa Unidad Nacional Mujeres Saharauis 
(The National Union of Women from Western Sahara)
Main Street Garden and Ro2 Art

Oppos i te The Art  of  Sahrawi Hospi ta l i ty,  co l lage on paper ,  2013

At MAP 2013, The Art of Sahrawi Hospitality 
included the raising of a typical Sahrawi tent, (or 
“haima”) by a group of Sahrawi women. In Dallas, 
as in every Sahrawi household, the tent functioned 
as the center of social life where families met as 
a group, and with friends, to relax together, drink 
tea and enjoy each other’s company.

With the women in charge of this domain, 
hospitality is the catalyst for social engagement 
providing a welcoming sanctuary where, “the 
public is invited… into the heart of the Sahrawi 
world… to not only learn about their plight but 
also appreciate through the beauty of their 
creation, the role of art in making a new and 
better world.”2

Produced in partnership with Downtown Dallas, Inc.

1 For information about the history of the Western 
Sahara: Western Sahara Resource Center (www.
WesternSaharaResourceCenter.blogspot.com), BBC 
News Africa (http://www.bbc.co.uk/news/world-
africa-14115273) and the U.S. Department of State 
(http://www.state.gov/j/drl/r ls/hrrpt/2000/nea/825.
htm)
2 Michael Taussig, The Guidebook, dOCUMENTA(13) 
2012, p.268
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Biodiamond Energy presents and encourages 
the idea of transforming discarded organic 
matter into energy through a series of proposals, 
workshops and installations. A long term 
proposal for Biodiamond Energy is the use of 
vast quantities of organic waste at the Central 
de Abasto, the largest marketplace in Mexico, 
to help the site become energy-sustainable with 
biogas generation and to make compost for local 
gardens. 

Biodiamond Energy directs our attention to 
the mysterious world of our microbial allies, 
which form the basis of life on Earth and 
possess extraordinary means of harnessing and 
transferring energy. Selected anaerobic bacteria 
have the ability to produce electrical current in a 
technology known as a Microbial Fuel Cell (MFC). 
In recent installations, Lorusso has integrated 
MFCs to produce light for sculptural forms and 
for a miniature town where the bacteria inhabit 
Plexiglas houses.

At the Perot Museum of Nature and Science, 
workshop participants helped Lorusso assemble 
and feed Microbial Fuel Cells that powered 
the light for a DIY computer microscope. This 
webcam microscope magnified living samples 
of identical bacteria found in the MFCs onto a 
computer screen, which was contained within a 
miniature theater space. Using a live footage - 
editing program, participants combined quotes
and imagery with the scenes of bacteria, creating 
a digital silent film. 

The results of the workshop were recorded and 
made available for future screenings. Ultimately, 
the Biodiamond Energy microbial laboratory 
theater playfully suggests possible symbioses 
between microorganisms, humans, and 
technology that may become integral to a post 
fossil fuel future.

BIODIAMOND ENERGY
Mick Lorusso
Perot Museum of Nature and Science

Oppos i te Biodiamond Energy ,  ins ta l la t ion v iew, 2012
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Growing up in Iran, Morehshin Allahyari learned 
about censorship from an early age. Perhaps as 
early as 6 or 7 years old when she was advised 
and constantly reminded by her parents not to 
share stories of the life that they lived inside of 
their home — from owning a VHS player to not 
praying.  

Living a double life inside and outside of the home 
became a normal component of her daily activity 
— continually going back and forth between 
prescribed norms, rules, and different layers 
within herself.  Later in life, as a writer and artist, 
coping with censorship became harder and more 
problematic. Allahyari began to understand the 
many negative influences of censorship on her 
work and practice. 

The issue of censorship (imposed by the 
government and society) and self-censorship 
(imposed by the artist to avoid conflict with the 
government and society) has consistently been a 
challenge; a challenge for both the pre- and post- 
immigration life of Iranian artists, activists, and, in 
many ways, ordinary people.

In the United States, the experience of censorship 
is perhaps not as apparent in daily life. But recent 
events, such as the revelation of spying by the 
U.S. National Security Agency and censorship 
in war journalism have raised questions about 
freedom of expression and privacy in the United 
States. About this Allahyari writes, “As I continue 
to live this American life as the citizen of Iran 
and the resident of the United States, I intend to 
draw lines between censorship imposed by the 
governments of both countries.”

In Censorship and Propaganda – in the U.S. and 
Abroad, Allahyari has created a participatory 
performance piece that raises questions and 
awareness about censorship, the involvement of 
governments in the flow of information and our 
access to information that governments work 
to suppress. The piece includes a community 
discussion about the role and influence of 
the citizen watchdog and censorship by the 
governments in our lives; from the Middle East to 
the United States.

CENSORSHIP AND PROPAGANDA – 
IN THE U.S. AND ABROAD
Morehshin Allahyari
CentralTrak – University of Texas at Dallas, Artist Residency and Gallery

Ministry of  Cul tura l  Enl ightenment ,  Per fo rmance, Co lumbia Co l lege Ch icago, 2010
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Flow: River to Sea is a project that includes a 
permanent, public, teaching garden — named 
Judith’s Garden, for patron Judith Lifson — 
designed for the Trinity River Audubon Center 
as a part of Barbara Benish’s ongoing work 
about the connectedness of inland lives, and 
consumption practices within a community to the 
world’s oceans. 

Utilizing the Center’s main bird observation deck, 
the viewer will see an installed garden composed 
of native and adapted flora that roughly forms the 
shape of Texas, seen from North to South, flowing 
into the Gulf of Mexico. Eighteen flowering red 
plants, all listed in Geyata Ajilvsji’s “Wildflowers 
of Texas” will be delicately interspersed within the 
existing prairie. The garden will duplicate what 
the viewer would experience when seeing from 
a “bird’s eye” view to the Atlantic and beyond. 
Making the connection between all living things, 
inter-related and inter-dependent.

From ground level it will appear as a natural 
garden, all in red color. Recent neurological brain 
research has connected the human female visual 
DNA to the color red. This is due to the female 
role within ancient hunter/gatherer societies to 
find nutrition including berries and red fruits, 
to maintain life in the society. Is this true for 
the aviary population? Will the garden attract 
breeding females? 

FLOW: RIVER TO SEA
Barbara Benish
Trinity River Audubon Center

Outreach will include educational programs 
for school children and an interactive video, 
broadcasting live from Galveston beach in 
cooperation with Surfrider Foundation and the 
Galveston Bay Information Center. The video will 
include recorded interviews documenting people 
enjoying the beach and documentation of plastic 
pollution on the shores and other runoff situations 
in the Gulf of Mexico that originate in the Trinity 
River, 93 miles upstream in Dallas. 

Sketch fo r  T r in i t y  R iver  Audubon Center  to ident i f y 
f lo ra fo r  Jud i th ’s  Garden,  waterco lor ,  pen & ink,  30 
x 40 cm, 2013

Tr in i t y  R iver  Audubon Center ,  photograph,  Fa ize l  I sma i l
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H U G is an interactive performance installation 
that affects social change by spreading a healing 
message of compassion and human connection 
at the sites of tragedies. H U G distills a powerful 
human gesture that is understood universally and 
without bias. Pairs appear without warning and 
embrace in stillness. They create a grand gesture 
that sparks a jarring moment of vulnerability and 
reflection.

H U G promotes communal and individual healing 
by replacing painful memories with new memories 
of hope. It supports small acts of kindness as 
the cornerstone of global social change. H U G 
encourages communities to practice compassion, 
to collectively mourn lost members and to 
memorialize tragic events.

The MAP 2013 performance of H U G 
commemorated the 50th anniversary of the 
assassination of President John F. Kennedy by 
surprising attendees of the Lamar Street Festival in 
the midst of their day. Prior to the event, personal 
stories of the impact of JFK’s assassination, were 
collected from the public. During H U G, the 
performers extended compassion to the memories’ 
owners by meditating on these memories.

H U G
Julie Troost / Anima Productions,  Participants include performers from 
Big Rig Dance Collective and DGDG (the Danielle Georgiou Dance Group)
Lamar Street Festival

Oppos i te Laet ic ia  Emmanue l  & Pedro J imenez per fo rm  H U G ,  photograph,  Amadeo Lasansky

The people of Dallas were encouraged to participate 
in this act of public generosity in numerous ways. 
Lamar Street Festival attendees were invited to 
contribute a memory and to hug alongside the 
performers. They were further encouraged to 
spread H U G’s message of compassion by taking 
photos and posting them online. Finally, attendees 
magnified the intention of the installation by 
meditating on the public’s memories. 

All are invited to join H U G in this act of 
healing. Through this powerful gesture of human 
connection, H U G intends to renew the hearts and 
place where the arduous memories surrounding 
President Kennedy’s assassination have resided 
for the last 50 years.

Groups embracing in public spaces surprise people walking by. Negative memories of public and 
personal tragedies are healed by a simple gesture of compassion.
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At the heart of Immigrant Nation is a simple 
premise: nearly every person living in the United 
States has a story about an immigrant journey 
to share, be it their own or the voyage of a 
relative in the past.  As the hot-button topic of 
immigration divides communities across the 
country, this shared history has the potential to 
create commonality between new arrivals and 
people whose families have lived in the U.S. for 
generations. 

IMMIGRANT NATION
Theo Rigby with Kate McLean and Anthony Weeks
The McKinney Avenue Contemporary

An interactive project, Immigrant Nation uses 
personal narratives to give users multiple entry 
points into the issue of immigration. Through the 
intersection of documentary film, user-generated 
storytelling, and social mapping, Immigrant 
Nation provides a platform for users to create, 
share, and explore personal immigration stories. 
The project consists of an online platform, a 
series of eight short documentary films and 
community events where the participant’s stories 

I l l us t ra t ion f rom an Immigrant Nat ion  l i ve  event ,  Anthony Weeks,  2013

become part of an illustrated mural. Logging into 
the Immigration Nation site via Facebook, users 
enter an innovative platform that immediately 
personalizes the experience through social 
mapping and geolocation. Within the platform, 
users can tell their own immigration story through 
text, photos from their Facebook account, and 
a statement about their views on immigration. 
Users can then place their own immigration story 
on a data-rich timeline that charts the waves of 

immigrant populations throughout history and 
see their own story in the context of immigration 
to the U.S. over the last two centuries.

St i l l  f rom The Caretaker ,  an  Immigrant Nat ion  f i lm,  D i rected by Theo R igby,  2013
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Historically, the megaphone has been a tool for 
people to express their opinions, their wishes and 
their needs. Instrument for Listening is inspired 
by this function, but focuses on people who are 
on both sides of this tool – the ones listening, as 
well as the ones who are speaking.

The project consists of three main phases: 
building a sculptural form, which serves as 
tabula rasa, a space for expression; working 
with teenagers from the Dallas neighborhood of 
Oak Cliff to create a pattern that reflects their 
life and the life of Hispanic community in their 
neighborhood; and interviewing community 
members, including dancers, artists, journalists, 
mothers, teachers, musicians, and business 
owners, to capture stories, opinions and dreams 
in the most objective, documentary way. The 
fourth, symbolic phase of the project is directed 
towards the listener, hearing the interviews from 
the megaphone, which are transmitted through 
an audio system inside of the sculpture. 

Making art with community involvement, 
especially a community that the artist is not a 
part of, is a process of constant learning where 
preconceived notions are often challenged. 
Hudec’s original idea for the sculpture involved 
the use of traditional Mexican basketry as, for 
him, this represented the roots of the community. 
When Hudec realized that many Hispanics in 
Dallas do not connect to this ancient Mexican 
tradition, he adapted the project. 

Instrument for  L istening ,  m ixed-media,  7 ’8 x  11 ’4 x  7 ’8,  2013 

INSTRUMENT FOR LISTENING
Oto Hudec
Belo Garden, Oil and Cotton, Honorary Counsel of the Slovak Republic in Texas 

The participating teenagers identified 
contemporary symbols, including cars, 
commercial logos, a basketball and skateboards 
to represent their lives. The adult participants 
shared a deeper connection to their mother 
language and traditions. Their stories had similar 
themes, the wish for a decent family life that 
honored cultural traditions and language, and a 
desire for recognition and understanding in the 
larger multi-racial community.

The exterior design of the megaphone reflects 
the contrasting viewpoints and experiences of 
the teenagers and the adults. Thus, Instrument 
for Listening exists in parallel to the function of 
an actual megaphone that typically broadcasts 
the protests, stories and voices from one 
source. This megaphone broadcasts different 
views, spreading out over a broad space where 
thoughts and questions provoke other thoughts 
and questions.  

Instrument for Listening is produced with 
generous funding from Downtown Dallas Inc., 
Honorary Consulate of the Slovak Republic to 
Texas, Chavez and Valko, and Ministry of Culture 
of the Slovak Republic. Produced in partnership 
with Ro2 Art. Additional support provided by 
CentralTrak (UTD), Oil and Cotton, Oak Cliff 
Cultural Center and Big Thought
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Knocking At My Door is an animated installation 
that tells the real-life stories of three families 
living with a relative on death row. The installation 
weaves these family’s stories together, describing 
the shock, fear and trauma of living with a relative 
on death row. Each family bears witness to highly 
politicized events, revealing perspectives that are 
rarely, if ever, heard. 

Debuting at MAP 2013, Knocking At My Door 
is a part of Living Condition, a large-scale in-
progress project that describes the impact of 
the death penalty on whole communities. Living 
Condition brings access to multiple audiences 
through two animated documentary films and 
an interactive application to be exhibited in 
museums, community screenings, and at public 
events. The thirty-minute animated film Living 
Condition: Bill’s Story was screened in progress 
at the Dallas Video Festival.

With Living Condition, Hibbert-Jones and 
Talisman aim to open up discussions surrounding 
the death penalty, offering new perspectives 
on crime and justice, human rights, costs to 

Oppos i te St i l l  f rom Liv ing Condit ion:  Bi l l ’s  Story ,  2013

KNOCKING AT MY DOOR/LIVING CONDITION
Dee Hibbert-Jones and Nomi Talisman
Installation at Oak Cliff Cultural Center and screening at Dallas VideoFest

society, as well as questions of racial equality 
and access to opportunities. As each story 
unfolds, the audience learns more about each 
case and the ways characters struggle to cope, 
living in proximity to capital punishment. Living 
Condition provides new ways to understand the 
complexities of capital execution, as well as larger 
issues that surround this subject, to engage with 
both the personal and political implications of 
capital punishment.  

The presentation of Knocking At My Door/Living 
Condition, as a part of MAP 2013, is made 
possible with the generous support of Embrey 
Famly Foundation. Living Condition has been 
created with the generous support of: Creative 
Work Fund, MacDowell Colony, San Francisco 
Arts Commission Grant, Bay Area Video Coalition 
(Media Maker Fellowship), Center for Cultural 
Innovation, Cal Humanities, UC Institute of 
Research in the Arts, Cal Humanities, UC Santa 
Cruz (UCSC) Arts Research Institute, Arts Dean’s 
Research Funds and the Arts Deans’ Excellence 
Funds and UCSC COR grants.  
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Greenmeme created a gathering space for the 
newly constructed Natural Dye Garden and Rain 
Water Harvesting Project at the University of 
North Texas (UNT).  Centrally located on the UNT 
campus, the garden facilitates multiple forms of 
engagement for students, faculty and community 
members. 

Sitting upon repurposed wood platforms, the 
structures were wrapped with handwoven rope 
panels to create a small, intimate space. Recycled 
from a temporary Greenmeme public art piece, 
the rope relates to the function of the garden as 

KNOTTY NEST
Greenmeme
Natural Dye Garden, University of North Texas

a seasonal source of natural fibers and dyes. The 
structures was designed and produced in a series 
of workshops and in collaboration with students 
from UNT’s College of Visual Arts and Design. It is 
intended that the garden and seating area will be 
a destination that provides inspiration, rest and a 
place for gathering. The site will also be used as a 
classroom for faculty and visiting artists to teach 
the ideas around sustainability, collaboration and 
interdisciplinary practices.

Above  Knotty Nest  ins ta l la t ion in  progress a t  the UNT natura l  dye garden,2013
Oppos i te  Weav ing rope pane ls ,  us ing lace mak ing techn ique,  2012
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 What will it take?

The escalation of violence against women, the 
social, religious, and ecologically imbalanced 
climate that prevails in the world today 
emphasizes difference, disunity, and destruction, 
rather than the qualities of unity, productive and 
constructive energy. 

Luz y Solidaridad (Light and Solidarity) was 
originally an installation and a performance-ritual 
created in response to the murders of young 
women in Ciudad Juarez, Chihuahua, Mexico.  
The murders escalated after the initiation of the 
North American Free Trade Agreement (NAFTA) in 
1996, and continue to escalate.  After the opening 
and ritual-performance of Luz y Solidaridad in 
2006 at the Museo de la Ciudad in Queretaro,  
Mexico, Plum realized that the piece was a seed 
planted for a much larger global problem.

The project began as a call-to-action, asking 
people to light a votive candle with the intention 
of bringing light to murdered daughters and 
solidarity to their mothers. Over 400 people 
responded and sent Plum photographs of candles 
being lit with the intentions, all of which became a 
part of the installation.

LUZ Y SOLIDARIDAD – RITUAL
Susan Plum
Latino Cultural Center

The performance-ritual begins with ritualists 
beckoning the audience into a sacred space 
with the sound of an Aztec wind whistle. This 
is followed by the rhythmic tapping of brooms, 
breaking up the negative energy that is on Earth, 
after which several other brooms sweep the 
negative energy upward. The powerful sound 
of the ancient bullroarers continues to propel 
the energy toward the cosmos, transmuting the 
heaviness into light.  Using instruments with roots 
in ancient indigenous traditions, this ritual is a 
humble act of compassion and empowerment.

At each venue where this ritual has been 
enacted, mothers who have lost their children, 
friends, local women’s organizations and visual 
and performing artists have participated in this 
transformative experience.

From the exh ib i t ion,  Urban Interst ices ,  Cent ro Cu l tu ra l  de Espana,  Mex ico D.F. ,  Mex ico 2011

“More than a third of all women worldwide are victims of physical or sexual violence, posing a global 
health problem of epidemic proportions.”  
(World Health Organization Report, 2013)
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The MAP 2013 Bike Project was developed to 
help activate conversations about the future 
of bike transportation in the city of Dallas. A 
rapidly growing city that is developing its urban 
center, Dallas is the only major city in the United 
States without on-street bike lanes. As local bike 
advocacy groups, such as Bike Friendly Oak Cliff, 
promote bike riding and are working with the City 
of Dallas to develop a Bicycle Advisory Working 

Above  MAP 2013  b ike,  deta i l
Oppos i te  MAP 2013  Pro ject  Ass is tant ,  Kat  Burket t ,  r id ing a  MAP 2013  b ike

MAP 2013 BIKE PROJECT
Brennen Bechtol

Group, MAP will use its bikes and programs to 
support these efforts. Throughout MAP 2013, 
and into 2014, here will be bike tours of the 
various MAP exhibition and project locations as 
well as free bike repair clinics for youth. MAP 
panel discussions and community conversations 
included (and will include) dialogue about the 
development of bike infrastructure in private and 
public urban planning.  
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Since 2006, Matej Vakula has been researching 
and documenting the increased surveillance 
and politicization of public space throughout 
the globe. Observing how, less and less, public 
space serves the interests of the public and how 
spaces that were once public are claimed and 
held by private and government factions, Vakula 
was inspired to create Manuals for Public Space 
(MfPS). 

Based in open source philosophy, MfPS is a 
participatory platform that includes interventions 
and an interactive blog. Printed manuals outline 
ideas for making public space more accessible 
and respondent to community needs, as well as 
ways to reclaim space that is no longer public. 
The MfPS printed manuals are part of a traveling 
multimedia library that also includes materials 
for public workshops. Rooted in experiments 
and alternatives to traditional pedagogy, the 
MfPS workshops are designed to bring public 

MANUALS FOR PUBLIC SPACE (MfPS)
Matej Vakula
Eastfield College, Oil and Cotton, and Honorary Consulate of the Slovak Republic in Texas 
Panel Discussion at Nasher Sculpture Center

knowledge and ideas into action, creatively 
connecting people to alternative policy making. In 
the process, Vakula aims to create a grassroots, 
international community where people share 
ideas and information about public space across 
cultures, countries and disciplines.

Spaces where people gather, dwell and 
communicate, including cyberspace, have 
increasingly become enclaves of conflict and 
division. Working at the intersection of art, urban 
communication and policy making, Vakula is both 
questioning and answering this trend by creating 
opportunities for people to contemplate and 
critique how we use and have access to public 
space.

Produced with support from the Honorary 
Consulate of the Slovak Republic to Texas.

Oppos i te Manuals for  Publ ic Space ,  Brat is lava,  S lovak ia ,  2012
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cultural institutions (involving museums, galleries, 
archives, and libraries), cultural heritage (involving 
tangible and intangible culture) and cultural 
producers (involving arts, humanities and social 
sciences). The lobbying activities created though 
interactions within this threefold social system 
— institutions, heritage and people — translate 
into barricading signage based on primary colors: 
red, yellow and blue.

MSL as space
Physical installations using different barricading 
structures to form lobby spaces  in the exterior 
and/or interior of the host institution. These lobby 
spaces are used for blocking off certain areas of 
the museum and for display. The color code is 
red- white.

MSL as activist 
In the activist aspect of the project, institutions 
and individuals take action or perform an act with 
a goal of crisis resolution. For example, intuitions 
may express their solidarity with other cultural 
institutions that are in crisis, by symbolically 
“erasing” or making inaccessible one artifact in 
their collection. Individuals may take actions or 
produce work that can contribute to resolving a 
crisis. The color code is yellow- black.

 
MSL as discourse

Museum Solidarity Lobby (MSL) is a system 
that creates empathy with threatened heritage 
worldwide, while critically reflecting on the role 
and relevance of the museum for civil society 
today. The system is open to public participation 
and operates though spatial, activist and 
discursive forms of lobbying. MSL is motivated 
by the acute crisis of cultural institutions as many 
museums and cultural institutions worldwide 
(e.g. Sarajevo, Budapest, Belgrade, Ljubljana, 
Lichtenstein, Eindhoven), have been closed 
or are victim to diverse political and economic 
pressures. MSL consists of physical installations, 
activist interventions, and discursive reflections. 
 
The shipping crate furniture installed in the 
entrance lobby of the Dallas Holocaust Museum  

MUSEUM SOLIDARITY LOBBY (MSL)
Azra Akšamija
Dallas Holocaust Museum/Center for Education and Tolerance

The discursive component of the project involves 
conversations with cultural producers in host 
locations. These conversations may take form of 
individual interviews and group workshops. Its 
color code is blue- white.

 

What if a civil society has no access to its 
cultural institutions? What is a nation without its 
museums, art galleries, archives and libraries of 
record? What happens to cultural heritage, if no 
institution is there to preserve it? What needs to 
be preserved at all, and who decides that?

- Center for Education and Tolerance were each 
themed with different content. The voices coming 
from the boxes, triggered the attention of the 
visitor, inciting participation.

One of the recordings / sound installations 
featured Akšamija’s podcasted interviews with 
Dallas area residents asking them to make a 
proposal for a “Future Heritage Collection.” The 
other recording / sound installation provided a 
physical infrastructure for interviews with a global 
network of cultural lobbyists. The lobbyists are 
from different countries, cultures, and disciplines. 
In this sense, MSL provokes sympathy and 
empathy with museums and other cultural 
institutions around the world that are in crisis.

MSL explores and creates relational ties between 

Oppos i te Museum Sol idar i ty  Lobby  postcard f rom 
Day o f  Museum So l idar i t y 
Above  Museum Sol idar i ty  Lobby  sh ipp ing cra te 
f i x tu res,  mixed media,  2013
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This exhibit begins to manifest the history 
of several African-American Dallas residents 
who openly identify as lesbian, gay, bisexual, 
transgender, queer and same gender-loving 
people. Their tangible memories unfold as art, 
documents, photographs, video, objects and 
words that reference complex and active lives. 
This is a multi-generational story of spiritual and 
political courage that has had to address racism 
within the dominant Dallas LGBT community 
and homophobia/transphobia within parts of 
the African American community. These archive 
collaborators have fought battles on the most 
vulnerable of personal fronts as well as within 
corporations, bars, churches, on the streets 
and through a variety of art forms. This exhibit 
brings into public view just a few of their stories, 
fragments of a much larger history. The truth 
represented here is enduring, shifting, immovable, 
and vital. This is history, all our history, and it forms 
a powerful lineage that commands recognition.

MY IMMOVABLE TRUTH: A DALLAS LINEAGE
E.G. Crichton
African American Museum

ARCHIVE COLLABORATORS:

Project Organizer: African Native American, Alpha Thomas 
is a Same Gender Loving, Mother, Grandmother, Health 
Educator, Activist, and Revolutionary Warrior.

Camarion Anderson, Minister of the Gospel, first 
transgender person on DFW Pride Movement Board 
of Directors, on committees for HIV/AIDS services and 
transgender support.

My Immovable Truth ,  D ig i ta l  Co l lage,  2013

Gayle Bell is a black womanist. 

Brandon Horsley-Thompson, from Don’t Ask, Don’t Tell to 
a bullhorn and making it known!  An 80’s baby making a 
mark in the 21st century. 

Ronald Jefferson, a Dallas resident since 1988, takes the 
fight to the street for justice. He is an out visionary, firebrand 
and oracle with decades of community service.

Dallas Native, George Keaton, Jr. is an Educator, Counselor, 
Musician, Historian, and Community Leader for various 
organizations. 

Rodrick W.C. Lemons became involved with HIV prevention 
and education at 20. He is passionately dedicated to the 
fight against HIV/AIDS.

Media artist and performer Q. Ragsdale, founding board 
member of BUTCH Voices, is currently touring her one-
person show, the bull-jean stories multimedia adaptation. 

Harold Steward is Blaquer than your average southern boy. 
Somebody’s baby, some kind of artist!

Treach Wilson founded The Urban Banker where he 
teaches financial literacy. He is in Iconic House of Ebony, 
Undeniable House of Alpha and Black Transmen Inc.

Assistant, Gabrielle Wootton is a Dallas-born lesbian linguist 
with an art problem and a Daughter to a long line of Tough 
Texas Women, aunt to many more to come.

Produced with support from University of
California, Santa Cruz (UCSC) Academic COR
and UCSC Arts Dean’s Fund for Excellence
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St i l l  f rom Protest  o f  neo- fasc is ts  aga inst  Roma peop le in  Duchcov,  S lovak Repub l ic ,  v ideo,  6:30 min. ,  2013

New Nationalism explores and documents 
conflicts, connected to political interests and 
divisions in Central European society, which 
are arising from prejudice, resentment and 
superstition. Ongoing, the project maps the tense 
social issues in the region known as the Visegrad, 
or V4 countries — Poland, Czech Republic, 
Slovakia and Hungary. Through film footage and 
reports, Rafa exposes the relative boundaries 
between patriotism and nationalist extremism, 
approaching terms such as multiculturalism, 
xenophobia and neo-fascism against the 
backdrop of everyday life.

The specific subjects of the project include: 
Slovak–Hungarian conflicts; Slovak–Roma 

conflicts; Czech–Roma conflicts; and Polish-
Jewish conflicts. New Nationalism also 
investigates how reporting by the media shapes 
and shifts ideologies around nationalism and 
in particular how the media is used by various 
groups and nationalist organizations to promote 
hatred and separatist agendas.
 
Screenings of the videos are often followed by 
public conversations. The participants discuss 
nationalist conflicts taking place their community, 
as well as concerns connected to the people 
who are the subject of discrimination. Ultimately, 
Rafa hopes that these conversations will lead to 
greater acceptance and understanding. 

NEW NATIONALISM
Tomáš Rafa
Dallas Holocaust Museum/Center for Education and Tolerance

Pol ish Nat iona l  Day/Marsz N iepod leg łośc i ,  v ideo,  10:12 min. ,  2012 Ra l l y  and march o f  c i t i zens and ext remis ts aga inst  Roma peop le in  České Bude jov ice,  Czech Repub l ic ,  
2013. 
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Throughout the summer of 2013, youth from 
the South Dallas Cultural Center’s Summer 
Arts at the Center program and youth from the 
Soul Children’s Theater Company (SCT) met in 
workshops lead by SCT Artistic Director Tara 
Youngblood. Exploring the impact of gentrification 
in South Dallas, the teens and tweens took walks 
through their neighborhood, interviewed South 
Dallas residents, had group discussions and wrote 
a script for a mini-documentary, which they also 
filmed and edited. The film shines a new light on 
how gentrification is changing the face of South 
Dallas and gives the young filmmakers a public, 
civic platform to express ideas and opinions 
about what is happening in their neighborhood. 
Screened at the Dallas Public LIbrary as a part 
of MAP 2013, The New South Dallas will be 
submitted to film festival in 2014.

Thoughts expressed along the way:

“It’s process that starts out with subtle changes 
— a store here and a house there and by the 
time people realize what’s happening they can no 
longer afford to live in their houses.”

“I think it’s a good thing. If you don’t build better 
houses, how are you going to keep an area 
populated?”

“What’s happening in South Dallas, it’s like 
breaking up a forest over a hedge.”

“It’s good to change the community for something 
better, but still, it takes away memories.”

“It’s wrong. Everybody likes South Dallas the way 
it is.” 

THE NEW SOUTH DALLAS
Soul Children’s Theater Company, South Dallas Cultural Center
Dallas Public Library

Brandon H icks and Au lban i  Hoard in  the ed i t ing room at  South Da l las Cu l tu ra l  Center

CORE PARTICIPANTS
LaDorria Arnold, Dominique Blade, Nicholas 
Butler, Essence Carson, Brandon Hicks, Aulbani 
Hoard, Ka’leen Malone, Skylor Parker, D’ara 
Starkes, Nia Williams
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Most Occupy camps had a library tent. Shortly 
before the nationwide demonstrations on 
November 17, 2011, police in cities across the 
U.S. evicted the camps, and the libraries were 
largely demolished.  In New York alone, over 
3,000 books were destroyed. 

The OccuLibrary began as a project to create 
various reincarnations of these libraries using 
aesthetically-informed strategies. Engaging, even 
alluring, means are used to entice awareness 
toward empowering information. OccuLibrary 
incarnations are in various media, and each is 
shaped by the collaborators who desire to co-
create it.  

Previous incarnations of the OccuLibrary have 
included a GlamROccuLibrarymentary Trailer 
Shoot, in which members of the public were invited 
to be videotaped reading inspiring quotations 
from artists and other great thinkers, and received 
a free zine; the first Yankee Doodles program, 
centering on the theme of national identity; the 
Werkberg OccuLab, a rolling sculpture/street-
worthy library offering books and other materials; 
451 degrees, a sculpture/card catalogue for 

OCCULIBRARY
Carolyn Sortor with Jeremy Massey
Installation at Eastfield College,  reading group at The Reading Room, 
Yankee Doodle Sing-A-Long at Center for Creative Connections, Dallas Museum of Art

the project library containing visually evocative 
cards; Co- Re-Creating Spaces, an exhibition of 
works by local and internationally-known artists 
re-imagining existing contexts or spaces such 
as the law, the economy, the media, and history; 
an installation of Aram Bartholl’s Dead Drop, in 
which a flash drive carrying two downloadable 
gigs of relevant info was installed in an exterior 
building wall; and online, downloadable DIY files 
of various items created for the project.  

The OccuLibrary works for MAP 2013 included:  
Art as Social Wormhole, a reading group/“artificial 
MFA” course at The Reading Room; Secret 
Sociality, an installation in the main gallery at 
Eastfield College; and a new episode of the 
Yankee Doodles program for kids at the Dallas 
Museum of Art.

More information can be found at: 
facebook.com/OccuLibrary

occulibrary.tumblr.com

OccuLibrary.blogspot.com

twitter.com/OccuLibrary

Oppos i te Dig i ta l  co l lage ( tex t  in  b lue ed i ted f rom the on l ine Oxford Engl ish Dict ionary ) ,  2012-13
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Inspired by the concepts of Cradle to Cradle 
design, The One Day project investigates the 
material possibilities hidden within local waste 
streams in Dallas. Interested in natural and 
industrial systems and processes, Curry and 
Reedy believe that there is a potential for nature 
and industry to be complementary aspects of a 
balanced and profitable system.

The artists began by exploring methods to 
establish sustainable equality within their creative 
practice. After researching corporate waste 
management policies and touring local landfills, 
they found a corporate waste stream that they 
could circumvent: Starbucks. They collected 
Starbucks’ trash that was destined for the landfill 
and started to explore the material possibilities 
hidden within that waste. Through the persistence 
of trial and error, they discovered that the paper 

ONE DAY
Val Curry and Robert David Reedy
Ro2 Art

waste could be pulped and then cast into simple 
geometric objects which function as repurposed 
vessels. 

At Ro2 Art, Curry and Reedy presented modular 
installations of vessels formed from one day of 
waste from one local Starbucks, intentionally 
demonstrating the raw unrefined possibilities of 
this pulped material. Repositioning the context of  
waste material and bringing it within the confines 
of the art gallery, the artists asked the audience to 
examine complexities of value, the consequences 
of individual actions, and the future potential of 
our collected actions. 

Above  A por t ion o f  the t rash co l lected f rom Starbucks in  a s ing le day
Oppos i te  Funct iona l  vesse ls  made f rom pu lped Starbucks ’  t rash.
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For MAP 2013’s closing, S.C.A.B (Socialized 
Contemporary Artists Bureau) is producing 
Progressive Dinner, a project that highlighted 
hospitality and the value of DIY artist’s 
communities to urban development. S.C.A.B.  
spaces presented a weekend long program 
that included a three-course meal designed and 
prepared by Chef Mark Wootton of the critically 
acclaimed Garden Cafe. Members of S.C.A.B. 
opened their live-work spaces as a forum for 
sharing, exchanging and discourse concerning 
the future of DIY and its roles and responsibilities 
within communities. Each of the spaces presented 
an exhibition and directed a conversation about 
art advocacy, including dialogue about how 
artists create systems of support and rely upon 
non-traditional resources to sustain their practice 
and community engagement. 

PROGRESSIVE DINNER
S.C.A.B. (Socialized Contemporary Artists Bureau)
S.C.A.B. Studios

Participating S.C.A.B. members and spaces 
include: That That Studio hosted by Samantha 
McCurdy and Alexander DiJulio; Homeland 
Security, the home and artist’s run gallery of Kelly 
Kroener and Eli Walker and Union and Pariah 
Productions, the live-work space of Frank Darko 
and Joshua Von Ammon.

Oppos i te Unt i t led,  D ig i ta l  Photograph,  F rank Darko,  2013
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MAP 2013 culminated with Reading in Unison. 
Three readings that connected to themes in MAP 
2013, were selected from the dOCUMENTA (13) 
catalog by The Reading Room’s  director Karen 
Weiner. Gathering in a circle, people listened 
to a brief reading by Weiner, then took turns 
reading aloud paragraphs of a longer text by 
dOCUMENTA curator Carolyn Christov-Bakargiev 
and finally, in unision, read the poem “Songs of 
Change” by Romaine Moreton. The Reading 
Room also exhibited graphic material from the 

MAP 2013 projects and exhibitions. 

READING IN UNISON
The Reading Room

Above and Oppos i te :  Reading in Unison  a t  the Read ing Room, s t i l l s  f rom v ideo by Pamela Mi l le r ,  2013“We are part of the cycle
  Circle your heart
  And start 
  To believe
  In an older way”

from “Songs of Change”
by Romaine Moreton
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RE gallery

RE WORK: Case Studies in Adaptive Reuse 
and Urban Revitalization featured projects that 
demonstrate re practices in architecture and 
urbanism. These practices include adaptive 
reuse, retrofitting, re-purposing and revitalization 
within the greater Dallas–Fort Worth area. 
The exhibition included diverse practices that 
range from design/build teams to planning 
partnerships to a full service architecture firm. 
Each of the selected projects is environmentally 
consciousness, designed and produce with the 
mission to preserve and sustain, rather than 
raze and build anew.  Curatorial criteria included 
looking at the diversity of scale and a project’s 
overall budget. 

Whether it is an 850-square-foot re-purposed 
shotgun house, a 15,000-square-foot warehouse/
Quonset hut adaptive reuse compound, or 
the retrofitting of entire city blocks, RE WORK 
demonstrated best practices in sustaining a city’s 
sense of place, preserving the historic, in addition 
to building new. Adaptive reuse, re-purposing 
and revitalization projects might not always be as 
efficient, or as economical as new construction. 
Yet, the investment in a city’s history and its 
buildings are intrinsic to its livability and long 
term survival. RE WORK included: Cunningham 
Architects, Mark Martinek/Modern Construction, 
Wanda Dye/RE gallery + studio, and  Team Better 
Block. 

RE WORK: CASE STUDIES IN ADAPTIVE REUSE 
AND URBAN REVITALIZATION
RE gallery + studio
Exhibition at RE gallery and installation at Bath House Cultural Center

RE studio 
Bath House Cultural Center

At the Bath House Cultural Center, RE studio 
produced an outdoor lighting system from re-
purposed materials that will help to protect the 
area’s resident geese from nightly coyote attacks. 
Sitting on the edge of White Rock Lake in a 
wooded residential area that is home to over 300 
species of wildlife, the Bath House Cultural Center 
is also home to the White Rock Lake Museum, 
which presents the natural history of the greater 
Dallas area. The RE studio outdoor lighting 
system, designed by Wanda Dye, connects to 
an important part of the Bath House’s mission, 
supporting local artists through exhibitions and 
performances and presenting work that explores 
and addresses issues in the natural world. 

Lef t  1717 Gould Street ,  RE gal lery + studio,  Da l las Texas,  adapt i ve reuse pro ject  by Mark Mar t inek/Modern 
Const ruct ion in  co l labora t ion w i th Wanda Dye/RE ga l le ry  + s tud io,  shotgun house re-purposed in to l i ve/work 
s tud io and ga l le ry  space,  2012. Photograph cour tesy o f  Wanda Dye

Right  Top  1000 Foch Street ,  For t  Wor th,  Texas,  adapt i ve reuse pro ject  by Cunn ingham Arch i tects,  repurposed 
Quonset  hut  and warehouse compound for  ent repreneur ia l  compan ies,  2012. Photograph,  James F.  Wi lson

Right  Bot tom  First  Better  Block,  Da l las,  Texas,  temporary  urban re t ro f i t  by Team Bet te r  B lock and the 
communi ty  o f  Oak C l i f f ,  inc lud ing t ra f f ic  re-eng ineer ing,  pop up shops,  s t reet  scape and façade improvements, 
2011. Photograph cour tesy o f  Team Bet te r  B lock

White L ight White Heat ,  mixed media l igh t  ins ta l la t ion 
f rom repurposed mater ia ls ,  2013
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SIGNAGE WORKS
Rebecca Carter
Eastfield College, KERA Public Media’s Art and Seek (www.artandseek.org) and 
Modern Art Museum of Fort Worth

Garcia’s “Nothing tastes as good as healthy 
feels.” Others stake out a more poetic realm. 
Will Burnette’s “Resonential Living” is a dull 
vacant image borrowing visual cues from the 
most mundane Windows template but suggests 
a call to a potentially rich and full experience. 
Kate Barbee’s “Take comfort in the constant 
nourishment of your grandmother’s pie and your 
cousin’s music” in contrast calls up a nostalgic 
image of the richness of familial comforts. 
Guadelupe Rubio’s “I’m HERE!” silently shouts 
perhaps the most salient message of the project, 
a message paralleled by the more passive yet 
ultimately accurate “YOU ARE STUCK HERE 
JUST LIKE EVERYONE ELSE” from Cheryl Acuna. 
Perhaps this is the ultimate point of the work – to 
be mindfully present in the moment. 

Participating Artists:

Teen/Artist Program at the Modern Art Museum 
of Fort Worth: Cheryl Acuna, Marco Aguirre, Will 
Burnette and Kate Barbee

2D Design Class at Eastfield College: Brandon 
Battee, Andrea Gonzalez, Brenda Hernandez, 
Ana Gloria Garcia Luviano, Joelle Goossen, 
Josh Johnson, Ally McKenzie, Noemi Ortiz, 
Guadeloupe Rubio and Daniel Walker 

Signage Works creates micro-interruptions in 
the relentless flow of marketing through the 
integration of student artworks into existing digital 
and physical signage systems. Borrowing syntax 
from public signage and advertising, the works 
force a flip in the ordinary flow of information. For 
a brief moment, consumers become producers 
and, collectively, the Signage Works images 
speak a plural subjectivity. The intention is to 
say rather than to sell something. The audience 
will remain largely unseen and unknown to 
the artists. The result? Undetermined. But, 
throughout the process, multiple moments of 
potential transformation exist for those who 
make themselves available. For the students 
who submitted their creative and design process 
to whole-hearted scrutiny and questioning, 
the creative process itself was change: having 
insight, thinking critically and communicating 
more clearly. The moments of reception when 
viewers, both intentional and accidental, 
participate with the works is perhaps the most 
obvious but not necessarily the most significant 
site of transformation. 

The voices in the works vary. A few take on the 
familiar tone of a didactic public service message 
as in Ally McKenzie’s “Throw compliments not 
punches,” or savvy marketing copy as in Ana 

Signage Works ,  D ig i ta l  Drawing,  2013
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SOMETHING BEAUTIFUL
Preservation LINK and David Herman, Jr.
Dallas Public Library, October-November 2013

Dallas, where they learned about the school’s 
history and current programs. The students also 
visited the George W. Bush Presidential Library 
and Museum and toured the campus of Southern 
Methodist University. With cameras in hand, the 
students created a photographic narrative of their 
experiences and thoughts around the theme, 
“Something Beautiful.”

The program was produced in partnership with 
Big Thought, Dallas Public Library – Highland Hills 
Branch, Paul Quinn College, Southern Methodist 
University, and Skillful Living.

Working with young people, ages 10-16, from 
the Dallas neighborhood of Highland Hills, 
Preservation LINK produced a two-week 
long summer camp designed to increase the 
youth’s personal and community awareness. 
Using photography, the students increased 
their knowledge and understanding about the 
aesthetics of visual arts while also engaging in 
activities and discussions around self-image, 
culture, education, and social responsibility. 
Students critiqued, produced, and shared digital 
photographic works as expressions of their 
personal narrative and aspirations. To broaden 
their experiences and understanding, the 
students spent parts of the second week on the 
Paul Quinn College campus, a historically African 
American college located just south of downtown 

Preservat ion L INK educator ,  Javet ta  Mercade l  works w i th s tudents a t  the H igh land H i l l s  L ib ra ry ,  Da l las, 
Texas,  2013



58 59Top Lef t  Bety  contempla tes a 20th-century  Amer ican pa in t ing she has se lected fo r  the tour   
Top R ight  Group d iscuss ion about  an 18th-century  European pa in t ing ear l y  in  the program 
Bot tom  Roc io,  E l i zabeth,  Noemi  and Rosa work on the tex t  fo r  the Translat ing Cul ture  gu ide book

Translating Culture . . . Community Voices at 
the DMA grew out of a series of conversations 
between Susan Diachisin, the Kelli and Allen 
Questrom Director of the Center for Creative 
Connections (C3) at the Dallas Museum of Art 
and MAP Director, Janeil Engelstad. Taking place 
over several months, and during a time when 
the DMA was in the process of embracing new 
ideas for engaging the community (and returning 
to free general admission), Translating Culture 
dovetails with a central part of MAP’s mission — 
to produce programs that are inclusive of multiple 
voices and perspectives and to provide access to 
cultural programs for communities that are often 
marginalized because of ethnicity and socio-
economic reasons. 

The foundation of Translating Culture was a 
series of workshops that took place twice a week 
in June and July of 2013, where eleven members 
of the Dallas chapter of AVANCE learned about 
the DMA’s collections. Working independently, 
in pairs, and as a group, the participants wrote 
their personal interpretations about a work of art 
of their choice. Their texts, along with images of 
the selected art, will be included in a Spanish 
and English printed guide for visitors. The printed 
guide will launch at the DMA, in November, as a 
part of MAP 2013.  

TRANSLATING CULTURE . . . 
COMMUNITY VOICES AT THE DMA
Noemi Alvarado, Gabriela Baylon, Rosa E. Contreras, Beatriz Gonzalez, Elizabeth Hernandez, 
Catalina Martinez, Maria Munoz, Joel Paniagua, Alma A. Ramirez, Irasema Ramirez, and Lourdes 
Rocio Rocha Salazar 
With Janeil Engelstad - MAP and the Dallas Museum of Art, Center for Creative Connections 
Produced in partnership with AVANCE - Dallas

Honoring local knowledge and ideas, in contrast 
to the “expert knowledge” that is transmitted 
from the museum as a part of its professional 
interpretation responsibility, opens up possibilities 
for the exchange of new information and dialogue 
about the DMA’s collection. It is a step as part 
of the democratization of museums and gives 
credence to views that have historically been 
overlooked and undervalued.  

As Translating Culture progressed, the 
participants took ownership of the museum and 
its collections, feeling comfortable and at home in 
a place that some of them had not visited before 
the outset of the project. They, in turn, have 
invited and brought their families and friends to 
the museum, expanding the project to include an 
ever-widening circle of community members.  

1 The workshops were developed and led by Janeil 
Engelstad and DMA personnel, Susan Diachisin, 
Maria Teresa Garcia Pedroche Head of Community 
Engagement, and Melissa Gonzales Manager of 
Center for Creative Connections Gallery. Concurrent 
with this program were arts education workshops 
for the participant’s children. These workshops were 
led by C3 specialist Alexandra Vargo and MAP team 
members Kat Burkett, Oto Hudec and Delaney Smith.
2 These ideas are elaborated upon in Christina F. 
Kepps book, Liberating Culture: Cross-cultural 
perspectives on museums, curation and heritage 
preservation (NewYork: Routledge,2003)
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AN UNREAL DREAM: 
THE MICHAEL MORTON STORY
Directed by Al Reinert
Produced by Marcy Garriott, John Dean and Al Reinert
Dallas VideoFest

testing and investigating possible prosecutorial 
misconduct in Morton’s case. Twenty-five years 
after the murder, DNA analysis of a bloody blue 
bandana found near the crime scene not only 
cleared Morton, but led to a known felon who has 
since been charged with the murder of Christine 
Morton, along with the murder of another young 
woman two years later.

Since his release in late 2011, Michael Morton 
devotes his time to campaigning for legal reforms 
to prevent future wrongful convictions. In May 
2013, the Texas Legislature unanimously passed 
the Michael Morton Act, establishing an open 
file policy that compels prosecutors to share 
evidence with defense teams.

AN UNREAL DREAM is the story of Michael 
Morton. In 1986, his young wife Christine was 
brutally murdered in front of their only child, and 
he was accused and convicted of the crime, 
spending a quarter of a century in Texas prisons.  
Michael’s son Eric, only three at the time of his 
mother’s death, was raised by family members 
and eventually cut off all contact with the father 
he believed had killed his mother.

The film chronicles the love that Michael shared 
with Christine, his despair at her murder, 
followed quickly by his shock at his own arrest, 
his conviction at the hands of a small-town jury 
influenced by a legendary sheriff and an ambitious 
District Attorney, the long prison years relieved 
by new friendships and a profound spiritual 
experience, and the difficult fight for his freedom.
New York’s Innocence Project, in partnership with 
John Raley, a Texas attorney working on his first-
ever criminal case, spent years fighting for DNA 

Michae l  Mor ton and Sher i f f  J im Boutwe l l  on the day o f  Michae l ’s  conv ic t ion in  1987
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WEAVING THE FUTURE: EXPLORATIONS IN FIBERS, 
COMMUNITY AND VIRTUAL CONNECTIONS
University of North Texas Art and Science Collective: 
Lesli Robertson, Nandika D’Souza, Ruth West and Amie Adelman
Perot Museum of Nature and Science

Throughout the workshops, digital images and 
dialogues of the experiences were posted to 
public sharing platforms, including rePhoto and 
Facebook, creating a virtual record of the creative 
process and the community of people engaged in 
the project. Existing across time and platforms, 
Weaving the Future was instantaneously available 
to the public, broadening the reach of the project 
to the wider global community and bridging art and 
social media with the aim of expanding notions of 
authorship, community, and engagement.

At the intersection of art and technology, 
Weaving the Future combines the materials of 
textile fibers with innovative social platforms 
tied to community participation. For 2013, 
art and science faculty from the University of 
North Texas (UNT) collaborated with visitors to 
the Perot Museum of Nature and Science in a 
hands-on, interactive workshop that also existed, 
in real time, across social media. Using thread, 
the UNT team and workshop collaborators 
created a community artwork that emphasized 
the applicability of the handmade to technology. 

Oppos i te  Image f rom pro ject rephoto.com
 
Above  Linear Mot ion I I ,  th read,  10'  x  22 '  x  19 ' ,  Amie Ade lman, Breckenr idge F ine Ar ts  Center ,  2011
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Produced in partnership with Human Rights 
Initiative of North Texas (HRI)

Through WORDS/SWORDS, Jin-Ya Huang 
visually translated the stories of Dallas-Fort Worth 
area immigrants that are seeking legal assistance 
for domestic abuse and political asylum. The 
project raises social awareness about an issue, 
immigrant abuse, which receives limited coverage 
by the media.

Huang’s process included meeting with the 
project participants, listening and gathering 
information, and then interpreting their heroic 
stories through abstract photographs and words. 
Giving a public voice to people, whose stories 
would not otherwise be heard, not only sheds 
light on an important issue but also reveals the 
power of words that express anger and abuse for 
WORDS that cause emotional and physical harm.

The images of the participant’s stories of 
struggle and survival was the centerpiece of an 
installation at HRI’s offices. At the closing of the 
exhibition, there was a ceremony that included 
a literal “shredding of the words,” symbolizing 

WORDS/SWORDS 
Jin-Ya Huang
Lobby and conference room of Human Rights Initiative of North Texas

how one can release the pain caused by abusive 
words. The language of survival, also expressed 
through this project, will be kept in permanent 
documentation. Retaining life-supporting words 
opens up the possibility to understand, to heal, 
and to arrive at a safe place in the mind.   

Huang’s partnership with HRI was inspired by her 
own diaspora experience as an immigrant from 
Taipei, Taiwan who survived abuse and rape. 
Ashamed for many years, she often felt alone in 
this situation. After gaining the courage to speak 
openly and aloud about her experience, Huang 
realized that her story is one that is shared by 
many immigrants.

HRI’s mission states, “  . . . human rights are for 
everyone — no matter where they’re from”. 
Taking off from this place, WORDS/SWORDS is 
a tool for education and understanding about 
a subject that is often taboo, while bringing 
emotional healing to people who have survived 
the depersonalization and the dissociation of 
abuse, whether physically, emotionally or sexually, 
helping them to move forward and thrive.

TWO TOWERS, TWO WORLDS ,  Dig i ta l  c-pr in t ,  36"  x  24" ,  2013
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Texas in Practice: Contemporary Movements 
in Socially Engaged Art
Leila Grothe

In 2012, a 1.6-acre vacant lot in the Oak 
Cliff neighborhood of Dallas, Texas became 
a temporary site of community engagement. 
Robert Hamilton and Cynthia Mulcahy, an 
artist and curator respectively, transformed an 
overlooked piece of land into the Seventeen 
Hundred Seeds public art project.1 From March 
15 to June 30, Hamilton and Mulcahy along with 
their small installation crew tilled the land and 
planted 1,700 sunflower seeds along an urban 
street well-trafficked by vehicles. This agrarian 
scene of labor produced a lively field of tall, bright 
sunflowers that piqued the curiosity of neighbors 
and passersby, who gathered for impromptu 
meetings in stadium seating built of hay bales. 
Locals donated water, wide-brimmed hats, and 
old stories about the neighborhood while relaxing 
amongst the vegetation. The property had long 
been slated for a multi-unit residential complex 
meant to appeal to the new inhabitants of a rapidly 
changing part of Dallas, but for three months 
this intervention, an act of socially engaged art, 
served as a site of neighborly generosity and 
communal spirit. 

Socially engaged art does not look like any one 
thing.2  Description proves challenging given the 
genre’s breadth, but shared elements can be 
singled out. Most often, this practice involves 
temporary projects rather than permanent 
installations and object-based artworks. The 

focus is process-oriented: the making of the 
work is frequently more important than any 
final result or resolution. A key characteristic 
is engagement with an audience or public with 
particular attention paid to marginalized groups 
(more about this later) as active participants in the 
conceptualization, production, and presentation 
of the project. This relationship between artist 
and audience may itself be the artwork shifting 
the focus from artist to audience, from object to 
process, and from production to reception. As 
a result direct, unmediated engagement with a 
particular audience is crucial.

By looking at examples of these practices, an 
understanding of the field becomes clearer. In 
1985, artist Rick Lowe moved his studio from 
Alabama to the historic Third Ward of Houston, 
Texas, which was under threat from the powerful 
force of gentrification. Having experienced some 
of the struggles of this community first-hand, 
Lowe was searching for a way to have a positive 
impact and generate lasting change. With the 
help of some fellow artists, Lowe created Project 
Row Houses in 1994 as a restoration project 
that would preserve, protect, and cultivate the 
character of the community. What began as a 
series of artist interventions and restorations 
within twenty-two shotgun-style homes quickly 
developed into a public art program and 
residency designed for artists to create new work 

Oppos i te Ar t is t  Rober t  Hami l ton in  the Seventeen Hundred Seeds  f ie ld  a t  peak,  May 2012. 
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with the community, an arts education program, 
a housing initiative for single mothers and their 
children, health centers, community gardens and 
much more. Today the project spans six blocks 
and fifty properties. Project Row Houses uses art 
as a vehicle to create a thriving and tightly knit 
community by integrating art and artists within 
the fabric of day-to-day life.

In Dallas, initiatives like Comprehensive 
Employment and Training Act Arts program 
(CETA Arts) of Dallas began in 1977. Artists, 
educators, and administrators,  found their 
footing here as part of a program that placed 400 
artists in jobs and expanded art production to a 
broad audience across the city. When the funding 
for CETA Arts was lost during budget cuts, the 
organization concluded its four-year run with a 
month-long festival that included events such as 
The Butterfly, which featured disabled actors.

Rather than formalist considerations or the 
materiality of the work, experience can also be an 
integral element for a work of art. Conceptualism, 
action painting, and performance art might all 
fall within this category. Socially engaged art has 
taken this notion of involvement to the point that 
its very existence depends on the experience 
of social interaction. Artist and educator Pablo 
Helguera identifies the field as “located between 
more conventional art forms and the related 
disciplines of sociology, politics, and the like.”3  
He explains that art in this category functions by 
attaching itself to “subjects and problems that 
normally belong to other disciplines,” and in doing 
so, the work brings new insights, challenges, and 
emphases into a particular issue or condition.4  

Socially engaged artists often challenge the 
established criteria of cultural value based on 
aesthetic quality and individualistic notions of 
artistic competence by directly addressing very 
real issues with very real audiences. Artist and 
writer Suzanne Lacy believes this tendency 
reveals the genre’s link with “various vanguard 
groups, such as feminist, ethnic, Marxist, and 
media artists and other activists… [who] have a 
common interest in leftist politics, social activism, 
redefined audiences, relevance for communities 
(particularly marginalized ones), and collaborative 
methodology.”5 According to Lacy, such 
interests lead artists to attack standard aesthetic 
categories bound to the specificities of media 
and to reject traditional spaces like museums and 
galleries.6 

It is easy to admire the motivations of artists 
working in this way. However it is important 
to avoid giving uncritical support to all socially 
engaged art projects. An ill-conceived project 
could impact not only an artist’s reputation or 
the bottom line of a saleable exhibition, but also 
actual people and their lives. Socially engaged art 
should be held to the highest of standards, where 
both validity of concept and effect of approach 
matter greatly. At times these types of projects 
have been criticized as being celebratory, 
affirmative, one-note, and anti-intellectual. In the 
worst cases, a project can “exacerbate uneven 
power relations, remarginalize (even colonize) 
already disenfranchised groups, depoliticize and 
remythify the artistic process, and finally further 
the separation of art and life (despite claims to 
the contrary).”7  While one cannot and should 
not prescribe any one way to realize socially 
engaged projects, it is also impossible to explain 
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one uniform way in which these projects fail. 
Regardless, criticism should not be shied by an 
artist’s good intentions. If a project hasn’t reached 
the goals it claims, it is for the benefit of the entire 
genre to vocalize where things fall short.

This emphasis of caution is related to our 
contemporary art world and its clear indication 
that socially engaged art is on an upward trend. 
Organizations like Creative Time, based in New 
York City, have been operating in the realm of 
socially engaged art for over four decades, but 
they have recently grown into a global influence 
addressing the world’s most pressing issues with 
oftentimes very impressive budgets. Masters 

programs in Social Practice are cropping up in 
universities across America professionalizing 
the trade and churning out a new generation 
of specialized artists. With this rush of interest, 
related conferences and symposia tend to 
embrace a more general and inclusive acceptance 
of the broad spectrum of socially engaged 
art with a low standard of scrutiny. In order to 
support the validity of this genre in the long-term, 
it is important to challenge the work that is being 
done. 

Socially engaged art is not a new movement. 
Artists have been engaging with communities for 
decades. However we have reached the moment 

A communi ty  gather ing a t  R ick Lowe’s Project  Row Houses ,  March 2010
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when an undervalued mode of practice is gaining 
mainstream acceptance. To echo Eleanor 
Heartney, this way of working has “found its time.”8  
In America, where socially engaged practices are 
most prevalent, artists working in this field often 
share the opinion that the extreme conservatism 
of the past decades have struck the poor and the 
disenfranchised hardest.  As time has marched 
on it has become clear that economic disparities 
have steadily increased, political action seems 
incapable of generating real change, and the 
plague of racial inequality is supported by our 
justice system. While artists have been working 
in public, activist, and engaged ways since the 
1960s (and earlier), what is different now is the 
public reception. A more general public, is ready 
to look critically at its situation, and artists and 
audiences are taking action.

This timing is what makes a project like MAP—
Make Art with Purpose—possible. Dallas, 
like many cities, has its fair share of deeply 
problematic civic concerns, with issues such 
as segregation and gentrification looming over 
recent generations. What is changing is the local 
response to the city’s imperfections. For example, 
photographer David Herman, Jr., co-founder of 
Preservation LINK, Inc.— a nonprofit that works 
to educate and empower underserved youth in 
South Dallas in the digital media arts by using 
photography to teach participants to tell their 
personal stories and see the world around them 
differently while learning valuable computer skills. 
Herman will continue this practice during MAP 
and exhibit the participant’s work at the Dallas 
Public Library. MAP also includes national and 
international contributions, such as Dee Hibbert-
Jones & Nomi Talisman’s captivating and moving 

animated documentary, titled Living Condition, 
which tells the stories of three families existing 
with the trauma of having a relative condemned to 
execution. While each of the families presented in 
Living Condition are dealing with penal systems 
throughout the nation, the condition of having a 
loved one put to death is a situation familiar to 
hundreds of Texas families, who live in the most 
active death penalty state in America.9  

Multiple projects in MAP focus on the concerns 
of local and national Hispanic populations. Theo 
Rigby’s project, IMMIGRANT  NATION is an 
investigation into personal stories of immigration. 
The project consists of  short documentary films 
combined with participatory screening events, 
where Rigby and a collaborating team collect and 
illustrate oral histories from attendees describing 
how their families came to America.  In another 
project, Janeil Engelstad and a team of teachers 
from the Center for Creative Connections at the 
Dallas Museum of Art (DMA) is working alongside 
a group of community participants from AVANCE 
to create a short Spanish-language tour of the 
museum—the first such Spanish-language tour 
about works in the collection ever produced by the 
DMA. At the Latino Cultural Center, artist Susan 
Plum will realize a performance piece titled Luz y 
Solidaridad to honor disappeared and murdered 
women in Juarez, Mexico. The shared interests 
of these artists are not coincidental. Their focus 
is a response  to critical situations in Dallas and 
beyond  Engaging with the public allows these 
artists, to give voice, raise awareness, and 
encourage change.

David Herman, Jr., the makers of Living 
Condition, and the artists addressing issues 

Texas in Practice: Contemporary Movements in Socially Engaged Art

related to the Hispanic population are a few of 
the many involved individuals and organizations 
whose practices represent a break from previous 
approaches to art, and it is a break for which 
Dallas is absolutely ready.

1 For images and further details on Seventeen Hundred 
Seeds, visit http://www.makeartwithpurpose.net/
projects.php?id=39 
2 Socially engaged art has also been commonly 
referred to as social practice; new genre public art; 
relational aesthetics; social sculpture; collaborative 
art; dialogic art; and participatory-, interventionist-, 
research-, project-, or community-based art to name 
a few. These terms bump into each other at times, but 
the abundance of referents indicates an attempt to 
identify the possibilities within a relationship between 
art and public engagement. As a practice, socially 
engaged art is complex, ethereal, and heterogeneous. 

Due to its varied nature, establishing one harmonious 
moniker might not ever be possible. For the purposes 
of this essay, the term “socially engaged art” will 
cover the umbrella of these practices.
3 Pablo Helguera, Education for Socially Engaged Art: 
A Materials and Techniques Handbook (New York: 
Jorge Pinto Books, 2011), 2-5.
4 Ibid, 5.
5 Suzanne Lacy, Mapping the Terrain: New Genre 
Public Art (Seattle, Wash: Bay Press, 1995) 25.
6 Ibid, 25.
7 Miwon Kwon, One Place After Another:Site-Specific 
Art and Locational Identity (Cambridge, Mass: MIT 
Press, 2002) 6.
8 Eleanor Heartney, Critical Condition: American 
Culture at the Crossroads (Cambridge: Cambridge 
University Press, 1997) 105.
9 Since 1976, Texas has killed almost five times more 
inmates than any other state in the nation. For further 
details, visit http://www.deathpenaltyinfo.org/.
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A Shepherd’s School ,  Fernando Garc ia  Dory,  (2004-ongo ing) 

The Challenges of Green Curating: 
Balancing Between the Art World and the Planet
Maja and Reuben Fowkes

As the technocratic dream of extending the reach 
of wireless internet to the most remote areas of 
the planet comes closer, with satellites beaming 
broadband to Antarctica and Google planning a 
network of high altitude balloons ‘travelling on 
the edge of space’, as part of a venture deemed 
so outlandish that it’s code-named ‘Project 
Loon’, the question arises about the balance 
between the clear-cut benefits to both eager 
users and voracious internet providers and the 
fundamental well-being of the earth. How to 
weigh up the consequences of extinguishing 
the last quiet zones of the planet? Furthermore, 
how can we make use of the critical insights of 
half a century of ecological thought, which was 
championed from the outset as a ‘subversive 
science’ for its willingness to question the 
rationale of unstoppable development and 
relentless growth? The complexity of these 
concerns mirrors the dilemmas faced by artists 
and curators in attempting to navigate the pitfalls 
and opportunities that line their path through the 
crisis of the ecological era.

Whenever socially sensitive artworks, exhibitions 
and artistic projects are realised, they strike a 
delicate balance between artistic or curatorial 
intentions and the unintended, incidental or 
unpredictable impacts they have on the wider 
environment. Such impacts are often hard to 
quantify in advance, especially when it comes 
to transferring an abstract artistic concept into a 
concrete realisation. Agnes Denes’s monumental 

earthwork, Tree Mountain – A Living Time Capsule, 
an iconic example of environmental art that came 
about as a direct result of the Earth Summit in 
Rio de Janeiro in 1992, could be taken as a case 
in point. Symbolising humanity’s commitment to 
consider the interests of future generations in the 
use of the finite resources of the earth, the project 
may also in retrospect provide some clues as to 
the artistic challenges of sustainability.          

In 1996, Tree Mountain brought together 11,000 
people from around the world to plant pine saplings 
on an artificial hill built on a land reclamation 
site in Western Finland. Each tree forms part 
of an intricate mathematical pattern designed 
by the artist and is individually numbered, while 
inheritable certificates of custodianship were 
issued to shareholders in ‘the first manmade 
virgin forest’.1 While the work raises questions 
from the point of view of today’s sensibilities in 
terms of its substantial carbon footprint, the air 
miles can perhaps be justified considering the 
global, ecological significance of the monument. 
More intriguing and indicative of the problematic 
of applying ecological concepts within the art 
world are concerns raised by the overall aim of the 
project and the context in which it was realised. 

What kind of an environmental message is sent, 
for example, by the idea that it is possible or even 
desirable to create a ‘man-made virgin forest’? 
Does this critically question or simply reinforce 
the general belief that all problems, including 
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environmental devastation, can be solved through 
technological innovation? Is it even conceivable 
from a scientific point of view that after 400 
years, this aesthetically arranged, mono-
cultural plantation will take on the rhizomatic 
characteristics of an old-growth forest in all its 
biodiversity? Furthermore, questions could also 
be asked about the ultimate effectiveness of the 
model, originating in the 1970s, of commissioning 
public art works as a method for regenerating 
industrially devastated spaces. Similar dilemmas 
are encountered by artists, curators and other 
art professionals whenever they have to decide 
whether the social, political, cultural or ecological 
benefits of an exhibition, conference or art work 
justify the impact the realisation of the project will 
have on the natural environment. 

Curating informed by green thinking nevertheless 
does not imply an outright ban on curator and 
artist travel, on the lines of Gustav Metzger’s 
artistic campaign Reduce Art Flights (2007)2, 
nor the decision never to produce anything 
but the most dematerialised art products. To 
curate green is more about being conscious of 
the environmental impact of our actions within 
contemporary art and being prepared to make 
a rough calculation as to whether our projects 
make sense in ecological terms. At the same 
time, attempts to think environmentally about 
any art project regularly come up against intricate 
considerations, showing that it is rarely enough 
to think about sustainability in the sphere of art 
and culture simply in terms of numbers. Beyond 
the ‘lifecycle analysis’ of the artwork according 
to the environmental impacts associated with its 
production, transport and display, the defining 
dimension of sustainability of art comes from 

intangible interactions with a host of social, 
economic and political considerations. 

A myriad of interlinked factors in green practice is 
revealed by the writings of French psychoanalyst 
and cultural theorist Felix Guattari, whose 
seminal late-80s study, The Three Ecologies, 
approached ecology through the dimensions of 
the environmental, social and mental registers.3 
To think about the sustainability of the curatorial 
sphere implies all three ‘registers’ of ecology, 
which have to be taken into consideration, by being 
aware of the environmental, social and mental 
impact of the practice of exhibition making. While 
analysis of the first, strictly environmental register 
might look, for example, at the extent to which the 
awareness of the environmental footprint of a show 
or artistic project is an integral part of the creative 
processes of curating, the second, social register 
could involve discussing the extent to which 
exhibitions are conceived and realised according 
to egalitarian and non-hierarchical principles and 
a horizontal approach to collaboration. The third 
register, that of the mental domain, is perhaps 
less tangible, but equally unavoidable in thinking 
about the sustainability of contemporary art and 
could consist in weighing up whether an art 
project helps to dispel the fog of consumerism, 
nationalism and other ideologies affecting the 
contemporary world or surreptitiously reinforces 
these pernicious cultural tendencies.

While there is a growing literature on the 
implications of sustainability for art institutions, 
frequently conceived in narrow terms of how 
to reduce the carbon footprint of museums by, 
for instance, raising the permitted maximum 
temperature in display cases containing art 
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objects, there has been less emphasis on the 
social and psychological pressures faced by 
artists, curators and others involved in the art 
world. Looming particularly large is the notorious 
pressure to come up with a constant flow of new 
ideas to satisfy the demand for novelty that is built 
into the DNA of the culture industry. The relentless 
search for novelty is ultimately driven by the 
market, whose malignant influence is condemned 
by post-Guattarian theorist Franco Berardi Bifo for 
‘changing the destiny of the living body of society, 
destroying resources, and like a draining pump, 
swallowing the energies of the collective body.’4

In an effort to resist these pressures, curators 
might be tempted to borrow from artists, who 
have developed various navigational strategies to 
resist the demands of art institutions to constantly 
come up with new and marketable products, and 
more generally to steer a course through the 
interminable pressures of living and working in 
the conditions of post-Fordist global capitalism. 
Spanish artist Fernando Garcia Dory’s work 
with shepherds, which has included initiating a 
shepherd’s school in the mountains for people 
wishing to learn and at the same time preserve and 
take forward age-old skills and environmentally-
sustainable lifestyles and organising a World 
Gathering of Nomadic Peoples, could offer a 
model of long term engagement with the precious 
knowledge of transhumance communities whose 
experience of what the artist calls ‘life at 8km an 
hour’ offers an antidote to the accelerated reality 
of globalised communications.5

Hungarian artist Tamás Kaszás has found his own 
way out of the treadmill of city life and the pressures 
of the art world by decamping to an island on the 

Danube, where a riverside garden provides an 
intimate setting for acts of creativity and communal 
living that are an end in themselves. Reversing the 
usual logic encountered in the art world, Kaszás 
sees the production of art works and projects for 
the gallery and museum system as a way to bring 
him closer to the freedom of becoming an ‘ex-
artist’, who could create without participating in 
the institutional art world. Tangentially, it could be 
suggested that one challenge of green curating 
is to lighten the burden on the curator as the 
mediator between the artist and the institutional 
system by changing curatorial attitudes to the 
ultimate goals of a life spent in contemporary art. 
A more sustainable model of curatorial ambition 
would probably involve a shift from the narrow 
pursuit of careerism at sometimes great personal 
cost, to something closer to Guattari’s vision in 
The Three Ecologies of ‘artistic creation liberated 
from the market system’ and based on a multi-
layered understanding of ecology as essential 
for the production of human existence in new 
historical circumstances.6

Sharing an interest in the disappearing and 
endangered features of the pre-Google world 
with Kaszás, who reclaims the lost wisdom of 
folk science, and Dory, who has also investigated 
the reversibility of the spread of supermarkets 
and alienating urban sprawl by initiating 
neighbourhood groups and farmer’s markets, 
a recent work by Danish artist Lise Autogena 
celebrates the UK’s long sea-faring culture at 
the poignant moment of the de-commissioning 
of its sonic warning system. Her precisely-
scored and environmentally-sensitive Foghorn 
Requiem was performed in June 2013 by an 
uncanny orchestra consisting of a lighthouse 
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foghorn, three brass bands, and an armada of 
ships sounding their horns far out at sea. While 
the technological advance of broadband GPS 
tracking has made the foghorn redundant for 
seafaring vessels, Autogena makes us aware 
that, with the disappearance of this ‘melancholic 
and very human sound that connects the land 
with the sea,’7 something has been lost in terms 
of a shared, unmediated experience of the world.
The challenges of green curating are inseparable 

from the hurdles facing the art world, as well as 
global society, in coming to grips with the hard 
realities of ecological crisis. Rather than feeling 
overwhelmed by the limitations that a strictly 
carbon-neutral regime would place on artistic 
freedom, curators should look to the opportunities 
provided by the unique position of contemporary 
art to suggest innovative models of social activism, 
come up with inventive solutions to make a virtue 
out of necessity, and tactically intervene in the 

Broadband Bul let in Board,  (1998-2009) ,  Tamás Kaszás and An iko Lor in t ,  i ns ta l la t ion v iew, 
Is tanbu l  B ienn ia l  2011

delicately-poised domains of what Guattari called 
‘human subjectivities’. Green curating, not unlike 
the everyday negotiations and mediations that are 
part of the profession, is ultimately about striking 
a balance between the realization of unbounded 
artistic concepts and awareness of the fragility of 
living in an ecological age.       

1 See the artist’s website, 
http://agnesdenesstudio.com/
2 See the project website, 
http://www.reduceartflights.lttds.org/
3 Felix Guattari, The Three Ecologies (London: The 
Athalone Press, 2000), 36.
4 Franco Berardi Bifo and Alessandro Sarti, RUN   
Morphogenesis (Documenta 13, 2012), 8.
5 See the artist’s website, 
http://fernandogarciadory.com/
6 Guattari, The Three Ecologies, 34.
7 See artist’s website, http://www.autogena.org/

Over lea f  Foghorn Requiem ,  L ise Autogena,  2013, photograph,  Kr is t ian Buus
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Campus in Camps: The Politics of Imagining a 
Public Sphere
Noah Simblist

The refugee camp is a lived space that functions 
in a state of exception. As the Italian philosopher 
Giorgio Agamben has pointed out, this status 
is both extraterritorial and extra-juridical.1 But 
the camp is by definition provisional, created 
to respond to a disaster. It is meant to provide 
temporary shelter, food and other basic services 
to a group of people that have been displaced 
by a radical rupture in the fabric of everyday life. 
In recent memory, we can recall refugees from 
natural and military disasters in places such as 
the Congo, Syria or Sudan.

But refugee camps are also a space of 
administration, at the nexus between the 
motivations of both state actors and non-
governmental organizations (NGOs). These 
ideological vectors become more pronounced over 
time, which is why the case of Palestinian refugee 
camps, established following the wars of 1948 
and 1967 and still existing today, is so complex. 
This essay will look at Palestinian refugee camps 
through the lens of Campus in Camps, a unique 
organization that acts as university, art project 
and think tank for creative urbanism.

Campus in Camps was established in 2012 as a 
two-year project by the architectural team of Sandi 
Hillal and Alessandro Petti. It brings together 
young people from five camps in the West Bank: 
Fawaar, Arroub, Dheisheh, Aida, and Beit Jibrin 
to discuss and produce new forms of visual 

and cultural representations of refugee camps. 
It includes lectures and seminars given by both 
local and international scholars and practitioners. 
Campus In Camps draws from a wide coalition of 
support including UNWRA (United Nations Works 
Relief Agency), Al Quds University, the German 
government and others.

The Catastrophic Context of a Prolonged History

The backdrop for this project is the bizarre 
situation of Palestinian refugee camps. They were 
originally established in 1948, following the Arab-
Israeli war and are administered by the United 
Nations Works Agency for Palestine Refugees 
in the Near East (UNWRA). They began as 
tents, and over time developed into shacks, and 
eventually became cities as the Israeli occupation 
of the West Bank was prolonged indefinitely 
and the resolution of the right of return for 
Palestinian refugees was perpetually put off. They 
have evolved to accommodate the needs of an 
increasing population but, as I will explain below, 
the right of return and the fear of normalization 
have prevented these informal urban entities from 
functioning in a developmental way that suggests 
progress and permanence.

Nakba is a term in Arabic that means catastrophe. 
It is commonly used to refer to the events in 1948 
including the Arab-Israeli war, the establishment 
of the state of Israel and the expulsion of 

Oppos i te  Campus in Camps  logo
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Palestinian refugees.2  At the start of 1948, Arabs 
were the majority of the population of Palestine 
between the Mediterranean and the Jordan 
River – 1.4 out of 2 million people. At that time 
Arabs owned 90% of the land but after the war, 
by October 1948, more than half the country’s 
Arabs – 750,000 people – were expelled or forced 
to flee. After that, 150,000 remained and Israel 
controlled 78% of the former British mandate of 
Palestine. Those that remained quickly became a 
persecuted minority within a Jewish state whose 
population exploded because of immigration. The 
rest became refugees in Lebanon, Syria, Jordan, 
Egypt and elsewhere.3  

The stories that result inevitably include a few 
themes. There is the frantic hustle to pack up 
a suitcase of clothes and a few essential items. 
Then the family locks the door and takes the key 
with them. People often point to this key as the 
symbol and proof of the last moment that they 
lived in their homes and homelands. As the poet 
Mahmud Darwish put it, “He felt for his key the way 
he would feel for his limbs and was reassured.”4  

Some other themes that are included in these 
stories include details of the lost architecture or 
landscaping. Often, an orange tree, a fig tree or a 
cyprus is invoked. Sandy Tolan’s book The Lemon 
Tree,5  about one such family’s exile from their 
home in Al-Ramla, takes its name from this symbol. 
The fruit tree represents a cyclical and sustainable 
way of living in and with the land. It represents a 
family’s long-term commitment to a place. Planting 
and tending to a tree that each year provides the 
fruit of this labor reveals an interrelatedness with 
the land. The key provides access to not only a 
house, but also to this relationship.

Stories of the nakba are typified by a deeply 
poetic nostalgia for the past and a frustrating 
sense of the impossibility of immediate return. 
These include that of Rema Hammami, an 
anthropologist and second generation Palestinian 
refugee who found her grandfather’s house 
in Jaffa turned into a school for Jewish special 
needs children: “When I saw the arches, I had a 
sudden shock of recognition based on a family 
photograph taken in front of this veranda.”6 Or 
more famously, when Edward Said returned to his 
family’s home in Jerusalem in 1992 for the first 
time in forty-five years: “I remembered the house 
quite clearly: two stories, a terraced entrance, a 
balcony at the front…[but] I could not bring myself 
to go inside…it was as if there were a part my past 
which was really over and associated with the 
fall of Palestine which I couldn’t reinvestigate.”7  
Or Raja Shehadeh, the writer and lawyer whose 
family lost their Jaffa home and as a result, lost 
their relationship to Jaffa, the pearl or “diamond 
studded lantern rising from the sea.”8 

But in the early years following 1948, the term 
nakba was not used so widely since these 
events were seen as a moment of weakness and 
humiliation. There was still a belief that these 
events were temporary and that the Palestinians 
that were now in refugee camps in Lebanon or 
Jordan would soon return to their homes. In the 
1950s and 60s more euphemistic terms were 
often used such as al-ahdath (the events) or al-
hijra (the Exodous) or lamma sharna wa tla-na 
(when we blackened our faces and left).9 

Even in the 1970s in Lebanon, with a vibrant 
sense of Palestinian nationalism evoked by the 
Palestinian Liberation Organization (PLO), the 
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main message was one of optimism, revolution 
and renewal. It was not until the 1990s when 
Yassir Arafat was negotiating peace treaties that 
the notion of remembering 1948 was evoked in 
order to caution against letting go of the right of 
return for Palestinian refugees.

Thus the nakba not only refers to the events of 1948 
but in particular it refers to Palestinian refugees, 
most importantly, those that live in the camps set 
up by the UNRWA. This focus on the nakba moves 
past nostalgia for houses or fruit trees, using keys 
to symbolize their loss. This use of the nakba is 
about millions of refugees, symbolized by the 
camps, and their right of return. This is why the 
present reality of the camps, and their utilitarian 
function as social spaces, is constantly oriented 
outside of the present and pivots toward both 
the tragedy of their founding and the promised 
possibility of their abandonment once the right 
of return is fulfilled.10 This sense of the nakba 

turns the camps into towns or cities in waiting, 
constantly resisting the taboo of normalizing the 
occupation. 

The Camp: Present Reality and Imagined Future 

Campus in Camps seeks to find a third space 
between the binary options of treating the camps 
in ways that either normalize the occupation on 
the one hand or embrace the victimhood of the 
refugees on the other. This third space allows for 
the camps to be sites that give the refugee agency 
to determine the nature of the space in which they 
live. Most importantly, Campus in Camps seeks to 
produce a space of the common.11 

One of the projects that Campus in Camps 
has embarked on is the creation of a Collective 
Dictionary,12  written collaboratively by students 
and faculty, which includes terms that help to flesh 
out the meaning of a phrase like the common. For 

Communa l  learn ing in  Campus in Camps ,  where knowledge emerges f rom a co l lect i ve e f fo r t  centered on the 
dr i ve o f  the par t ic ipants ra ther  than preconce ived educat iona l  mode ls,  photograph,  BraveNewAlps (Campus 
in  Camps) ,  2012
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instance the Arabic word Al Jameah, translates to 
university but has a literal meaning of public space. 
So Campus in Camps is setting up an informal 
university that also creates a public space of and 
through discourse. Similarly, the word Mujaawara 
could mean either neighboring or forming and 
being a part of a community. This subtle play 
between the idle and the active senses of social 
spatiality allows for an examination of the present 
reality that exists within the camps as a means to 
leverage its more positive aspects. According to 
Allesandro Petti, “The participants claim that the 
Collective Dictionary is their constantly amended 

“constitution”; it is their theoretical and practical 
reference, the guide for their actions within the 
camps.”13  Other terms in this dictionary include: 
vision, participation, responsibility, citizenship, 
relation, knowledge, ownership and sustainability.

The theoretical groundwork for this project 
involves lectures and seminars by global and local 
scholars. One visiting scholar, Michel Agier, is a 
French anthropologist that has studied refugee 
camps around the world, especially in Africa. He 
has proposed that the administration of refugee 
camps is often reminiscent of totalitarianism, 
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From the pro ject  The Pathways:  Reframing Narrat ion ,  cont r ibutors Aysar  A lsa i f y  and Murad Odah. 
photograph,  Tamara Aby Laban

keeping the undesirables out of sight and in a 
state of permanent emergency.14 This echoes 
Petti’s historicization of the camp through the 
work of Michel Foucault which looks at the camp 
as a modern invention in the 19th and 20th 
centuries whose goal was to control populations 
by governing disorder and preventing chaos. This 
form of Cartesian humanitarianism was often 
practiced as a part of a larger colonial project, 
thus Petti cites examples of French camps in 
Algeria, German camps in Namibia or Belgian 
camps in the Congo.15   It also is an example of 
a comparative model used in Campus in Camps 
exemplified by a summer course offered by Linda 
Quiquivix, Autonomy in Global Perspective: The 
Zapatistas and the Other Campaign.

But these theoretical and historical examinations 
go hand in hand with practice-based investigations 
of urbanism. These initiatives include: the garden, 
the square, the bridge, the pool, the pathways, the 
stadium and others. For instance, in the Garden, 
Campus in Camps focused on the Al Feniq center 
in the Dheisheh refugee camp. The center opened 
a garden in 2004. According to a pamphlet about 
this project published on their website, “This 
Campus in Camps initiative aims, in this sense, 
to deliver a new program of activities supported 
by design elements, to redefine the dynamics 
between the garden and the refugee camp as well 
as inside the garden itself, in order to bring it back 
to the common.”16 

While the garden initiative is predicated on 
practice, it is also rooted in research for the 
historical context in which this building is planned. 
Like many of the projects conducted as a part of 
Campus in Camps, this research is documented 

on their website and through free downloadable 
booklets.17 The Al Feniq center is built on Anton 
Mountain, not far from Bethlehem. Until 1967, 
Jordan used the mountain as a military base, 
after the 1967 war when Israel occupied the West 
Bank, it became an Israeli military base and in 
1994, following the Oslo accords, The Palestinian 
Authority used it as a police station. In 1997, 
the Dheisheh Popular Committee petitioned the 
Palestinian authority to use this land to construct 
housing in order to relieve the overcrowding at 
the camp. This wish was granted eventually in 
addition to the mandate of setting up a cultural 
center. In 2002, during the Second Intifada, 
the Israeli Military destroyed the center and 
once again established it as a base. In 2005, it 
was rebuilt once again as a cultural center and 
through 2011, a garden, coffee shop, fitness 
center and library were organized to construct 
a sense of civic space but the garden remained 
the least utilized.  Campus in Camps set out to 
redesign the garden to maximize its use as a 
public space. They identified five issues: visibility 
and accessibility, spaces for different activities, 
shading, interaction, and safekeeping. In addition 
to redesigning physical spaces like the benches or 
walls surrounding the garden, they also redesigned 
the social spaces of the garden by programming 
lectures and seminars on literature and public art 
and establishing an outdoor cinema.

This garden project speaks to the larger project of 
the refugee camp as a laboratory for citizenship. 
For Agamben, the camp is exemplary of the 
modern experience18  and the refugee provides a 
model of statelessness that might help us out of 
the problems of nationalism. Agamben, following 
Hannah Arendt, posits that there is a problematic 
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relationship between the “Rights of Man” and the 
nation state whose laws protect those rights.19 

The refugee, a stateless individual, exists within a 
state of exception from both nationhood and, as a 
result, its juridical protection of rights. The refugee 
reveals the rupture, the aporia that exists within 
the supposed universal protections of human 
rights in a system predicated on nationalism. A 
community such as the refugee camp has the 
potential to offer another model for citizenship 
outside of nationalism. A stateless public, 
constituted by the Palestinian refugee camp has 
the potential to create a common sense of agency 
that offers potential rewards for Palestinian civic 
life but also for the very notion of public space 
in general.  Campus in Camps sets itself up as 
a forum of both theory and practice to develop 
concepts of the common for Palestinian refugees 
but it also serves as a model for us all.

1 Giorgio Agamben, The State of Exception (Chicago 
and London: University of Chicago Press, 2005) 
2 See Rashid Khalidi, Palestinian Identity: the 
Construction of Modern National Consciousness 
(New York: Columbia University Press, 1997), Walid 
Khalidi ed., All That Remains: The Palestinian 
Villages Occupied and Depopulated by Israel in 1948 
(Washington DC: Institute for Palestine Studies, 1992), 
Benny Morris, The Birth of the Palestinian Refugee 
Problem, 1947-1949 (Cambridge: Cambridge 
University Press, 1987), and Ilan Pappé, The ethnic 
cleansing of Palestine (Oxford: Oneworld, 2006)
3 Rashid Khalidi, The Iron Cage (Oxford: Oneworld 
Publications, 2006), p1
4 Mahmud Darwish, “The Eternity of Cactus” in Why 
Did You Leave the Horse Alone (Brooklyn: Archipelago 
Books, 2006), p28
5 Sandy Tolan, The Lemon Tree: An Arab, A Jew and 
the Heart of the Middle East (New York: 
Bloomsbury, 2006)
6 Lila Abu-Lughod & Ahmad H. Sa’adi “Introduction: 
The Claims of Memory” in Nakba: Palestine, 1948 
and the Claims of Memory ed. Ahmad H. Sa’di and 
Lila Abu Lughod, p1

7 as quoted in Susan Slyomovics, The Object of 
Memory; Arab and Jew Narrate the Palestinian 
Village (Philadelphia: University of Pennsylvania 
Press, 1998), p15
8 Raja Shehadeh, Strangers in the House (London: 
Profile Books, 2009) p3
9 Diana K. Allan “The Politics of Witness: Remembering 
and Forgetting 1948 in Shatilla Camp” in Nakba: 
Palstine, 1948 and the Claims of Memory ed. Ahmad 
H. Sa’di and Lila Abu Lughod, p253-254
10 Decolonizing Architecture, a project by Sandi Hilal, 
Alessandro Petti and Eyal Weizman have written 
about a temporal pivot when addressing the nakba, 
from future to present tense: “Return is a political act 
that is both practiced at present and projected as 
an image into an uncertain future. But return cannot 
be understood only as the suspended politics of 
an ideological projection, but also as a varied form 
of politics constantly practiced, grounding a future 
ideal in present day material realities. This represents 
a varied set of practices that we would like to call 
“present returns”. http://www.decolonizing.ps/site/
site3-returns/
11 ‘The common’ is a term related to a wide array of 
theory that Campus In Camps engages in, including 
writings by Massimo De Angelis, Stavros Stavrides, 
Antonio Negri and Michael Hardt among others.
12 This notion of a set of terms or phrases providing a 
kind of political lexicon has echoes in both Raymond 
William’s Keywords: A Vocabulary of Culture and 
Society Rev. ed. (New York: Oxford University Press, 
1985) and the legendary Whole Earth Catalog.
13 http://www.campusincamps.ps/en/about/
14 Michel Agier, Managing the undesirables: refugee 
camps and humanitarian government (Cambridge, 
UK: Polity, 2011)
15 http://www.campusincamps.ps/en/architecture-
exile/
16 http://www.campusincamps.ps/en/projects/01-
the-garden/
17 http://www.campusincamps.ps/en
18 Giorgio Agamben, “The Camp as the Nomos of 
the Modern” in Vries, Hent de., and Samuel Weber.
Violence, identity, and self-determination. Stanford, 
Calif.: Stanford University Press, 1997. 106-118.
19 Giorgio Agamben, “We Refugees” Symposium, 
49:2 (Summer 1995) p114
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Art works subterraneanly. It's never the striking, 

superficial cause and effect people would like to 

see. Art goes underground into people's dreams and 

surfaces months later in strange, unexpected actions. 

People bring a sort of instant-coffee expectation to 

art; they'd like the results to be immediate. It doesn't 

work that way. I like that image of art dropping 

down through the various layers of the individual's 

psyche, into dreams, stirring around there and then 

surfacing later in action.

-  Athol  Fugard

Janeil Engelstad (JE): You both work across 
political, social and creative lines. How did you 
come to the place of combining these different 
disciplines?

Kathleen Bitetti (KB): As a student at 
University of Massachusetts at Boston (UMass) 
I simultaneously fell in love with art and with 
economics. The majority of my professors, in 
both art and economics, were advocates deeply 
involved with issues of social justice. UMass is 
the only truly urban university in Boston with the 
most diversified student population on all levels 
(economic, religious, racial, age, etc.). I learned 
just as much from my fellow students as I did 
in class. I double majored in art and economics 
with a concentration in public policy and was 
encouraged by both departments to focus my 
policy work on artist’s issues and the art sector.

While I was in college, I was also running a 
university art gallery. This was during the first 
wave of the HIV/AIDS crisis in the U.S (the dying 
years) and also the same time that the culture wars 
were raging. Senator Jessie Helms and company 
were defunding the National Endowment for the 
Arts (NEA) and ending the NEA artist fellowships. 
For me, an artist involved in social justice issues, 
not actively participating in these issues was 
not an option. I had direct training and learned 
from some of the best activists there have ever 
been during those battles. As an artist, I started 
out as a photographer and was trained by the 
legendary photojournalist, Jerry Berndt. His 
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photojournalism work changed policy. In Boston, 
it changed how the homeless were treated.1 I 
adhere to photojournalist ethics and standards 
when interacting on any level in my art practice. In 
public policy and socioeconomic research, there 
are also clear ethics. These ethics, along with my 
experiences as an activist, have informed and 
shaped my practice, which combines political, 
social and creative lines.

Todd Lester (TL): I grew up a white, gay kid in 
the rural south of the United States (Tennessee). 
An area that was, and is still, to varying degrees, 
steeped in a history of fraught race relations. I 
remember a time when my grandfather handed 
me a mimeograph of jokes about African 
Americans. I remember hearing these jokes told 
by family members and peers. At some point in 
my youth, when I was not ‘out’ with my sexual 
orientation (but certainly aware), I remember 
realizing that jokes about gay people were told in 
the same way as jokes about other minorities. It 
was at that moment that I realized that it was not 
ok to be racist. My young mind, with a nascent 
faculty of deduction, caught on to the fact that 
racism was a learned behavior and that if folks 
were wrong to stigmatize me for being gay then 
they were wrong about their perceptions of 
different races. So, at a very young age, my belief 
in and eventual work on civil rights, and global, 
human rights thereafter, began to take shape. 
These days, when people ask me why I do the 
work I do, the only authentic answer is to talk 
about my childhood, to talk about its difficulties 
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and the meaning that I extrapolated from those 
dark, youthful experiences.

Jump to 2003 when I started freeDimensional, 
an organization that helps activists-in-distress 
by providing safe haven in artist residencies 
around the world. freeDimensional works with the 
global arts community to identify and redistribute 
resources, and support meaningful relationships 
between art spaces and activists.2 

It was only a year or so ago, however, during 
a conference presentation that I found myself 
stating that this work was, in part, a reaction to 
9/11. Through this realization I understood how I 
can’t always ‘see’ where my energy and intuition 
are coming from at the beginning of a project.

After years of serving as an administrator, 
working internationally on a range of advocacy 
issues and often in a support role to other artists, 
I realized that I was forging my own artistic 
practice. By understanding that organizational 
form is my preferred medium of art, it was then 
easier to break down the divide between art 
and administration. Now, I don’t even make the 
distinction.  

JE: Does the term Social Practice describe what 
you do?

KB: I do not use the words Social Practice for 
what I do. Nor, do I like the term.  Social Practice 
has been created by the funding community, 
the art market, and the art elite, not by artists 
who engage with communities outside of these 
bubbles. These artists, before the terms ‘Social 

Practice’ or ‘socially engaged’ were coined, were 
called ‘community based artists’. They were not 
part of the elite art dialog, for the most part, until 
recently when this practice was “discovered.” 

TL: While I’m aware of the narrative of Social 
Practice and readily synthesize its use to describe 
art in contexts that pre-date its use, I don’t count 
myself as a ‘social practitioner’. I agree with 
Kathy and tend to push back on that framework. 
And to the degree that narratives can either be 
a step toward outright commodification and 
deleterious to the longer-held, common, shared 
understandings in a field of work, I include this 
push back as a meta layer to my own work. 

JE: What are the conditions that you hope to 
bring about by engaging community through your 
work?

TL: Recently, I launched a project, Lanchonete, 
which invited 32 guest artists from around the 
world and different parts of Brazil into a 5-year 
site-specific artist residency in the center of São 
Paulo. Throughout São Paulo, the lanchonete 
(or lunch counter) is one of the few places 
where people from different economic classes 
share middle ground. In the older part of the 
city, the lanchonete typically has an open front  
(rather than a door) that is porous and easy to 
enter or pass through. These ubiquitous lunch 
counters and their longstanding tradition present 
an alternative to the homogenizing effect of 
gentrification on public space. As the major cities 
of the world move from limited to contested space 
(for a variety of reasons, including rural to urban 
migration, immigration, forced mobility, etc.) and 
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because institutions, groups and people with 
the most agency and means get priority access 
to prime real estate, a question that must be 
asked is: Can diverse neighborhoods persist and 
survive near epicenters of capital? Lanchonete 
asks that question in a different way: If artists are 
empowered to innovate on a large enough scale 
to interrupt the status quo, what would that look 
like?3 

KB: For me, the question is what are the 
ethics that guide your artistic practice and, by 
extension, your life?  This is an essential question 

for those who are creating public art and working 
with communities. On a basic level, I hope to 
bring people together via my artistic practice.  To 
help create a space for conversation, learning 
and reflection, both in the individual and within 
the community, when appropriate. Sometimes 
not doing an “art project” might be the best 
thing to do for the community. Instead you join 
the community’s advocates or the community 
organization’s advisory board. Doing what is best 
for the community should be the main motivation 
for this work. 

A typ ica l  lanchonete in  São Pau lo ’s  Cent ro Zone,  photograph,  Pedro Marques
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JE: What conditions or considerations should be 
established to create equal cultural exchanges 
or collaborative partnerships between artists and 
communities?

KB: Both the artist and the community should look 
at their motivations for doing a project or work. 
All those engaging in this work should come from 
a place of wanting to learn from and to engage 
fairly with each other. As artists, we should not 
think that we are bringing art or culture to anyone 
or to any community, rather I think the goal is 
to help create a “space” for people to share 
and learn from each other, to work together and 
hopefully create long-term friendships, working 
relationships and community. When working with 

communities, artists should not put themselves 
in, or be put in, situations that they are not trained 
for. Artists are not social workers, for example, 
and they should not be asked to act as social 
workers. Nor should they think that they could 
act on behalf of trained social workers. 
 
TL:  ‘Artistic witnessing’ is a term I use when 
referring to the normal rhythm and frequency 
of a creative person involving his or herself in 
a community or social issue. Getting to know, 
building trust, and eventually, synthesizing 
information for fellow community members via 
his or her process and art form. If the creative 
person is an outsider, the decorum of entering 
the community (or asking permission to join) is 
essential to the utility of the work. When she or 
he frames this interaction as art, that framing 
constructs an ad-hoc community. Thereby, the 
spotlight of the project invariably shines on a 
subset of a larger community, one that the artist 
feels is deserving of engagement. Therein is the 
responsibility.

JE: What needs, whether they be political, social, 
and/or environmental, do you see that artists are 
particularly attuned to address?

KB: One of the key needs is to change the socio 
and economic status of artists of all disciplines. 
Arts leaders, arts administrators or anyone else 
for that matter who says that they represent the 
arts should not be given the power to speak for 
practicing artists. Artists should be involved with 
all levels of policy making, not just art policy.  
Artists’ issues intersect all sectors of public 
policy whether that is health care, labor force, Hea l thcare fo r  Ar t is ts
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intellectual property issues, tax policy, issues 
connected to self-employment, etc. Artists are 
experts in how these issues intersect with arts 
and culture and they can use this expertise to 
help shape and change policy.

There is an assumption among many in the artist 
community that policy makers will not listen to 
their concerns or ideas. Early in my policy career, 
in a 1994 report to Congress, I talked about 
the dual labor market structure in the art world, 
which often shapes artist’s assumptions about 
their potential impact on policy:  “Even though 
artists are the creative energy supporting the 
culture industry, they are poorly paid and must 
supply their incomes by supplementary jobs. 
Often times, these jobs do not provide health 
care coverage. In essence, there is a dual labor 
market structure in the art world that profits from 
poorly paid artists.”4 Non-artists dominate the 
“high wage” sector of the art world while the “low 
wage” sector is reserved for artists. It is critical 
that artists are treated fairly and are compensated 
for their work. Many artists are expected to 
work for free or at a pittance. Any community or 
entity engaging with artists should follow a fair 
trade model. They should also become active in 
work that ensures that artists are treated fairly 
in society and in the policy arena. Artists should 
be at the policy table, and a part of the teams 
that address the issues that impact individuals, 
communities and society as a whole.5 

TL: While it won’t be a panacea, we’re developing 
something called the Arts-Policy Nexus at the 
World Policy Institute that seeks to address the 
very issue that Kathy brings up. The Institute is 

a 50-year-old entity cut from the same cloth as 
mainstream think tanks around the world. With 
a little research I realized that in earlier decades 
art had always played a role in the Institute’s 
public face and discourse, yet it had become 
almost invisible (I’ve been affiliated with the 
World Policy Institute since 2004, now serving as 
a Senior Fellow). In negotiation with its President, 
I proposed something called the Arts-Policy 
Nexus, a crosscutting initiative that touches the 
Institute’s five main themes – water, media and 
conflict, security, economy, and migration. This 
new initiative aims at providing new models for 
supporting socially engaged artists. The work of 
many photographers, visual artists, filmmakers, 
musicians, poets and writers deals with many 
of the same challenges that keep policymakers 
up at night. At the same time, policymakers 
and opinion leaders have access to the formal 
channels that can turn ideas and movements 
into lasting change in institutions and societies. 
Creative input can help them to humanize their 
ideas and prescriptions, and connect with a 
broader public. Despite the obvious benefits that 
collaboration can bring, there is not enough of 
a two-way dialogue between socially engaged 
artists and policymakers. Policymakers often 
dismiss what artists have to say because it 
is not the formal language of diplomats and 
lawmakers, and because quantitative or social 
science evaluation models do not easily convey 
the impact of artists’ work. We are identifying and 
piloting ways to connect these groups in order to 
create wider audiences and engage more people 
in pushing for changes in individual behavior and 
public policy on crucial issues to our collective 
future.
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With the goal of bringing diverse voices to the 
policy table and providing a fertile, unique arena 
for solidifying common goals between traditionally 
disconnected camps, the Arts-Policy Nexus 
will provide a suite of services and networking 
opportunities to artists, policy makers, journalists, 
and funders working collaboratively in the very 
intersectional space we’ve been discussing. This 
will result in more effective policymaking and 
communication of policy needs and goals, as 
well as a collaborative model for social change 
in which artists and policymakers share equal 
footing.6 

1 An in-depth interview with Jerry Berndt can be found 
on the United Nations of Photography website at: 
http://unitednationsofphotography.com/2012/10/23/
jerry-berndt/
2 During the last eight years freeDimensional came 
to the aid of approximately 300 artists doing work, 
which benefitted their communities at the expense 
of their livelihoods, safety and free expression. 
While creative expression is a common component 
to many social movements, artists (when they find 
themselves in danger due to their ideas and modes 
of community engagement) often do not benefit 
from the protective services and resources that 
professional activists can often access through their 
social networks and information channels. Artists 
don’t always see themselves as activists, and thus 
may not have immediate access to activist resources 
when emergency conditions confront them.  
3 To learn more about Lanchonete visit: www.
lanchonete.org
4 Artists Health Care Task Force, A Report to Congress 
Mayor’s Office of Cultural Affairs, Artists Foundation 
Boston Health Care for the Homeless, July 1994 
p18. (Bitetti was a co-founder of the Artists Health 
Care Task Force, formed in Boston in 1993, which 
was comprised of the Mayor’s Office of Cultural 
Affairs, the Artists Foundation and Boston Health 
Care for the Homeless. The Task Force submitted a 
report to Congress in July 1994 of its findings and 
recommendations to better inform the then national 

health care reform debate spearheaded by Hillary 
Clinton. The team acknowledged that artists are “a 
unique constituency with unique needs” and its long-
term goal was “to help make health care in Boston, 
one of the top medical centers in the country with 
one of the highest concentrations of hospitals and 
medical facilities, accessible and affordable for the 
artists who live and work in the city.” http://www.
kathleenbitetti.com/Pages/CongressReport.html)
5 Collaborative projects that Bitetti considers a part of 
her artistic practice include: Artists Under the Dome 
(Massachusetts is the only state in the Country that 
has a designated day where artists can go to the 
State House to discuss their needs and the issues 
that impact their lives) www.artistsunderthedome.org; 
www.healthcareforartists.org; and the Massachusetts 
Artists Leaders Coalition (http://artistsunderthedome.
org/malc)
6 To learn more, see http://www.worldpolicy.org/
projects/arts-policy
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The Artful Administrator, Todd Lester’s blog has a list of resources: http://artfuladministrator.wordpress.com/resources 
(the posts are interesting and worthwhile too, JE)

The Association of American Cultures: http://taac.com

August Boal and Theatre of the Oppressed: http://www.theatreoftheoppressed.org/en/index.php?useFlash=0

The Global Arts Corps works with theatre artists who either once looked down the barrel of a gun at each other or, 
as children of conflict, still deal with memories not yet healed. The Arts are used to stimulate and encourage conflict 
resolution, by using theatre performances as catalysts for dialogue: www.globalartscorps.org 

Grant Kester, Professor of Art History and Director of the University Art Gallery in the Visual Arts department at the 
University of California, San Diego - one of the leading figures in the emerging critical dialogue around “relational” or 
“dialogical” art practices: www.grantkester.net

Peacebuilding in the Arts at Brandeis University has valuable online resources and an excellent documentary film, 
Acting Together on the World Stage:
http://www.brandeis.edu/ethics/peacebuildingarts/index.html

Photojournalists, for the most part, adhere to standards when interacting on any
level. A framework to start from: https://nppa.org/code_of_ethics

In public policy there are clear ethics in that practice and in socio-economic
research, as a whole: http://www.respectproject.org/ethics/guidelines.php

Gene Sharp, an expert on social change movements, http://www.aeinstein.org/organizationsa4f8.html, and the 
documentary film about his life and work, How to Start a Revolution

BooKS

The Ethnic Myth: Race, Ethnicity, and Class in America, 
Stephen Steinberg, 2001 (third edition)

The New Gatekeepers: Emerging Challenges to Free 
Expression to the Arts, 2004

The Revolution Will Not Be Funded: Beyond the Non-
Profit Industrial Complex, INCITE! Women of Color 
Against Violence, 2009

Stewards of the Sacred, Lawrence E. Sullivan and Alison 
Edwards 2004

Visionaries and Outcasts: The NEA, Congress and the 
Place of Visual Artists in America, Michael Brenson, 2001

What We Want Is Free: Generosity and Exchange in 
Recent Art, Ted Purvis, 2004 

Art and Upheaval:  Artists on the World’s Frontlines, 
William Cleveland, 2008

Artificial Hells: Participatory Art and the Politics of 
Spectatorship, Claire Bishop, 2012

Creatives Communities: Art Works in Economic 
Development, Michael Rushton, 2013

The Culture Industry: Selected Essays on Mass Culture, 
Theodor W. Adorno, 2001

Culture Wars: Documents from the Recent Controversies 
in the Arts, Richard Bolton, 1992

Displays of Power, Steven C. Dublin, 1999

Education for Socially Engaged Art, Pablo Helguera, 
2011

A Short list of resources recommended by Kathleen Bitteti and Todd Lester

ONLINE RESOURCES
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Frances Whitehead & The Cultural Futures Studio & The Municipality of Metropolitan Lima
Cercado De Lima, (Historic District), Lima, Peru
Panel Discussion at Nasher Sculpture Center

Diaspore began in 2010 as a research project 
on seedbanks. It has become a constellation 
of collaborative projects, an international 
experiment in reciprocity, enacting themes of 
dispersal, interiority, and public space in the 
global context. The pan-Atlantic exchange 
of plants and people that began in 1533 with 
the first European encounter with the Peruvian 
potato is extended today through collaboration 
and redistribution of cultural and knowledge 
assets.

We were introduced to the City of Lima, 
Peru through potato research at the Centro 
Internacional de la Papa, which holds over 
4000 varieties of Andean potatoes, the cultural 
heritage of ten thousand years of hybridization 
by indigenous growers. Lima has exploded in 
population in the last two decades, as highlanders 
relocate to coastal Lima, growing the city from 
2 to 8 million inhabitants. The historic center 
of Lima, a crumbling but magnificent UNESCO 
world heritage site, now houses the urban poor, 
who also have inadequate food security. 

At the invitation of Lima’s new urban agriculture 
director, we assembled a team of artists, 
architects, and preservationists from The School 

DIASPORE

of Art Institute of Chicago to provide creative 
support to the City of Lima in their efforts to 
design a meaningful urban agriculture program, 
addressing both the needs of current inhabitants 
and the historic buildings. Understanding that 
communities of artists and designers are cultural 
resources barely tapped, we envision our work 
as an open source response to Lima’s colonial 
legacy — a redistribution of capacity — between 
Chicago and Lima. As a model of cooperation 
and reciprocity, our work with the City of Lima 
offers us, in turn, true agency to effect change.

Paradoxically, it is the ruined architecture and 
vacated facades that offer the greatest potential 
for green space. There are few parks and public 
spaces in the center of Lima — most of the open 
space is interior. Extending the architectural 
tradition of the courtyard house, this spatial 
pattern of interiority is a growing cultural idiom, 
as communities in every social strata create 
private, gated communities for self security. The 
dominant challenges for civic life in Lima are 
socio-spatial. However, the diminishing glacier-
fed water supply, visible in the dry beds of local 
rivers, also creates a challenge for this desert 
city. Urban agriculture programs in Lima must 
inevitably be seen against the underlying ethical 
and pragmatic dilemma of sustaining a city that 
is arguably in the wrong place — a perpetual 
colonial legacy that must be examined as an 
unsustainable settlement pattern.

Diaspore                        – In botany, a dispersal 
unit consisting of a seed or spore, plus any 
additional elements that assist dispersal.

These contradictory conditions inform our 
strategies in Lima: First, the immediate need 
for urban agriculture programs must enhance 
participation in civic life by the creation and use 
of public space. Secondly, urban agriculture must 
help prepare the citizens of Lima to address their 
environment. Our work at such sites as the City 
Hall roof and the neighborhood surrounding the 
Central Market, address these civic aims and 
spatial conditions, symbolically and practically. 
They include local distribution strategies which 
mirror the regional and the global. 

The Diaspore project and the ongoing Diaspora 
Papa connect these civically driven interventions 
to all sites where food production and cultural 
production are intertwined, extending from Peru 
to urban sites in Chicago and beyond.

Andean tubers,  cour tesy Cent ro In te rnac iona l  de la  Papa,  c ipota to.org

Over lea f  Diaspora Papa Map ,  d ig i ta l 
g raph ic,  F rances Whi tehead, 2013

CHICAGO

LIMA

KNOWLEDGE EXCHANGE
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Previous Spanish colonial adobe brick vacant facade 
in the Cercado de Lima; Low water levels of Rimac 
River; Palacio Municipal (City Hall) at Plaza del Armas, 
photographs, Frances Whitehead, 2011-2012

Opposite Phased design for green roof improve-
ments at Lima City Hall including: The Civic Hive 
Cafe. Modular hex funiture provides flexible compo-
nents for demonstration kitchen

Left Students participate at the Civic Hive with a 
rotating greens program
 
Below Hex inspired rooftop gardens maximize 
available growing space in new social housing and 
community gardens
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Opposite above & left This speculative site 
analysis for the Barrios Altos neighborhood in the 
Ceracdo de Lima is catalyzed by the untapped 
potenial of the Central Market complex. Possible 
cycles of inputs and outputs of information, labor, 
and produce are investigated. 

Opposite below left The proposal focuses on 
utilization of the upper floors of the Central Market 
and the largely vacant second levels of existing 
storefronts in the neighborhood.
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Opposite ‘Huerta Pública dentro de la Ruina’ 
(Public Orchard Inside the Ruin), proposal for 
public, participatory container orchards for 
vacant facades, shown with mobile hex 
planters conceived for City Hall green roof

Above Vacant facade in the Cercado de Lima, 
typical site for proposed public orchards, 
photograph, Frances Whitehead, 2012
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THE FORCE MAJEURE
Helen and Newton Harrison
Artist’s talk at Modern Art Museum of Fort Worth

Tibet is the High Ground, Part I I I ,  a temperature r ise of  5-6 degrees ce ls ius causes f lood drought st ress 
on the seven r ivers that f low f rom the T ibetan Plateau through Asia endanger ing more than one b i l l ion people

We, of the Harrison Studio, believe
As do others, although differently
That a series of events have come into being 
Beginning in the time of Gilgamesh and before
Beginning with agriculture and the first genetic manipulation
Beginning with culture of animals and ongoing genetic manipulation
Beginning with globalization six thousand years ago with the Salt Route
A little later, the Silk Route
And later and later…
Especially with science informed by Descartes’ clock
And with modernity recreating the cultural landscape
And deconstructing nature thereby
From the Industrial Revolution to the present
Until all at once a new force has become apparent
We reframe a legal meaning ecologically
And name it the Force Majeure
 
We, of the Harrison Studio, assert
As do others somewhat differently
That the Force Majeure, framed ecologically
Enacts in physical terms outcomes on the ground
Everything we have created in the global landscape
Bringing together the conditions that have accelerated global warming
Acting in concert
With the massive industrial processes of extraction, production and consumption
That have subtracted forests and depleted top soil
Profoundly reduced ocean productivity
While creating a vast chemical outpouring into the atmosphere
Onto the lands and within the waters
That altogether comprise this Force Majeure
 
We, of the Harrison Studio, are grateful
For the opportunity to join in this perilous conversation
Where the discourse in general
Is about time, money, power, justice, sex, politics
Personal well-being and survival
In many combinations and re-combinations
Attending somewhat to social injustice
And somewhat less to ecosystems’ injustice
 
This discourse points to human consciousness
Every day continuously attending to itself
With little attention paid to that which is not itself
Leading to intrinsic value switched for extrinsic value
With human creativity generating technologies
That appear not to like that which are not themselves
Sometimes becoming the reverse of their original intention

A MANIFESTo FoR THE 21ST CENTURY
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A MANIFESTo FoR THE 21ST CENTURY

There is modest conversation drifting toward green
As industry and people think about doing well by doing good
Good being green roofs green cars 
Green manufacturing processes
Green transformation of material
Green production of all kinds
expanding green markets 
Green in everyday life
in the frame of sustainability

We, of the Harrison Studio, assert
As do others, as yet, not many
That in the face of multiple tipping points
Passed and near passed 
From CO2/methane to nitrates/nitrites
And more and more
All of these efforts and all of this work
Altruistic from the best of people 
Greedy and mean spirited from the worst of people 
Is better to be doing than not to be doing
But on balance, insufficient 
Endlessly insufficient 

The Force Majeure, so obvious, even in the now
Is generating ocean rise
Forcing the ocean’s food chains to simplify
Compelling glaciers and snow pack to melt 
Creating flood and drought at continental scale 
Which is the outcome for rivers 
As they flow down through Asia from the Tibetan Plateau
And true for many parts of the Americas 

The outcomes for the Peninsula of Europe are unfortunate
The numbers have been crunched
Revealing the trajectory of drought predicted to proceed
From Portugal to the southern parts of Germany and beyond
Reducing 2.4 million square kilometers of farmland
That now feeds over 450 million Europeans by almost a third within 50 years
The population will grow the food supply will shrink
The waters will rise
People will need to move upward
The rich will continue to do well
Not true for the middle class
And devastating for the poor 

We, of the Harrison Studio, conclude 
That a counter force is available
But unless put in place well within the next fifty years
Civil society in many places will experience perturbation then collapse
Keeping company with the ecosystems 
experiencing perturbation and simplification

A counterforce that is comprised of understandings 
Waiting to be internalized and then enacted
They are

First understanding
   Nature’s economic system stores the energy that it does not immediately need 
  mostly in carbon formations
Second understanding
    Nature does not charge a profit as do culture’s economic systems
Third understanding
     All natural systems are dissipative structures with individuals that form them living,  
    reproducing then dying with indeterminacy as a norm
Fourth understanding
     All natural systems have learned to nest within each other, and, within a context of 
    symbiosis contribute to collective systems survival, sometimes with abundance
Fifth understanding
     Human constructed artifacts particularly legal, political, economic as well as
     production and consumption systems seek constancy but are often in violation of the
     laws of conservation of energy pointing toward systems entropy

When the first four understandings are internalized and integrated into all parts of the fifth 
understanding. A transformation can happen that will open pathways for human created systems to 
yield autonomy and accept limitations.  An acceptance that will permit the formation of processes 
of nesting within nesting that will enable nature’s ways of invention and human ways of invention 
presently so oppositional to co-join.
   
The counterforce we envision will permit
A culturally generated acceleration of adaptation behaviors at great scale
Operating at a parallel rate to the climate forcing generated by human activity
setting the stage for adapting strategies that will assist the migration of our own species
And those who are not ourselves
Who are co-equally endangered by the threat of mass extinction
Into zones of greater safety
Tuning to and over time in concert with the Force Majeure 
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With a 3 meter ocean r ise and a 7 degree temperature r ise as c l imato log ica l  predict ions ind icate, the Bays at 
San Francisco becomes a h igh ly product ive 400,000-acre estuar ia l  lagoon.

present use of irrigated farming in that region on 
the one hand, and generates the same possibility 
of a vast oceanic harvest that estuarial lagoons 
in semi-tropical and tropical climates offer on the 
other. But prior to this, there is the probability of 
algal bloom and oxygen depletion resulting from 
residues in the soil from highly fertilized irrigated 
industrial agriculture. However, we see this 
problem as self-solving over time.

Moreover, it is the mixing of fresh and salt waters 
that create the particular ecosystem that evolves 
and has tolerance to waters of varying salinity. 
Furthermore, this ecosystem has tolerance for 
temperature variation and varying water depths. 
We therefore propose a thinking and planning 
group that will first analyze the terrain and then 
begin to come to an understanding of the species 
that would move there from warmer parts of the 
Pacific if they could. Also, such a group would 
be tasked with the design and framing of the 
planning and research necessary to do this 
work. Particularly important is to come to an 
understanding of whether and how to assist the 
migration of species that would permit a future 
healthy, vibrant, productive, estuarial lagoon to 
come into being. This work would require serious 
paleo-ecological research to find out which 
species lived there when the salt waters were 
present and when the temperatures were, on 
average and as predicted, seven degrees higher. 
This form of research is of great value in shedding 
light on what a new ecosystem might both look 
and behave like. 

The Bays at San Francisco become a 250,000-
acre estuarial lagoon when the oceans rise about 
2 ½ meters. 

As ocean waters rise and storm surges happen, 
the probability is that, prior to stabilization, storm 
surges will force the waters from the Bays out 
into the desert toward Stockton to the West 
and Sacramento to the East. Furthermore, the 
probability is that the waters from the storm 
surges will remain in place, forming saline lakes, 
sometimes as deep as four or five meters. 
Historically, when the oceans were at least five to 
ten meters higher, the Sacramento/San Joaquin 
Valley was, in good part, an inland sea. This 
inland sea, we suspect, had certain properties 
like an estuarial lagoon, as it would have been 
infused by fresh waters flowing from the west 
side of the Sierra Nevada. For the purposes of 
this investigation and work of art, we pose a limit 
to the ocean rise of about 2 ½ meters, which 
generates the vast, estuarial lagoon this proposal 
suggests. We choose the 2 ½m mark somewhat 
arbitrarily. The lowest prediction of water rise 
over the next 100 years is approximately 1m, the 
largest, approximately 5m. We choose the 2 ½m 
mark as the most probable. We also note that 
climatological research suggests a 6-7 degree 
temperature rise in that region.

The question arises: How should we confront, 
value, learn from, assist, and benefit from this 
new set of circumstances? Put simply, the Bays 
at San Francisco, when becoming a quarter 
million-acre estuarial lagoon, eliminate the 

THE BAYS AT SAN FRANCISCO
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Moreover, it is our intention to locate, on the 
Pacific shores, possibly in Mexico or below, what 
we have come to think of as a “Mother Lagoon.” 
That is, an estuarial lagoon that has a presence in 
a desert, fed by mountain streams at temperatures 
as high or higher than the Central Valley. We 
believe studying the ecology that exists in such 
a lagoon will, like studying the Eemian, shed light 
on how we might assist Nature in bringing forth a 
viable estuarine ecosystem in the Central Valley. 

With appropriate core drilling that located 
what lived in the region during the Eemian, 
approximately 115,000 years ago, we intend to 
establish an ecological library that would shed 
light on and suggest species content for the 
estuarial lagoon that will form in this hundred year 
future. The reason for reaching into the Eemian is 
that it is the nearest period in our climatological 
history that is most like the climate changes that 
are upon us. 

The Bays at San Francisco

million, and the global temperature will rise above 
the two degrees that signal ecological danger. 
Therefore, this work argues that conceiving 
and planning for adaptation at scale is a virtual 
efficiency that needs to be enacted in the now. 
The virtual efficiency we suggest would be in 
initiating the coping processes, well prior to 
extreme future need.

1For information about The Tibetan Plateau and Tibet 
is the High Ground see The Harrison Studio website: 
www.theharrisonstudio.net

Therefore, we propose this work as a work of 
adaptation. We, the Harrison Studio, have come 
to believe that adaptation at rather large scales, 
the estuarial lagoon being at the modest and the 
Tibetan Plateau being at the largest end of the 
spectrum is the work of the next generation and 
the one after and the one after.1  This is particularly 
urgent as it appears that the population will 
continue to increase, although perhaps more 
slowly than predicted. The international industrial 
energy complex that bases world energy on 
carbon is unlikely to give up power quickly. The 
likelihood is that carbon in the atmosphere will 
reach much higher levels, perhaps 600 parts per 

The Bays at San Francisco  maps produced by Matthew Jamieson wi th d i rect ion f rom The Harr isons
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SPLIT THE VILLAGE
Katt Lissard
Community Discussion at Oil and Cotton

and dances associated with the river; sites of 
ritual and spiritual power in the river gorge; local 
knowledge of river plants and herbs; as well as 
the community’s “map” of the landscape itself, 
which will be irrevocably transformed once the 
flooding begins and the mnemonic devices (both 
tangible and intangible) that people rely upon to 
“place” themselves vanish.  While Split the Village 
is not necessarily “about” the Phuthiatšana or 
the Metolong Dam, the fated tract of river valley 
serves as the theatrical jumping off point for 
the project. Starting with the call-and-response 
echo of river chasm conversations, the pattern 
of communally chiseled footpaths, and the tall 
tale of a runaway coffin, the goal is to create 
a provocative, performance experience and a 
variety of alternative archives that explore the 
global impact of local loss. 

A project reimagines itself amid a fractious 
election, a series of strikes and the debate over 
intangible cultural heritage 

Split the Village was conceived as an experiment 
in using performance and installation to capture 
the essence of place, to create a transitory 
cultural archive. The project’s inspiration is a 
14-kilometer stretch of the Phuthiatšana River 
in rural Lesotho, southern Africa. An area slated 
to be flooded in late 2013 or early 2014 when 
the Metolong Dam is complete. Multidisciplinary 
and collaboratively constructed, the project 
revolves around the increasingly controversial 
notion of “intangible cultural heritage” (ICH) – 
the practices, representations, knowledge and 
skills that communities, groups and individuals 
recognize as a part of their heritage.1 In the case 
of the Phuthiatšana, this includes: stories, songs 

Qhela, a Phuth iatšana River Va l ley p lant,  which grows in an area that wi l l  be f looded due to the construct ion of 
the Meto long Dam, photograph, Rachel  K ing

Over leaf  A sect ion of  the Phuth iatšana River Va l ley, a l l  o f  which wi l l  be submerged once the Meto long Dam is 
complete, photograph, Kat t  L issard



122 123



124 125

Nat iona l  Univers i ty of  Lesotho theatre students Motše l is i  Mohapeloa and L ike le l i  Mof i l ikoane ass ist ing L ineo 
“Sher i f f ”  Mothopeng, a graduate of  the archeology t ra in ing program, at a Meto long excavat ion s i te, photograph, 
Kat t  L issard 

Split the Village

Scholar. The project’s promising start was quickly 
overwhelmed by a fractious national election and 
a series of strikes on campus – an all-consuming 
combination, fascinating and essential, that 
pulled everyone into the action. Much was put on 
hold, including Split the Village.  

Work on Split the Village began in early 2012. 
This included researching dam construction and 
relocations, making contact with the archeology 
team working at the Metolong sites² and 
connecting with my theatre students and cultural 
heritage, history and development studies 
colleagues at the National University of Lesotho, 
where I spent most of the year as a Fulbright 

Removing rock ar t  for  preservat ion f rom an area of the Phuth iatšana River Va l ley that wi l l  be f looded when 
construct ion of  the Meto long Dam is complete, photograph, L ineo “Sher i f f ”  Mothopeng 
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1 As defined by the 2003 UNESCO Convention on 
Safeguarding Intangible Heritage.
2 The idea of Split the Village, to generate an artistic 
response to the community, cultural and environmental 
destruction of dam building, has benefitted from the 
work of a team of on-site archeologists in the lead-up to 
completion of the Metolong Dam. Since 2009, the core 
team from St. Hugh’s College, Oxford, led by Charles 
Arthur, has been a key part of the Metolong Cultural 
Resource Management Project and has worked closely 
with faculty and students from the National University 
of Lesotho and with the surrounding communities. 
That involvement included a training program for 
young archeologists within Lesotho, which resulted 
in the formation of The Lesotho Heritage Network 
(lesothoheritage.org) founded by program graduates. 
3 Through a development residency at IRT Theater in 
New York in May 2013, I began creating a performance 
piece, Surrogate Traveler, that tries to capture the 
unpredictable “wild ride” process of Split the Village.
4 Nic Eoin, Luiseach and Rachel King. World Archaeology 
(2013): How to develop Intangible Heritage: the case 
of Metolong Dam, Lesotho, World Archaeology, DOI: 
10.1080/00438243.2013.823885

It’s been a fruitful pause, loaded with questions, 
reconsiderations and new ideas for how to 
move the project forward. All emphasizing the 
importance of flexibility and “being present.” 
The realities on the ground and the realities of 
community often transform a project’s original 
framework.³  While Split the Village re-visions 
itself, the debate over ICH continues to develop. 
The original impulse of the project is very much 
in synch with the perspective offered in a recent 
article by two archeologists involved at Metolong: 
“In a situation where an entire landscape (and 
its constitutive culture) will be lost, mitigation 
(‘safeguarding’) entailed in documentation must 
be a similarly holistic project and must account 
for impacts on daily practices, memories and 
narratives embedded in place, and cultural 
aspects of economic practices.”4 It’s this holistic 
framing of place that Split the Village seeks to 
uphold.  

Despite the interruptions, construction of the 
Metolong Dam goes on and the impending flood 
hovers over the valley. The heartbreaking removal 
of key pieces of rock art for preservation, which 
would have disappeared under the water, left 
scars behind that have been filled in with graffiti 
– contemporary markers of place that are also 
destined to vanish.

Split the Village

Contemporary graf f i t i  a t  the s i te where rock ar t  was removed. A long wi th drawings of the archeolog ists ’  t ruck, 
an excavat ion tent and a bus, messages inc lude: “ th is is the p lace;” Ha Ntsane ,  of  the Baroeng ,  meaning the 
San or Bushman (ear ly inhabi tants of  the area, presumed to be the creators of  the ar t )  and “ there are whi te 
people in Meto long,” Makhoa Meto long ,  photograph, Rachel  K ing
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Azra Akšamija Museum Solidarity Lobby (MSL), p.36

Azra Akšamija is a Sarajevo born artist and architectural historian. She is the Class of 1922 Career Development 
Professor and Assistant Professor of the Arts at MIT Art, Culture and Technology Program.   In her multi-disciplinary 
work, Akšamija investigates the politics of identity and memory on the scale of the body (clothing and wearable 
technologies), on the civic scale (religious architecture and cultural institutions), and within the context of history and 
global cultural flows. Her projects explore the potency of art and architecture to facilitate the process of transformative 
conflict mediation and provide a framework for analyzing and intervening in contested socio-political realities. 

Akšamija was trained in architecture at the Technical University Graz, Austria (Dipl.Ing. in 2001) and Princeton 
University (M.Arch. in 2004), and received her Ph.D. in History of Islamic Art and Architecture from MIT (History Theory 
and Criticism of Art and Architecture / Aga Khan Program for Islamic Architecture) in 2011. Akšamija’s academic 
inquiry informs her ongoing artistic explorations.  Her recent work focuses on the representation of Islam in the West, 
architectural forms of nationalism in the Balkans since the 1990s, and the role of cultural institutions and heritage in 
constructing common good in divided societies.  

Her work has been published and exhibited in international venues: Generali Foundation Vienna, Valencia Biennial, 
Gallery for Contemporary Art Leipzig, Liverpool Biennial, Museum of Contemporary Art Zagreb, Sculpture Center New 
York, Secession Vienna, Manifesta 7, Stroom The Hague, the Royal Academy of Arts London, Jewish Museum Berlin, 
Queens Museum of Art in New York, and the Fondazione Giorgio Cini as a part of the 54th Art Biennale in Venice.

Morehshin Allahyari Censorship and Propaganda – in the US and Abroad, p.16

Morehshin Allahyari is a new media artist and an art activist. She was born and raised in Iran and moved to the 
United States in 2007. Her creative and research interest encompasses experimental 3D animation, digital filmmaking, 
installation, performance and extensive activity as a curator and producer. Coming from a social science background, 
the topics of her practice include political and social art, creative writing, art activism, community building and 
collaborative art. Morehshin’s animated films and curatorial projects have received world wide acclaim. She has been 
part of many national and international exhibitions, festivals, and conferences in Europe, the Middle East, North and 
South America. She recently recieved the Arch and Anne Giles Kimbrough award from Dallas Museum of Art and was 
an artist in residence at the Film and Media program at the Banff Centre in summer of 2013. Morehshin is currently a 
Visiting Assistant Professor at Art and Technology department at the University of Texas at Dallas and the art director 
of Siamak Pourzand Foundation.

Barbara Benish Flow: River to Sea, p.18

Over the past 30 years,  Barbara Benish has shown in numerous international exhibitions, from P.S.1 Museum in New 
York to alternative spaces in Europe and the mid-East. She is represented in public and private collections, including 
The J. Paul Getty Museum,  Stadtgeschichtliche Museen, Nurnberg, Germany and the National Museum, Prague. 
Art critic Eleanor Heartney wrote “Benish has long been preoccupied with the metaphoric uses of nature. Earlier 
works have used real plants combined with sculptural elements to deal with issues like the isolation of contemporary 
Czech culture, idealistic dreams of life in harmony with nature, and the excavation of female modes of experience 
and understanding.” A long term public art project that Benish is coordinating off the California coast, “SS Palo Alto” 
reflects her commitment to community and the environment. The proejct brings together international artists to work 
on the theme of how waste issues impact our oceans.  

Benish has taught and lectured at universities and academies for 25 years, including the University of California and 
the Academy of Arts and Design in Prague. Throughout the 1980’s Benish was engaged first-hand in the historical 
changes in Central Europe, culminating in an exchange exhibition of Czech and U.S. artists she co-curated in 1989 - 
the first exhibition between these two countries since WWII. In 2004, Benish founded the NGO Art Dialogue, based in 
Prague, which supports an artist-run gallery, summer study abroad programs and an artist-in-residency at ArtMill, a 
sustainable art-think-tank in the Bohemian countryside. Since 2010, Art Dialogue has worked closely with the United 
Nations Safe Planet Campaign for the Responsibility of Hazardous Chemicals and Wastes, where Benish is an Advisor 
in Arts, Education, and Outreach. She is a Fellow at the Social Practice Arts Research Center, University of California, 
Santa Cruz and since 2011 her theoretical work is contributing to the UN Education Caucus, and the Transformative 
Education Forum.

Brennen Bechtol MAP 2013 Bike Project, p.32

Brennen Bechtol is an artist living in Dallas Texas. He received his Bachelor of Fine Arts in 1999 from the University 
of North Texas in Denton and was a member of Dallas’ longest running artist cooperative gallery 500X from 1999 to 
2004.  He has exhibited his work in several galleries throughout Texas including Anya Tish Gallery in Houston and 
Conduit Gallery in Dallas.  A skilled draftsman and experienced sculptor, Bechtol now channels his artistic abilities in 
the re-purposing of discarded bicycles, renewing their intended function and adding aesthetic appeal. He is a partner 
in Dallas-based Oak Cliff Cargo Bicycles, where he designs and builds Dutch style cargo bikes for the masses:  
http://oakcliffcargobicycles.com

Kathleen Bitetti Field of Action, p.88

Kathleen Bitetti is a Boston-based artist, curator, activist and policy expert.  She is an advocate for and advises 
on local, state and national levels for artist’s rights, first amendment and intellectual property protection, access to 
affordable health care and health care reform, arts funding, small business issues, the creative and cultural economies, 
and the development of free or low cost resources/services for artists working in all genres, including small arts related 
businesses, cultural nonprofits, and grassroots arts organizations. She is the co-author of Stand Up and Be Counted, 
the first survey of Massachusetts’ artists on their work lives, socioeconomic status, access to healthcare, and medical 
and non-medical debt. She was the executive director of the Artists Foundation from 1992 to 2009, the director of the 
Lillian Immig Gallery at Emmanuel College from 1999 to 2010 and the director of the Harbor Gallery at University of 
Massachusetts, Boston from 1989 to 1992. In January 2011, she joined Medicine Wheel Productions as Chief Curator.

Since the early 1990s, her artwork has involved the creation of conceptually based sociopolitical objects, installations, 
performance, and community based projects. Research, unassuming and often undetectable autobiographical 
references, historical references, contemporary sociopolitical issues, and sewing are very important to Bitetti and help 
to comprise the foundation she builds on for all of her artworks. Her work deconstructs the American dream, fairy 
tales, nursery rhymes, and lullabies that are part of our childhood and adult culture. Her work also often addresses 
gender roles/gender assignment, the fragility of family dynamics, domestic violence and the underlying threads of 
violence and danger that underpin American society. She has exhibited her work internationally, nationally and locally.  
Her work is in the permanent collections of the DeCordova Museum and the New Bedford Art Museum. Bitetti is 
currently an artist-in-residence in the City of Quincy. She was a visiting artist in 2009 at the Gozo Contemporary in 
Malta and a visiting artist at Dartington College of Arts (UK) in May 2010. She participated in the 2010 and 2012 

London Biennale. For more information: www.kathleenbitetti.com
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Rebecca Carter Signage Works, p.52

Rebecca Carter is an artist, educator, and writer whose work investigates expansive notions of relationship as the 
basis for an ethical and aesthetic life. Recent projects mine the visual verbal landscape and its interpenetration of 
public and private space. Signage and public place are the inspiration as well as the medium of recent artworks, which 
have been on view at venues as close to home as her front yard and as far away as Delhi, India. Carter’s groundless 
thread drawing, video installation and photo-based projects have been exhibited at the Dallas Museum of Art, the 
Nasher Sculpture Center, the Dallas Contemporary, the exterior walls of the Dallas Omni Hotel, Road Agent Gallery, 
The Reading Room, 500X Gallery, the Center for Book Arts in New York and the Cheongju International Craft Biennale 
in Korea. Her project No Place Like Home is included in Gil Perry’s, Playing at Home: The House in Contemporary Art 
from Reaktion books. Teaching experience includes four years as Assistant Professor of Drawing and Sculpture at 
Southern Methodist University and adjunct positions at Eastfield College, TCC South and Trinity River Campuses, and 
Texas Christian University. She has developed museum education projects with the Modern Art Museum of Fort Worth, 
the Dallas Museum of Art and the Rachofsky House. Occasionally, she produces workshops for the public at Oil and 
Cotton Creative Exchange, two blocks from her home in the Oak Cliff neighborhood of Dallas.

E.G. Crichton My Immovable Truth: A Dallas Lineage, p.38

E.G. Crichton is an interdisciplinary artist and teacher who lives in San Francisco.  A professor of art at the University 
of California, Santa Cruz, she has also served as Artist-in-Residence for the GLBT Historical Society since 2008. Her 
work uses a range of art strategies and media to explore social issues, history and site-specific subject matter. She 
often collaborates within community settings to excavate history as told through archives. Her work has been exhibited 
in art institutions and as public installations in Asia, Australia, Europe, and across the United States and can be seen 
at http://egcrichton.ucsc.edu.

Cunningham Architects RE WORK: Case Studies in Adaptive Reuse and Urban Revitalization, p.50

Cunningham Architects, located in Dallas, Texas, was founded in 1981 by Gary Cunningham. Since this time the firm 
has collected over 50 design awards for works that are unique and appropriate to their environment. Sustainable 
building practices are inherent to our approach and each project is conceived with careful consideration to its context 
and users. The integrity of our buildings comes from the appropriateness of their design methods. Not only should 
the design and resulting buildings and spaces be responsible to the Earth and its resources, but they should also be 
responsible to their occupants and neighbors. We endeavor to understand our clients’ intention. To do so requires 
immersion into their culture. We are committed to not only fulfilling our clients’ programs, but addressing their more 
primary and intentions and objectives through intense dialogue and challenging ourselves to understand them. 
www.cunninghamarchitects.com

Val Curry The One Day Project, p.46

Val Curry grew up amidst the cornfields of rural Illinois in an Intentional Community. This upbringing surrounded 
by strong social cohesion, teamwork and an alternative lifestyle greatly impacted Val’s core values and art-making 
practice. Curry studied under prominent Dallas gallery director and artist, Randall Garrett at Richland Community 
College. In 2012, he was an artists-in-residence at UTD CentralTrak.  

He has a BFA in Sculpture from Texas A&M University-Commerce and he is currently an MFA candidate at the 
University of Texas at Dallas in the Arts and Technology program. Curry’s mission is to bring practical idealism to 
his art practice and to share that message with others through unique workshops and teaching experiences. He is 
represented by Ro2 Art in Dallas.

Maja and Reuben Fowkes The Challenges of Green Curating..., p.72

Maja and Reuben Fowkes are art historians and curators whose interests in the field of art and ecology are manifest in 
their curated exhibitions, symposia and writings, which have explored key ideas and practices around green curating, 
environmental art history and the sustainability of contemporary art. Their work also focuses on the theory and 
aesthetics of East European art from the art production of the socialist era to contemporary artistic responses to the 
transformations brought by globalization. They are curators of the exhibition series Revolution Trilogy (2006-09), the 
transnational SocialEast Seminars on the Art and Visual Culture of Eastern Europe (2006-10) and the interdisciplinary 
Symposium on Sustainability and Contemporary Art at Central European University Budapest (since 2006). Their 
exhibition Loophole to Happiness dealt with the possibility for freedom and creativity on the margins of social systems 
and was shown at venues in Budapest, Lodz, Prague and Bratislava in 2010-11. 

Maja has a PhD from University College London with a thesis on Central European Neo-avantgarde Art and Ecology 
under Socialism (2012), while Reuben’s thesis at Essex University was on Public Monuments in Post-War Eastern 
Europe (2002). In 2010, their collaborative practice was recognized with a grant from the Igor Zabel Award for Culture 
and Theory. Their current projects include a River School on the Danube in Central Europe bringing together artists, 
theorists, and environmental scientists for a floating lab on art and sustainability, and the exhibition Like a Bird, which 
investigates migrating metaphors and territories for avian encounter in contemporary art.  They work out of Budapest 
and London through the Translocal Institute.
www.translocal.org 

Greenmeme Knotty Nest, p.28

Freya Bardell and Brian Howe are the founders and creative directors of Greenmeme, a cross-disciplinary public 
art practice based in Los Angeles. The focus of Greenmeme is the design and creation of artistic environments 
and sculpture that encourage public stewardship and promote environmental and cultural awareness. Through a 
process driven approach the artists use multimedia for their site-specific installations. Featured throughout the world, 
Greenmeme’s projects have shown in galleries, museums, vacant lots, rivers and oceans. 
www.greenmeme.com

Leila Grothe Texas in Practice: Contemporary Movements in Socially Engaged Art, p.66

Leila Grothe works as a curator and writer with a particular interest in non-object, interventionist-based artistic practice 
focused in political activism and social engagement. Grothe is currently a graduate student in the Curatorial Practice 
program at California College of the Arts. Prior to this, Grothe was Assistant Director of External Affairs at Southern 
Methodist University Meadows School of the Arts in Dallas, Texas, where she worked as an active figure in developing 
the SMU Meadows School’s Forum for Art and Urban Engagement initiative. She received a 2011 Idea Fund Grant 
funded by the Andy Warhol Foundation for the Visual Arts to realize a community-based project at the Trinity River 
Audubon Center in Dallas, Texas.
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The Harrisons The Force Majeure, p.110

Among the leading pioneers of the eco-art movement, the collaborative team of Newton and Helen Mayer Harrison 
have worked for almost forty years with biologists, ecologists, architects, urban planners and other artists to initiate 
collaborative dialogues to uncover ideas and solutions which support biodiversity and community development. Past 
projects have focused on watershed restoration, urban renewal, agriculture and forestry issues among others. The 
Harrisons’ visionary projects have often led to changes in governmental policy and have expanded dialogue around 
previously unexplored issues leading to practical implementations throughout the United States and Europe. The 
Harrisons’ concept of art embraces a breathtaking range of disciplines. They are historians, diplomats, ecologists, 
investigators, emissaries and art activists. Their work involves proposing solutions and involves not only public 
discussion, but extensive mapping and documentation of these proposals in an art context.

By the early ‘90s, the Harrisons perceived that every work they were doing either needed or engendered a collaborative 
group. As a consequence, they formed the Harrison Studio and Associates. Its earliest manifestation was at the 
Bauhaus Dessau in 1993 in a team that centered around Bauhaus personnel with Helen Mayer Harrison and Newton 
Harrison, Vera Westergaard and Gabriel Harrison, working collectively on the Mulde River watershed. Thereafter, the 
Harrison Studio has formed and reformed many times—the Harrison Studio in Borna, South Leipzig; in Bonn, with 
the Endangered Meadows; in Gouda, with Greenheart Vision. Most recently, the Harrison Studio Britain and, as an 
offshoot, the Harrison Studio Devon.

David Herman, Jr. / Preservation LINK Something Beautiful, p.54

Based in Dallas, Preservation LINK (PLI) is a 501c(3) education agency that is committed to increasing the number 
of children who can critically and creatively think, communicate and be global leaders. PLI provides an array of visual 
and media arts programs, delivered in collaboration with parents, teachers and community partners. PLI programs 
create a climate of high expectations in which students practice goal setting, explore emerging technology, teach 
their peers and participate in activities that help develop their voice. With an emphasis on photography, filmmaking 
and other digital media, PLI programs provide access to media making tools that enable youth to explore personal 
and societal issues. This, in turn, helps the students develop a greater understanding of local and global issues and 
the connections therein. PLI programs support diverse learning styles through the use of audio, visual, and kinetic 
based tools while engaging students in fun, creative, and interactive activities that reinforce core academic objectives. 
Students participate in activities that expose them to a number of perspectives, while helping them to critically analyze 
media, reframe what has been considered standard depictions and create alternative identities and messages. PLI 
students have gone on to speak at conferences, shared work at film screenings, pursued higher education and 

secured employment due to and using skills learned while in PLI programs.

Dee Hibbert-Jones and Nomi Talisman Living Condition, p.26

Dee Hibbert-Jones and Nomi Talisman are small, intense people who moved to San Francisco for the liberal lifestyle 
we can no longer afford. We spend most of our time drawing frame-by-frame animations in our studio at home and 
struggling to pay the rent. We have a vested interest in the perspectives of minorities, queers and economic underdogs 
(like ourselves). We’re both unapologetically left of center and we recycle. Dee works at UC Santa Cruz as an Associate 
Professor of Art and Nomi does media work (let us know if you need anything). Dee was born in the UK and moved to 
San Francisco in 1989, right after the Loma Prieta earthquake. Nomi was born in Israel, and moved to the Bay Area on 
August 11, 2001. Together, we are raising a son who already draws better than both of us, at age 4.

We collaborate on projects that look at how people manage and who gets heard, we hope to challenge stereotypes 
and preconceptions. Our projects look at the divisions between public and private spheres and the ways individuals 
manage power systems from the mundane to the extreme. Some of our collaborative accomplishments include grants 
from the Creative Work Fund, California Council for Humanities, the National Endowment for the Arts, the Center for 
Cultural Innovation and the European Cultural Council, as well as a recent residency at the MacDowell Colony, and a 
Media Maker fellowship at BAVC (Bay Area Video Coalition). Hibbert-Jones and Talismans’ work has been exhibited 
and screened in Europe, Israel, Japan, Canada and the U.S. in galleries, museums and international festivals.
 

Jin-Ya Huang WORDS/SWORD, p.62

Upon arrival to the United States (at the age of 13) after being raised in Taipei, Taiwan, Jin-Ya Huang was inspired to 
remember her childhood and relate it to her new life. As she struggled with her new East-West identity and addressed 
issues connected to being an Asian woman in America, Huang realized that identity was a subject that she wanted 
to address in her work. She found her translation through abstract photography, where she conveys her history with 
meaning, holds on to the present, and projects the future. Huang is represented by Sous Les Etoiles Gallery in New 
York.

Oto Hudec Instrument for Listening, p.24

Multi-media artist Oto Hudec was born in Košice, Slovakia. He has created his recent work in USA, Portugal, Spain 
and Slovakia. His paintings, drawings and prints explore both personal and social themes. He also creates video and 
work for public spaces about immigration, refugees and the impact of globalization on the environment. Hudec has 
shown his work in solo and collective exhibitions in Slovakia, Portugal, Spain, USA, United Kingdom, Brazil and Czech 
Republic. His work Drawing for Filó was shown at 2009 Bienal Mercosul in Porto Alegre, Brazil and in 2012, he was 
finalist for the Oskár Čepan prize, given annually to a young artist in Slovakia. Hudec graduated with a Master of Fine 
Arts from the Academy of Fine Arts and Design, Bratislava, Slovakia, where he is presently a PhD student and teacher. 
He is member of the creative team for MAP — Make Art with Purpose, where he worked together with Janeil Engelstad 
to develop and design MAP’s web platform. Represented by Gandy Gallery, he lives between Bratislava and Košice.

Robin Kahn The Art of Sahrawi Hospitality, p.12

Robin Kahn is a visual artist whose work explores the hidden languages and roles that women create in order to support 
and sustain their communities.   She works in a variety of media that range from collage, ceramics and sculpture to 
artist books and participatory installations. These projects have been included in exhibitions at the Museum of Modern 
Art, Museo Nacional Centro de Arte Reina Sofia (Madrid), Santa Monica Museum of Art, The Brooklyn Museum and 
The New Museum of Contemporary Art (NY).  Her work is in the permanent collections of The Smithsonian’s Museum 
of Women in the Arts (DC), The Museum of Modern Art (NY), The Whitney Museum of American Art (NY), Brooklyn 
Museum of Art (NY) and the J. Paul Getty Museum (CA). 
 
1n 1995, Kahn conceived and edited Time Capsule: A Concise Encyclopedia by Women Artists, an art anthology 
published with Creative Time Inc (NY). This compendium of images and ideas by more than 500 women artists was 
presented to every delegate who attended The Fourth International Women’s Conference in Beijing, China.  Kahn has 
also worked as an independent curator organizing exhibitions that address women’s issues including The Encyclopedia 
for the Subversive Homemaker (Printed Matter, NY) and a series of installations by women artists at the United Nation’s 
New York headquarters of UNIFEM .
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In 2012, dOCUMENTA (13) commissioned Kahn to produce an installation based on her publication Dining in Refugee 
Camps: The Art of Sahrawi Cooking, (Autonomedia, 2010). The project, inspired by her experiences living in Southwest 
Algeria with exiled families from Western Sahara, is a testament to the creativity and cooperative spirit of Sahrawi 
women who, for 40 years, have organized and maintained a peaceful and productive society-in-exile under the 
unlivable conditions of war. In April 2013, Kahn was invited to return to Algiers and the Tindouf Camps on the occasion 
of The Second International Woman’s Conference in support of Sahrawi Peaceful Resistance. Her participation in this 
event further reinforced her dedication to developing art projects that express the impact of women’s creative resilience 
worldwide. Robin Kahn is the recipient of several awards including a National Endowment for the Arts Fellowship Grant.

Todd Lester Field of Action, p.88

Todd Lester has worked in leadership, advocacy and strategic communications roles at Reporters sans frontiers, 
the Astraea Lesbian Justice Foundation, and most recently as the Executive Director of the Global Arts Corps, an 
organization that creates theatre to advance reconciliation in societies emerging from violent conflict. He founded 
freeDimensional & the Creative Resistance Fund, an organization that helps activists-in-distress by providing safe 
haven in artist residencies. He has dedicated periods of his career to work on microfinance in Cameroon, refugee 
rights in Egypt, post-genocide reconciliation in Rwanda, Track II diplomacy in the Southern Caucasus, at-risk youth 
engagement in Brazil, and the North-South Peace Accord in Sudan working with organizations such as CARE, 
International Rescue Committee, Carter Center, Peace Corps, Population Services International, Dutch Refugee 
Council, and the United Nations. 

Todd holds a Masters of Public Administration from Rutgers University and diplomas from the Summer School in 
Forced Migration at Oxford University and Film & Media Studies at the New School. Todd received the Peace Corps 
Fund Award for founding freeDimensional; was named Architect of the Future by the Waldzell Institute; and serves as a 
Senior Fellow at the World Policy Institute where he leads the Arts-Policy Nexus initiative. His new project, Lanchonete, 
is a 5-year experimentation of artistic witnessing focused on a neighborhood in the center of São Paulo. He is currently 
helping to spearhead Queer/Art, a new initiative to support ongoing efforts in mentorship, curatorial practice and 
networking for queer artists working in all mediums.

Katt Lissard Split the Village, p.118

Katt Lissard is on the faculty of the Individualized Masters Program at Goddard College, Vermont, USA, and is the 
artistic director of The Winter/Summer Institute, a biennial multi-country HIV/AIDS theatre project that takes place 
in Lesotho, southern Africa. She spent most of 2005 on a Fulbright at the National University of Lesotho, teaching, 
researching the theatrical response to HIV, and producing and directing shows. In 2006, as a direct outgrowth of 
that work, The Winter/Summer Institute (WSI) was launched by eight colleagues from the US, UK, South Africa and 
Lesotho. WSI brings student performers and faculty facilitators from three continents together with rural villagers in 
Lesotho to create collaborative theatre in response to the HIV pandemic in the sub-Saharan. 

Lissard has written about her theatre work in Africa for American Theatre Magazine; The Power of Words: A 
Transformative Language Arts Reader; and, most recently, in a chapter, “Venus in Lesotho: Women, Theatre and 
the Collapsible Boundaries of Silence,” in the book Feminist Popular Education in Transnational Debates: Building 
Pedagogies of Possibility (Palgrave Macmillan; March 2012).

As a writer and theatre maker, Lissard has received two Art Matters Individual Artist awards; a grant from the Barbara 
Deming/Money for Women Foundation; and she is a two-time MacDowell Colony fellow.  She has been a resident artist 
at Mabou Mines, the avant-garde New York City theatre, three times, most recently in 2009 and 2010, where memory 
lab developed Outpost: an experimental conversation, about the tricky insider/outside riddle of global citizenship. 
Other recent work includes a 2008 residency at New York’s IRT for Excavation (also with memory lab); and a 2008 
Jerome Foundation grant administered through the Cornucopia Art Center in Lanesboro, Minnesota, to create an 
environmental installation piece, Mostly Water, with community flood survivors and environmental activists in the Root 
River Valley – a project that resonates with Split the Village.

Mick Lorusso Biodiamond Energy, p.14

Mick Lorusso is an interdisciplinary artist currently based out of Mexico City. Through sculpture, drawing, installations, 
and interactions he re-examines energy as a mysterious force that keeps us alive, runs our technologies, and 
interconnects the microscopic and the galactic. His current work with microbial technologies integrates his pre-college 
interest in microbiology and bioremediation, which he researched as an intern at the University of Utah. He holds 
and MFA in Sculpture from the San Francisco Art Institute and a BA from The Colorado College, and has exhibited 
in Germany, Mexico, and throughout the western United States. Lorusso has participated as a resident in various 
interdisciplinary art programs, including PLAND / ISEA 2012: Machine Wilderness (Taos, NM). In 2013, he received 
an honorary mention in the Prix Ars Electronica for his work “Microbial Schöppingen,” which was produced for the 
Kraftwerk Künstlerdorf in Schöppingen, Germany with the guidance of scientists from LabMET in Ghent, Belgium.

Kate McLean Immigrant Nation, p.22

Kate McLean is an award-winning writer, reporter, and producer.  Her short film ‘Pot Country’ premiered at the Mill 
Valley Film Festival in 2011 and her written work has appeared in the The New York Times and The Bay Citizen.  
She was part of the inaugural group of independent media makers at the BAVC Producer’s Institute, a MacArthur 
Foundation sponsored residency dedicated to helping documentary filmmakers develop cross-platform approaches 
to storytelling. She has also worked on a number of documentary films for PBS, including ‘Botany of Desire’, adapted 
from Michael Pollan’s book of the same name.  She recently finished her Masters Degree in Journalism at the University 
of California Berkeley Graduate School of Journalism, where she received The Randy Shilts Memorial Award for 
Exceptional Reporting for an interactive online project about high school violence in East Oakland, as well as the 
Hearst Documentary Award.

Modern Construction Services RE WORK: Case Studies in Adaptive Reuse and Urban 
Revitalization, p.50

Dallas based designer/builder Modern Construction Services was founded by Mark Martinek in 1999.  Mark studied 
architecture and received his Bachelor’s degree in Economics from the University of Texas at Austin in 1987. While 
living in Chicago, he apprenticed with various master craftsmen and furniture builders. During this time he developed a 
method of working with salvaged materials, crafting cabinets from the diverse array of discarded material found in the 
streets of central Chicago. In 1991, he started WigWam Decorative Arts, a design company focused on the application 
of fine arts and crafts to commercial interiors and product design. Since 1999, his practice has developed into a full 
service design build firm focusing on sustainable contemporary residences and small to mid-scale adaptive reuse 
projects. www.martinekmodern.com
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Susan Plum Luz Y Solidaridad – Ritual, p.30

Mixed-media artist and social activist, Susan Plum was one of many children of American parents raised in Mexico City. 
The rich bi-cultural experience had a deep effect on her formative years. Walking among the ancient sites of Mexico, 
while at the same time living in a progressive, expansive, contemporary city a short distance away, gave her awareness 
of the complexities and layering of history.  For her, the two worlds co-existed, not unlike her own experience of being 
bi-cultural. Susan’s world is inclusive and culturally and aesthetically diverse. Where the microcosm and macrocosm 
meet, where ideas cultivate through a dance between the imagined and the real.  This has given her the means of 
exploring the magic she experienced of transcending boundaries, as well as the ability to develop a rich, inner dialogue 
for cultivating her love of nature and embracing other culture’s art, philosophy, cosmology, aesthetics and spiritual 
beliefs.  She believes that art is a vehicle for transformation and healing. 

Performance and ritual became a form of expression for Susan in 2006 when she created Luz y Solidaridad. The 
project was incorporated into Missing Peace: Artists Consider the Dalai Lama, which opened at the Fowler Museum 
in Los Angeles and traveled internationally for five years. The performance-ritual and brooms from Luz y Solidaridad 
were incorporated into, Off the Beaten Path: Violence, Women and Art, curated and Randy Rosenberg and Artworks 
for Change.  Venues included: Museo Universitario del Chopo, Mexico; Chicago Cultural Center; Newcomb Gallery, 
Tulane University; and Redline Contemporary Art, Denver, Colorado. A past board member of Women Environmental 
Artist Director (WEAD), Susan’s work is in the collections of: Corning Museum of Glass, New York; Hunter Art Museum, 
Chattanooga, TN; University Art Museum, Arizona State University, Tempe; Smithsonian Institution, Washington, DC: 
Mobile Museum of Art, Alabama; American Embassy in Belize; and Museum of Arts and Design, New York.

Tomáš Rafa New Nationalism, p.40

Tomáš Rafa’s work explores the line between patriotism and nationalism. Through photographs and videos, Rafa 
focuses on displays of racism and xenophobia in Poland, the Czech Republic, Hungary, and Slovakia. Over the last 
three years, Rafa has created a video project set against the background of political demonstrations, blockades, 
protests, and scenes of everyday life in these countries. The project features group demonstrations and displays of 
extremism where national and sexual majorities are in opposition to minorities, often complimented with the artist’s 
own actions and performances. Just as the famous Czech director Karel Vachek, Rafa keeps the camera on at all 
times during these events, even when the journalists have left. In this way, the footage presents situations one would 
not have the chance to see on a television news program. Rafa won the Oskár Čepan’s Award for 2011 in Slovakia. His 
work has  been exhibited: at the Slovak National Gallery in Bratislava, Slovak Republic; at Apexart in New York City; as 
part of the Berlin Biennale 7 (2012); as part of Prague Biennale 6 (2013) and in St. Petersburg, Russia. Rafa was born 
in 1979 in Žilina, Slovak Republic. He lives and works in Warsaw, Poland.

James Reed Agents of Change, p.10

James Reed, a native of South Africa, is a Social Sculptor and Practice Based Researcher and Instructor. He graduated 
in 1994 from the Nelson Mandela Metropolitan University in South Africa and was awarded the British Commonwealth 
Full Chevening Scholarship for MA research 2005-2006. He received an MA in Social Sculpture with distinction, from 
Oxford Brookes University United Kingdom (UK) in 2007 and since that time he has been a Core Network Member of 

the Social Sculpture Research Unit (SSRU) at Oxford Brookes University. Reed is the Project Navigator for the Agents 
of Change Project of the SSRU. He has taught and lectured at South Africa: University of Stellenbosch (SUN), Nelson 
Mandela Metropolitan University (NMMU), Penryn College, Uplands College, Bronze Age Sculpture House and the 
White River Studio. Collaborations include: SPARC at University of Santa Cruz; BAY CAT Social Sculpture workshop 
(San Francisco); Sustainability Institute and SUN Transdiciplinary Phd program; Kgotla Youth Conference; South 
African New Economics Network; Manifest Festival (Oxford U.K); Shelley Sacks/Social Sculpture Research Unit; Earth 
Agenda and University of the Trees (U.K.); Climate Information Outreach Network action group (U.K.); SA Government 
Department of Sport, Recreation, Arts and Culture (S.A.); and Woman’s Rights: Greater Nelspruit Rape Intervention 
Project. Residencies with Cite International des Arts (Paris, France); Thupelo InternationalArtsist Program SA. 

He has exhibited with The Intersection for the Arts in San Francisco, Exit Art in NYC, Modern Art Oxford UK; 
Goetheanum Switzerland, Brett Kebble Awards SA; Fortis Circus Gallery Netherlands, National Gallery SA, Association 
of Visual Arts SA. Currently in Portland, USA, researching and developing the ground work for the
Agents of Change Project.

Robert David Reedy The One Day Project, p.46

Robert David Reedy is a multidisciplinary artist currently focused on the various methods of digital art and digital 
textuality. With a background in abstract painting, Robert utilizes a chance operation technique to inform much of his 
current digital work in image, video and sound design.  His work often takes on a performative nature, touching on the 
relevance of identity within digital culture. Collaboration is a driving force behind much of Ready’s studio explorations. 
Working in collaboration with Val Curry, he has embraced the desire to initiate positive entrepreneurial change and 
creative solutions through the art making process.  With naïve, utopian idealism, Reedy seeks to discover new design 
possibilities in waste resources, bringing solutions to industry practices that promote sustainable equality. Reddy has 
a BLA in Emerging Media and Communications from the University of Texas, Dallas.

Theo Rigby Immigrant Nation, p.22

Theo Rigby is a director, cinematographer, and photographer based out of San Francisco. He believes in the power 
of image and sound to create awareness and dialogue about the world’s most pressing social and political issues. 
Theo has focused on topics ranging from the War in Iraq, to incarceration, and most recently, immigration in the U.S. 
His latest film, Sin País (Without Country), won a Student Academy Award, has screened in over 30 film festivals, and 
was nationally broadcast on PBS’ Independent Documentary Series, POV, in August 2012. His new interactive project, 
Immigrant Nation, is a series of short films about immigration across the U.S., combined with live events and an online 
platform where you can create and share your own immigrant story.

S.C.A.B. Progressive Dinner, p.48

S.C.A.B. (Socialized Contemporary Artists Bureau) is a collective of artists that practice artist-run-activities in 
conjunction with his/her own practices, predominantly involving the transitory use of the artist(s) home and studio as 
an exhibition space for the purpose of dialogue and exposure. Birthed from a mutual dissatisfaction with a nonexistent 
community of ‘artist-run-activities’ in Dallas, S.C.A.B. formed with the intention of filling this void. Promoting artists 
locally and nationally, S.C.A.B. stands firmly behind a DIY attitude challenging and questioning the activities of the 
surrounding commercial environment.  
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With the intention of expanding in both scope and numbers, S.C.A.B. creates a critical dialogue among artists, 
collectors, critics, curators and gallerists alike.  S.C.A.B. builds a microcosm based off the external infrastructure of 
an art market.  With a constant need for exposure within exhibitions and literary criticism, artists require avenues for 
expression that are interconnected and readily available.  The collective exercises a particular skill set to orchestrate 
an alternative to the pre-existent art world by creating a more efficient mode of exhibiting and distributing experimental 
forms of art. Each member of the group maintains their individual practices of painting, sculpture, installation, video 
or film work as well as running exhibition spaces out of their homes. By doing so, the members of S.C.A.B. are able 
to focus on a range of exhibition practices from solo work to curation and larger group projects. In a little over their 
first year of organization, S.C.A.B. members have participated in over 40 exhibits, 13 of which were curated out of 
their homes. They have published numerous articles and catalogs and have produced a talk-show for artists called 
Conversations In the Void. S.C.A.B. serves as an example to other artists to unite in forming a network that supports 
one another and pools their resources to achieve their goals.

Noah Simblist Campus in Camps, p.80

Noah Simblist, an Associate Professor of Art at Southern Methodist University, works as a writer, curator, and artist 
with a focus on art and politics in Israel-Palestine. His curatorial projects include Yuri’s Office by Eve Sussman and the 
Rufus Corporation at Ft Worth Contemporary Arts, Out of Place at Lora Reynolds Gallery, Tamy Ben Tor at Testsite, 
and Queer State(s) at the Visual Arts Center. He was also on the curatorial team for the 2013 Texas Biennial. Writing 
projects include Setting Sail: The Aesthetics of Politics on the Gaza Flotilla, for Art Papers, The Art of Forgetfulness, 
the Trauma of Memory: Yael Bartana and Artur Zmijewski for Transmission Annual, a feature about the work of Dor 
Guez for ARTPULSE as well as interviews with Khaled Hourani, Omer Fast, Jill Magid, Walead Beshty and Nicholas 
Schaffhausen. In the summer of 2013, he was a guest blogger for Art21, reporting from Venice, Beirut, Tel Aviv and 
Ramallah.

Carolyn Sortor OccuLibrary, p.44

Carolyn Sortor is an artist, curator, and writer interested in blending art and reality.  While she has a special interest 
in video, her practice incorporates various media and strategies including curation and collaboration.  She has a BFA 
purchased from Ben B. Britt and is currently working on an artificial MFA. Her work has been shown in New York, 
San Francisco, Dallas, Austin, and elsewhere. In 2013, she received a Dallas Observer “Mastermind” award.  Before 
coming out as an artist, she had a twenty-year career as a transactional lawyer.  Her main website is c-cyte.com. The 
OccuLibrary was instigated by Carolyn Sortor but has had many collaborators, including Lizzy Wetzel, Danette Dufilho, 
Anne Lawrence, Regina Yunker Rudnicki, Oil and Cotton, Michael A. Morris, Greg Metz, Cassandra Emswiler, Kristin 
Cochran, Karen Weiner, Celia & Frank Eberle, Jeremy Massey, and many more. 

Team Better Block RE WORK: Case Studies in Adaptive Reuse and Urban Revitalization, p.50

Founded by Andrew Howard A.C.I.P. and Jason Roberts in 2011, and based in Oak Cliff, Texas, Team Better Block 
temporarily re-engineers and re-programs auto dominated, blighted, and underused urban areas into complete ones 
by working with cities, developers, and stakeholders to create quick, inexpensive, high-impact changes. Team Better 
Block uses pop-up shops to test the local economic development potential of streets re-engineered for walkability. 
Additionally, Team Better Block bolsters civic pride by enlisting the community in the build-out of the temporary 
installation. www.teambetterblock.org

Julie Troost H U G, p.20

As the Artistic Director of Anima Productions, Julie Troost creates concept-driven, collaborative work in performance 
art, modern dance, experimental theater, and video. She has a profound interest in portraying the intangible, yet her 
work is firmly rooted in the physicality of the body. Julie sculpts human experience onstage and imbues daily life 
with site-specific work and public participation. She examines humanity’s relationship to faith, family, death, location, 
memory, and loss. Conscious of its political, environmental and social relevance, Julie’s work inspires dialogue essential 
to promoting a healthy society.

Selected works: H U G: performance installation (MAP website; Solar One’s Stuyvesant Cove Park, NYC; Conflux 
Festival, NYC; Brazilian T.V.: Lugar Incomum), H U G: video (Outlet Dance Festival, Grounds for Sculpture, NJ; 
Chashama film festival, NYC; Heaven Gallery, Chicago), Congregation: dance theater combating society’s sterilization 
of death, deemed “a moving spectacle” by The Brooklyn Rail (PS122, Dumbo Dance festival, Dance Conversations @ 
The Flea), The Interim: a physical play contemplating existence while trapped between life and death, with Scott Troost 
(Players’ Theater, NYC), Assimilated: site-specific dance theater exposing the consequences of our wasteful lifestyle 
(Solar One, 3rd Ward, MNN), Resuscitation: site-specific dance educating New Yorkers about the urban heat island 
effect (Solar One); FrEdem: movement theater asserting the freedoms we take for granted (Linhart Theater, NYC), I’m 
Still in my Underwear: choreography for Edy Ferguson’s film (group show “Song Poems,” at Cohen Leslie & Brown 
gallery, NYC; Low Gallery, L.A.), I Am Here.: site-specific dance with Megan Batterson (Shelley Steffee’s NYC store), 
Farewell: site-specific dance memorializing a NYC community garden razed for development.

A graduate of Northwestern University with a BS in Theater and Psychology, Julie has performed for Dara Friedman, 
Daniel Kramer, Noemie Lafrance, Ann Robideaux, Alexx Shilling, and Fiona Templeton. She has taught for the 
Professional Performing Arts High School in NYC, Monarch Theater Company, and M.I.T. Julie was a resident artist at 
Harold Arts, Workspace for Choreographers, and Outpost. She received a Re-Discover Your Heart award and grant 
and is a member of the Lincoln Center Director’s Lab. 

University of North Texas Art and Science Collective Explorations in fibers, community and 
virtual connections, p.60

The University of North Texas (UNT) Art and Science Collective was formed to mine the rich potential that exists 
through crossing novel materials, cross-disciplinary processes, emerging technologies and social engagement. The 
Collective includes UNT faculty members Lesli Robertoson, Amie Adelman and Ruth West. 

Lesli Robertson is an artist and Senior Lecturer of Fibers. Her studio practice investigates the connections between 
communities and art; exploring topics within cultural arts, materials, and sustainability on a national and international 
level. She is the co-founder of the Mother Load project, which explores the relationship between being an artist and a 
mother. Amie Adelman is an artist and Associate Professor of Fibers. Her studio work explores systems and processes 
through time intensive techniques involving thread, which delve into architecture, geometry, and textile references. She 
is active in exhibiting artwork, lecturing and leading workshops on the application of textile techniques nationally and 
internationally. Ruth West is an artist-scientist, Associate Professor in the College of Information, College of Visual Art 
and Design, College of Arts and Sciences and the College of Engineering. She is director of the xREZ Art-Science lab. 
Working with emerging technologies, she envisions a future in which art-science integration allows us to open new 
portals of imagination, knowledge and communication across cultures. 
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Matej Vakula Manuals for Public Space (MfPS), p.34

Slovak artist and educator, Matej Vakula, researches how is information is turned into knowledge and how knowledge 
can be turned into action. Using art as a vehicle for this exploration, his work calls into questions accepted notions 
of  “public” and the ways that public space is used and politicized. His work often intersects with other disciplines, 
including biology and computer science. Themes include: safety and freedom, local and. global, privatization and 
personal, health and profit, the security industry, and alternative ways of sharing knowledge and information. 

Vakula has taught and lectured at the Academy of Fine Arts and Design in Bratislava, Slovakia and his work has been 
supported by numerous grants and exhibited and produced in the United States, Slovakia, Hungary, Czech Republic, 
Poland and Romania. From 2008-2009 he was a curator at Gallery Stanica in Žilina, Slovakia, a member of Trans 
Europe Halles one of the most active cultural networks in Europe. His work has been featured in Art Forum and in 
various Central European media, including newspapers, magazines and television. In 2012 he was nominated for the 
Oskár Čepan Award for Young Contemporary Artists. From 2009 to 2011, he was a Fulbright fellow at Massachusetts 
College of Art and Design and at MIT in Cambridge, Massachusetts. His writing has been published in the Czech-
Slovak edition of Flash Art, Profil and Project – Slovak Architectural Review.

Anthony Weeks Immigrant Nation, p.22

Anthony Weeks is a filmmaker, illustrator, and visual storyteller based in San Francisco. Through film and illustration, 

Anthony is continually inspired by the power of listening in a public way, the beauty of a well-crafted narrative, and the 

truth that we live in the midst of an abundance of stories. Anthony’s films have been screened at venues in the U.S. 

and internationally. His documentary short Imaginary Circumstances won a Student Academy Award in 2010. Anthony 

traveled with the U.S. State Department to Venezuela in November 2011 as a director/delegate with the American 

Documentary Showcase and to Cuba in April 2012 with the Museum of Modern Art (NY) and the Americas Media 

Initiative. In addition to filmmaking, Anthony has illustrated several published books, including Howard Rheingold’s 

2012 release “NetSmart.” Anthony holds an MFA in documentary film and video from Stanford University, an MSW from 

Augsburg College, and a BA from Grinnell College.

Frances Whitehead Diaspore, p.98

Frances Whitehead is a civic practice artist bringing the methods, mindsets and strategies of contemporary art practice 
to the process of shaping the future city. Connecting emerging art practices, the discourses around culturally informed 
sustainability, and new concepts of heritage and remediation, she develops strategies to deploy the knowledge of 
artists as change agents, asking, “What do Artists Know?”

Questions of participation, sustainability, and culture change animate her work as she considers the surrounding 
community, the landscape, and the interdependency of multiple ecologies in the post-industrial city. Whitehead’s cutting-
edge work integrates art and sustainability, as she traverses disciplines to engage with engineers, scientists, landscape 
architects, urban designers, and city officials in order to hybridize art, design, science, and civic engagement for the 
public good. Whitehead has worked professionally as an artist since the mid 1980’s, and has worked collaboratively as 
ARTetal Studio since 2001. She is Professor of Sculpture + Architecture at the School of the Art Institute of Chicago.

The Yankee Doodles an offshoot of OccuLibrary, p.44

The Yankee Doodles are a non-professional performance group founded by Danette Dufilho, Anne Lawrence and 
Regina Yunker during the summer of 2012 in Dallas, Texas. The creators developed a 30-minute children’s program 
comprised of historical exposition, crafts and songs relating to the American Revolution, the most famous being 
“Yankee Doodle.” The program includes action rhymes, flash cards and audience participation. The mission of The 
Yankee Doodles is to teach the future to learn from the past through entertaining and educational programs designed 
for all ages, laying the groundwork for young audiences to understand and celebrate American history.  Collaborators 
include Oil & Cotton Creative Exchange, responsible for designing and leading related art projects, and historical re-
enactor, William Covington ‘The Continental Soldier of the American Revolution.’  Covington is a charter member of the 
Sons of the American Revolution. Covington’s uniform is a historically accurate representation of a Continental Army 
soldier and the objects he displays are items which a typical solider of the era would have carried with him in his pack.   

The Yankee Doodles are: Danette Dufilho, John Dufilho, Anne Lawrence, Todd Ramsell, Mike Rudnicki & Regina 
Yunker. In the spirit of collaboration, each member has brought his or her talents to the endeavor in an effort to make 
the program dynamic and viable. The program was conceived and written by Danette Dufilho, an arts administrator 
and life-long student of history. John Dufilho is a musician and composer who plays snare drum and guitar in the 
performance. Anne Lawrence has a background with both non-profit arts organizations and contemporary art. She 
is the primary administrator for the group. Anne’s husband Todd Ramsell works professionally in the field of graphic 
design and has  designed the graphics and printed matter for the group. Regina Yunker is an educator and actor who 
is the lead performer of the group. With knowledge and enthusiasm, Regina leads the audience through the program. 
Regina’s husband Mike Rudnicki, also a musician, performs and plays guitar in the performance. HUZZAH!
theyankeedoodles@gmail.com  

Tara Nicole Youngblood The New South Dallas, p.42

Tara Nicole Youngblood, playwright, screenwriter, and producer, is the Founder and Director of Theatre Ashé!, a 

company that provides quality, experimental theater that gives voice to the diverse African American experience in 

their presentation of plays by Ms. Youngblood. A Dallas native, she attended Arts Magnet High School at Booker T. 

Washington where she studied Theater with a concentration in playwriting. She holds a B.A. in Interdisciplinary Arts & 

Social Change from New College of California, and a Professional Screenwriters Certificate and M.F.A. in Screenwriting 

from the Department of Film, Theatre, and Television at University of California, Los Angeles. An activist and artist for 

social change, Tara is committed to using her dramatic works as a vehicle to effect change and to bring focus to issues 

that affect the African American community but are often silenced by that community. At present, Ms. Youngblood is 

the Artistic Director of Soul Children’s Theatre Company at South Dallas Cultural Center.



African American Museum

The African American Museum offers an impressive collection of African and African American art, featuring one of the 
largest folk art collections in the nation. It is a treasury of art and culture recognized as a vital part of the black heritage. 
Living African American culture is experienced through entertaining and educational programs presented in the theater, 
studio arts area, a research library and classrooms. The Museum’s permanent collections include African art; African 
American fine art; magazine, historical, political and community archives.
aamdallas.org

Bath House Cultural Center

The Bath House Cultural Center is a facility of the City of Dallas Office of Cultural Affairs that is dedicated to fostering 
the growth, development and quality of multi-cultural arts. The center emphasizes innovative visual and performing arts 
as well as other multi-disciplinary events throughout the year.
bathhousecultural.com

CentralTrak

CentralTrak, The University of Texas at Dallas Artists Residency, provides space for artists to live, work and exhibit, and 
serves as a community center for broad intellectual discourse around the arts. While the Residency promotes artistic 
experimentation through its support of production, the companion Gallery encourages critical engagement with the 
local urban context through its exhibitions and related programs.
centraltrak.net

Dallas Holocaust Museum - Center for Education and Tolerance

Founded in 1984, the Dallas Holocaust Museum/Center for Education and Tolerance is dedicated to preserving the 
memory of the Holocaust, and to teaching the moral and ethical response to prejudice, hatred and indifference, for the 
benefit of all humanity. The Museum is located at 211 N. Record Street in downtown Dallas.  
DallasHolocaustMuseum.org

Dallas Museum of Art Center for Creative Connections 

The Center for Creative Connections (C3) is located in the heart of the Dallas Museum of Art. The Center serves as 
a bridge between everyday experiences of looking and the transformational experiences of seeing, creating, and 
connecting deeply with works of art.  The Center for Creative Connections is designed to stimulate curiosity, inquiry, 
and reflection in visitors of all ages. Visitors are invited to create art of their own through activities set up and provided 
by C3, observe works of art from the Museum’s collection supplemented by fun and innovative displays to help them 
learn about the objects in a new way and sign up for classes held in the center. 
dma.org/centerforcreativeconnections

Dallas Public Library 

The Dallas Public Library circulates over 8,000,000 items a year and has 30 service points throughout the city. The 
Dallas Public Library links resources and customers to enhance lives. The Library is committed to inform, entertain, 
enrich, and to foster the self-learning process by facilitating access to its collections, services, and facilities to all 
members of the community. 
dallaslibrary.org

Dallas VideoFest

Celebrating its 26th year in 2013, Dallas VideoFest is the oldest and largest video festival in the United States, and 
continues to garner critical and popular acclaim. Since 1986, VideoFest has specialized in independent, alternative, 
and non-commercial media, presenting hard-to-find works rarely seen on television, in movie theaters, or elsewhere, 
despite their artistic excellence and cultural and social relevance. 
videofest.org

Eastfield College Gallery

An integral part of the Department of Visual Arts, Eastfield College’s Galleries serve students and the larger community 
with diverse art exhibitions that support the understanding and creation of contemporary art. Eastfield’s exhibitions 
feature the work of regional and national professional artists, along with annual exhibitions by the visual art faculty 
and the studio art students of the College, enriching the aesthetic environment and comprising a cultural resource for 
the community. In addition to exhibitions in Eastfield College Galleries, artworks from the Eastfield College Permanent 
Art Collection are installed throughout the campus. All exhibitions and gallery events are free and open to the public.
eastfieldgalleries.blogspot.com

Human Rights Inititiative of North Texas

Human Rights Initiative of North Texas (HRI) promotes international human rights through service to refugees and 
immigrants who have suffered human rights abuses. HRI’s clients include victims of human rights abuses seeking 
asylum in the United States, victims of human trafficking, victims of spousal or child abuse at the hands of a U.S. 
citizen or Permanent Resident, immigrant children who flee from violence and travel to the U.S. alone, or immigrant 
children that have been abused, abandoned or neglected by their parents in the U.S.  
hrionline.org

KERA Art and Seek

KERA is a not-for-profit public broadcasting organization that has a longstanding commitment to the arts and culture 
in North Texas. Art and Seek is a service from KERA for North Texas where creative people can come together to find, 
discuss, create and react to art. 
artandseek.net

SITES



The Latino Cultural Center (LCC)

The Latino Cultural Center (LCC) is a multidisciplinary arts center designed to serve as a regional catalyst for the 
preservation, development and promotion of Latino and Hispanic arts and culture. The LCC presents Latino artists 
working in the visual and performing arts, film, and literature in addition to supporting local artists and arts organizations 
that celebrate Latino art and culture.
dallasculture.org/latinoculturalcenter

The McKinney Avenue Contemporary (The MAC)

The McKinney Avenue Contemporary (The MAC) is a nonprofit organization that stands as a Dallas advocate for 
creative freedom offering the opportunity for experimentation and presentation of art in all disciplines. It supports the 
emerging and established artist’s role in society by providing a forum for critical dialogue with their audiences. This 
relationship is cultivated through education and innovative programming. All visual art exhibitions, lectures and literary 
readings are free and open to the public. 
the-mac.org

The Modern Art Museum of Forth Worth 

The Modern Art Museum of Fort Worth is dedicated to collecting, presenting, and interpreting international developments 
in post–World War II art in all media and creating a welcoming environment for its public appreciation. The Modern 
promotes understanding and interest in art and artists through curatorial research and publications, and a variety of 
educational programs, including lectures, guided tours, classes, and workshops.
themodern.org

Nasher Sculpture Center

The Nasher Sculpture Center is one of the few institutions in the world devoted to the exhibition, study, and preservation 
of modern sculpture.  Conceived as a serene urban retreat for the enjoyment of modern art, the Sculpture Center is 
the home of the renowned Raymond and Patsy Nasher Collection of modern and contemporary sculpture. Special 
exhibitions drawn from other sources are presented, contributing to the Center’s mission of examining as thoroughly 
as possible the primary forces shaping the history of sculpture since the late nineteenth century.  
nashersculpturecenter.org

Oak Cliff Cultural Center 

The Oak Cliff Cultural Center (OCCC) provides the residents of Oak Cliff with art and cultural experiences reflecting 
the diversity of the surrounding neighborhood. OCCC is dedicated to fostering the growth, development and quality 
of multicultural arts within the City of Dallas by emphasizing innovative visual and performing arts as well as other 
multidisciplinary arts events. The Center includes an art gallery and multi-purpose studio, and offers exhibitions, 
workshops, art, music, and dance classes, summer camps, and cultural festivals for all ages.
dallasculture.org/oakcliffculturalcenter

Oil and Cotton

Oil and Cotton’s philosophy is to make do with what you got. Blending an appreciation of the past with current 
multidisciplinary art practices, students are invited to engage in the expressive languages of both music and visual art. 
Hands-on classes are taught by professionals with knowledge of traditional and contemporary practice. They provide 
creative space for education, exhibition, performance and exchange between the public and the art community. 
oilandcotton.com

Perot Museum

The Perot Museum of Nature and Science vision is to be an extraordinary resource and catalyst for science education 
through innovative, highly accessible experiences that broaden our understanding of the world and improve community. 
The Perot Museum exposes children to a world of ideas and concepts in science, math and technology, all within one 
spectacular location. By offering hands-on ways to learn about scientific evidence, mathematical concepts and natural 
history, the Museum profoundly affects what and how kids experience science and nature. 
perotmuseum.org

RE gallery + studio 

RE gallery + studio is located in a re-purposed shotgun home built in the historic Cedars neighborhood of Dallas. 
Founded by Wanda Dye in 2010, the gallery shows diverse art and design practices, cultivating a culture of experiment. 
Both the gallery and studio are dedicated to practices that are conceptually rigorous and aesthetically open yet 
resolute with an emphasis on experimentation in process, media, material, and technique. While the gallery of RE 
functions as a polished space for regular exhibitions, the studio component is devoted to conceptual design, offering 
an evolving line of functional and nonfunctional objects made by artists, architects and designers. 
regallerystudio.com

The Reading Room

The Reading Room (TRR) is a project space dedicated to the intersection of visual and text based culture through 
exhibitions, performances and readings. TRR serves as a playground on which words and images can flirt, wrestle, 
explore, harmonize, oppose, investigate or simply be. With the advent of the internet, tweets, texting and the 
ubiquitous camera phone, the nature of both language and image has changed and the boundaries between the 
two have collapsed. The mission of TRR is to investigate these things and possibly invent some new ones. Programs 
have included exhibitions of medieval recipes, digital prints of eBay trades, video of whales spouting Foucault, a book 
swap, 300 index cards documenting a painter’s thoughts and process, printouts of voicemail messages, readings from 
diverse sources including Ulysses and the script from Superman 3.
thereadingroom-dallas.blogspot.com

SITES



RO2 Art

Ro2 Art represents a diverse group of established, mid-career, and emerging contemporary North Texas and 
international artists. Ro2 Art focuses on the exhibition and sale of work in all visual media from painting and sculpture, 
ceramics, fiber arts, to installations, video, and performance.  The gallery shows work in various traditional and non-
traditional spaces in and around Dallas, with the gallery’s base at the historic Kirby Building in Downtown, Dallas.  
The gallery also collaborates on public exhibitions programs in partnership with Downtown Dallas, Inc, The McKinney 
Avenue Contemporary, and The Town of Addison, in addition to curating rotating exhibitions at the Magnolia Theatre 
in Dallas’ West Village. Ro2 Art is owned and operated by mother-and-son partners Susan Roth Romans and Jordan 
Roth.  
ro2art.com

South Dallas Cultural Center and Soul Children’s Theatre

The South Dallas Cultural Center’s mission is to provide instruction and enrichment in the performing, literary, media 
and visual arts. The program emphasizes the African contribution to world culture and serves both adults and children. 
The 34,000+ square foot facility features a 120-seat black box theater, visual arts galleries, and studios for dance, 2 
& 3 dimensional arts, and photography. Although the cultural center’s programs appeal to everyone, its primary focus 
for the youth programs is on South Dallas youth.  Therefore, the center maintains a very close working relationship 
with area schools and community groups serving young people in South Dallas. Soul Children’s Theatre, housed at the 
South Dallas Cultural Center, provides high-quality, family-oriented theater and innovative educational programs aimed 
at creating a soulful understanding and appreciation of, and reconnection to the African Diaspora.
dallasculture.org/sdculturalcenter

Trinity Audubon Center 

The Trinity River Audubon Center, which opened in 2008, is the central structure of the Trinity River Project, a downtown 
Dallas public works project to redevelop the Trinity River where it flows through the Great Trinity Forest.  Located just 
outside of Dallas, the Trinity River Audubon Center invites visitors of all ages to explore miles of trails; learn about local 
birds and wildlife at its Children’s Discovery Garden; and participate in a wide range of special events and programs. 
trinityriver.audubon.org

University of North Texas College of Visual Arts and Design

The College of Visual Arts and Design of the University of North Texas fosters creative futures for its diverse student 
population and the region through rigorous arts-based education, arts- and client-based studio practice, scholarship, 
and research. The College of Visual Arts and Design assumes a critical role in building North Texas into a world-
renowned center for culture and education. The college is home to an adundant plurality of voices, visions, and 
aspirations. 
art.unt.edu

SITES
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DALLAS

African American Museum - 3536 Grand Ave
E.G. Crichton - My Immovable Truth – A Dallas Lineage

Bath House Cultural Center - 521 E Lawther Dr
Wanda Dye (RE gallery + studio)

Belo Garden - 1014 Main St
Oto Hudec - Instrument for Listening 

CentralTrak - 800 Exposition Ave
Morehshin Allahyari - Censorship and Propaganda – 
In the U.S. And Abroad 

Dallas Holocaust Museum - 211 N Record St #100
Azra Akšamija - Museum Solidarity Lobby (MSL)
Tomáš Rafa  - New Nationalism

Dallas Museum of Art - 1717 N Harwood St
Janeil Engelstad/MAP in partnership with DMA/Center for Creative Connections and AVANCE - 
Translating Culture... Community Voices at the DMA
The Yankee Doodles

Dallas Public Library - 1515 Young St
Soul Children’s Theatre -The New South Dallas
David Herman, Jr./Preservation Link, Inc. - Something Beautiful

Eastfield College Gallery - 3737 Motley Dr, Mesquite
Rebecca Carter - SIGNAGE WoRKS
OccuLibrary - Secret Sociality
James Reed - Agents of Change (AoC)
Matej Vakula - Manuals for Public Space (MfPS)

Human Rights Initiative of North Texas - 2801 Swiss Ave
Jin-Ya Huang - WoRDS/SWoRDS

Lamar Street Festival - 1401 Lamar Street
Julie Troost - H U G 

Latino Cultural Center - 2600 Live Oak St 
Susan Plum - Luz y Solidaridad

Main Street Garden - 1902 Main St
Robin Kahn - The Art of Sahrawi Hospitality 

The McKinney Avenue Contemporary - 3120 Mckinney Ave
Theo Rigby - Immigrant Nation
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Nasher Sculpture Center - 2001 Flora St
MAP 2013 / Nasher 360 Panel Discussion

Oak Cliff Cultural Center - 223 W Jefferson Blvd
Dee Hibbert-Jones and Nomi Talisman - Knocking at My Door/Living Condition

Oil and Cotton - 837 W 7th St
Social Practice Projects Around the World, featuring Morehshin Allahyari, Azra Akšamija, Oto Hudec and 
Katt Lissard
Matej Vakula - Manuals for Public Space workshop

Perot Museum of Nature and Science - 2201 N Field St
UNT Art and Science collective - Weaving The Future 
Mick Larusso - Biodiamond Energy

RE gallery + studio - 1717 Gould Street
RE WoRK – Case Studies in Adaptive Reuse 
and Urban Revitalization

The Reading Room - 3715 Parry Ave
Reading in Unison 
OccuLibrary - Art as Social Wormhole

Ro2 Art - 110 N. Akard
Val Curry and Robert John Reedy - The one Day Project

Trinity River Audubon Center - 6500 Great Trinity Forest Way
Barbara Benish - Flow: River to Sea

DENTON

University of North Texas - Ave D and Highland St
Greenmeme - KNOTTY NEST

FORT WORTH

Modern Art Museum of Fort Worth - 3200 Darnell St
Tuesday Evenings at the Modern
Helen and Newton Harrison - The Force Majeure

RICHARDSON

Alamo Draft House - 100 S Central Expy
Dallas Video Festival 
Dee Hibbert-Jones and Nomi Talisman - Knocking at My Door/Living Condition
An Unreal Dream: The Michael Morton Story
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October 1- October 10 
Reception and Artist’s talk Wednesday, Oct 9, 6 – 8 PM
Greenmeme - KNoTTY NEST
College of Visual Arts and Design, University of North 
Texas

October 11 - October 24 
Reception, Friday, Oct 11, 7 – 9 PM 
Dee Hibbert-Jones and Nomi Talisman - Knocking at My 
Door/Living Condition
Oak Cliff Cultural Center  

Saturday, October 12, 3:00 PM 
MAP 2013 at Dallas Video Festival
Dee Hibbert-Jones and Nomi Talisman - Knocking at My 
Door/Living Condition
An Unreal Dream: The Michael Morton Story, 
Directed by AL Reinhart 
Both screenings followed by Q and A’s
Alamo Draft House, Richardson 

October 12 – November 24 
Reception, Saturday, October 12, 6 – 8 PM
MAP 2013 at EASTFIELD COLLEGE GALLERY
Rebecca Carter - SIGNAGE WoRKS 
OccuLibrary - Secret Sociality, artists’ talk Oct 23 3 PM
James Reed - Agents of Change, workshop Oct 7 8 AM
Matej Vakula - Manuals for Public Space, workshop 
Nov 5

October 16 – 20, 12:00 – 6:00 PM daily 
Robin Kahn - The Art of Sahrawi Hospitality 
Main Street Garden 

October 19, 3:00 PM
Julie Troost - H U G
Lamar Street Festival

October 19, 6:00 – 8:00 PM
Morehshin Allahyari - Censorship and Propaganda – 
In the US and Abroad 
CentralTrak 

October 25 - November 10 
Reception, Oct 25, 7 – 9 PM
RE WoRK: Case Studies in Adaptive Reuse 
and Urban Revitalization
RE gallery + studio 

October 26, 3:00 PM
Susan Plum - Luz y Solidaridad
Latino Cultural Center 

October 27, 4:00 – 6:00 PM
OccuLibrary - Art as Social Wormhole
The Reading Room

October 28 – November 24 
Opening Reception Nov 4, 6:30 – 8:30 PM
E.G. Crichton - My Immovable Truth – A Dallas Lineage 
African American Museum 

November 1, 6:00 – 8:00 PM
Social Practice Projects Around the World, featuring 
Morehshin Allahyari, Azra Akšamija, Oto Hudec 
and Katt Lissard
Oil and Cotton

November 2 – Nov 24 
Reception Nov 2, 11:00 AM
Oto Hudec - Instrument for Listening 
Belo Garden

November 2, 3:00 PM
Soul Children’s Theatre - The New South Dallas 
film screening and community discussion
Dallas Public Library, Main Branch

November 2 - 24
David Herman, Jr./Preservation Link, Inc. - Something 
Beautiful
Dallas Public Library

November 2 – 24 
Reception 6 – 9 PM
Val Curry and Robert John Reedy - The one Day Project
Ro2 Art

November 3 – 24 
Reception Nov 3, 2 – 4 PM
Azra Akšamija - Museum Solidarity Lobby
Tomáš Rafa  - New Nationalism 
Dallas Holocaust Museum – Center for Education and 
Tolerence 

November 4 – 24 
Reception Nov 4, 7 – 9 PM
Jin-Ya Huang - WoRDS/SWoRDS
Human Rights Initiative of North Texas

November 7, 7:00 – 9:00 PM
UNT Art and Science collective, Weaving The Future
Perot Museum of Nature and Science

MAP 2013 SCHEDULE

November 9, 10:00 – 4:00
Mick Lorusso - Biodiamond Energy, Electro Microbe 
Demonstration
Perot Museum of Nature and Science

November 9, 11:00 AM – 2:00 PM (reception) 
Barbara Benish - Flow: River to Sea
Trinity River Audubon Center 

November 9, 2:00 PM 
MAP 2013 / Nasher 360 Panel Discussion
Nasher Sculpture Center 

Nov 9, 7:00 - 9:00 PM
Matej Vakula - Manuals for Public Space workshop
Oil and Cotton

November 10, 11:00 - 2:00
Brennen Bechtol - MAP 2013 Bike Tour
Meet at Dallas Holocaust Museum at 11:00 

November 10, 2:00 PM (reception and launch)
Janeil Engelstad/MAP in partnership with Dallas Museum 
of Art, Center for Creative Connections and AVANCE - 
Translating Culture... Community Voices at the DMA
Dallas Museum of Art

November 12, 7:00 PM
Helen and Newton Harrison - The Force Majeure artists’ talk
Modern Art Museum of Fort Worth 

November 16, 11:00 AM
The Yankee Doodles, family program
Dallas Museum of Art, Center for Creative Connections

November 17, 2:00 PM
Theo Rigby - Immigrant Nation
The McKinney Avenue Contemporary 

November 22, 7:00 – 9:00 PM (reception)
Wanda Dye / RE gallery + studio - outdoor light installation
Bath House Cultural Center  

November 23, 6:00 – 9:00 PM
S.C.A.B. - Progressive Dinner, ticketed event 

November 24, 5:00 PM
The Reading Room - Reading in Unison



MAP — Make Art With Purpose is dedicated to presenting and producing art projects that are shaping and transforming 
our world in positive ways. MAP exists to inspire learning, creativity and hope. We advance models for producing art 
that are rooted in consciousness and demonstrate what all is possible when art is used as a means for change. MAP’s 
programs and projects include artists and communities as partners in the production of the work and directly engage 
the audience to participate beyond the role of passive observer. Providing opportunities for collaboration between 
artists, scientists, business leaders, government agencies, NGOs, and other individuals and organizations is key to our 
understanding of how we can make a postive contribution to our community and the planet.
 

BOARD OF DIRECTORS

Mary Greene, President
Janeil Engelstad, Vice President 
Erik Engelstad, Treasurer
Pamela Miller, Secretary
Sylvia Hoagland

PERSONNEL

Founding Director, Janeil Engelstad

Collaboratively and independently, Janeil Engelstad has produced multiform projects throughout the world. Her 
creative practice and community advocacy work often dovetail into projects that address political, social, historical 
and environmental concerns. Her process for this work involves extensive research, and building coalitions between 
community members, arts institutions, universities, and government agencies. Engelstad’s work has been exhibited 
internationally and featured in media outlets, such as Art News, Metropolis, Flash Art, New York Times, Los Angeles 
Times, Chicago Tribune and NBC Nightly News. Visualizing Violence, a national billboard project that addressed gun 
violence, produced in collaboration with World Studio, was selected for the prestigious “ID Forty” award, an annual 
listing of leading innovators in design by ID: The Magazine of International Design. Recent projects include Y’UTOPIAS: 
An Almanac (of sorts) of Sustainable and Off- the-Grid Living in Texas at The Reading Room in Dallas and Voices From 
the Center a web-based project that includes Engelstad’s interviews with Central Europeans about life during and 
after communism. Produced in Poland, Czech Republic, Slovakia and Hungary Voices From the Center also included 
exhibitions, panel discussions and lectures throughout Central Europe and the United States. Engelstad has taught 
and lectured at universities throughout North America and Europe and in 2006 she was a Fulbright Scholar at the 
Academy of Fine Arts and Design in Bratislava, Slovak Republic. She founded MAP – Make Art with Purpose in 2010.

MAP – MAKE ART WITH PURPOSE

Associate Director, Oto Hudec

See Artist’s Biography section

Communication and Graphic Design, Delaney Smith

Delaney Smith is a visual artist working primarily with paper and bookmaking to create sculptures and interactive 
books. With a focus on aligning process and inherent qualities of material, she explores the ideas of accumulation, 
transformation, and duality. Her interactive books develop as the viewer alters the pages, creating a unique story 
of marks and questioning expectations of how one should approach a book. Delaney received her BFA in Graphic 
Communications from the University of Southern Mississippi and her MFA in Fibers from the University of North Texas. 
Her work has recently been selected for Materials: Hard and Soft and is part of the permanent collection at Texas 
Women’s State University. She is currently an artist-in-residence at Houston Center for Contemporary Craft. 
delaneysmithstudio.com

Production Assistant, Kat Burkett

Kat Burkett is a visual artist working primarily with ceramics to create both sculptural and functional forms. Her work 
revolves around themes of innocence through the depiction of animal subject matter. Kat is a senior at the University of 
North Texas where she is currently completing her BFA in Ceramics. She also studied at the School of the Art Institute 
of Chicago where she received the Merit Scholarship.

Intern, Camille Ritchie

Camille Ritchie is a senior at the University of North Texas where she is working towards a BA in Interdisciplinary 
Design with a minor in Anthropology. She has traveled throughout most of the US, which has given her an insightful 
understanding about nature, culture and the importance of cohesiveness between the two. Her art ranges between 
abstract paintings, realistic drawings, simplistic graphic design, making jewelry, and experimenting with fibers. When 
Camille graduates in the spring of 2014, she aspires to work for a non-profit organization that promotes environmental 
sustainability.



MAP extends deep bows and heartfelt gratitude to all the people and organizations that made MAP 
2013 possible. Your ideas, energy, spirit and effort help us to realize our collective potential. 

We are humbled by the commitment, support and gestures that have been extended to MAP 2013 by 
the greater Dallas-Fort Worth Community. 

Pam Miller, thank you for your unwavering faith and reliance. Mary Greene, thank you for your counsel, 
friendship and support. Mark Randall, principle at World Studio, thank you for fine-tuning MAP’s visual 
identity. Barbara Benish, thank you for providing a residency at ARTMILL, giving us the time and 
space to develop the ideas for MAP 2013. Thank you Sylvia Hoagland, Vicki Meek, Gail Sachson and 
Karen Weiner for being sounding boards and more. Thank you to Jeff Whittington and Anne Bothwell 
at KERA Public Media and Catherine D. Anspon at Paper City for early and continued media support.

In addition, thank you to Sara Abosch, Rik Adamski, Kevin Afghani, Kristina Hilliard Anderson, 
Pam Barnes, Ann Beeson, Iris Bechtol, Stephen Becker, Karen Blessen, Karyn Bloom, Krys Boyd, 
LauraLee Brott, Dustin Bullard, Catherine Cuellar, Roberto Corona, Michael Corris, Raquel Chapa, 
Evan Cleveland, Lindsey and Patrick Collins, Nan Coulter, Susan Diachisin, Ken Downing, Shannon 
Driscoll, Wanda Dye, Gayle Embrey, Lauren Embrey, Daisy Cano-Esparza, Benjamin Espino, Melanie 
Ferguson, Heyd Fontenot, Bryan Florece, Kourtny Garrett, Marcy Garriott, Jed Geiman, Jeff Gibbons, 
Sally Glass, Melissa Gonzales, Rick Halperin, Lisa Hees, Kayli House Cusick, T Hanson, Betsy Healy, 
Mary Pat Higgins, Bill Holston, Ronnie Jessie, Benjamin Jones, Annette Lawrence, Judith Lifson, 
Spencer Matthews, Jeremy Massey, Vicki Meek, Jed Morse, Maria Teresa G. Pedroche, Marcello 
Pope, Ginger Reeder, Paul Rich, Lesli Robertson, Jackie Robertson, Gerardo, M. Robles, Dr. Harry 
Robinson, Dan Rodriguez, Susan Roth Romans, Stephen Ross, Hank Rossi and Phillissa Russell, 
Jordon Roth, Sam Saladino, Susan Collins Sanders, Brian Scott, Anna Smith, John Spriggins, Joseph 
John Steffen, Harold Steward, Rafael Tamayo, Charissa Terranova, Alpha Thomas, Anne Thomas, Terri 
Thorton, Martin Valko, Marty Van Kleeck,  Jerome Weeks, and Bart Weiss.

And my deepest bow to all of the MAP 2013 artists, partner organizations and funders. 
Without your ideas, commitment and support, this work would not be possible.

Janeil Engelstad 

GRATITUDE

Dal las,  MAP 2013 ,  i l l us t ra t ion,  Oto Hudec, 2013




