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Editorial
Hail to the Secretary!

If you haven® already heard,
our fearlessleader, RAC
Secretary Paul Jaskot, has
finally scratched and clawed
hisway to the top of CAAG
institutional bureaucracy to
become President elect! And
who said our Orwellian
political culture had rendered
the word @hangeCtotally
meaningless?? Paul will
formally assume his crown
and scepter this spring,
giving us sufficient time
between now and then to
learn how to grovel most
effectively.

All jokes aside, thisis one of
those moments that
crystallizes Paul B repeatedly
demonstrated and deeply
admirable commitment to
radical activism within and
without academe. Through
histireless energy, RAC
came into being in the late
1990s; in 2000, we held our
first CAA session; in 2001
we became an official caucus
of CAA; and thereafter, again
through Paul@ work on the
Board and collaboration with
other RAC members, weQre
managed to move a reticent
CAA dowly but surely to the
left on matters including the
Iraq War, the Patriot Act, and
labor issuesin the profession.
And now, by god, Paul®@
CAA president! What next??

Our sincerest congratul ations
to him. Though he will need
to discontinue hisrole as
RAC secretary, Paul will
certainly continue his
characteristically
inspirational role in our
organization. Now would be
agood time for coalitions of

artists and art historians
within RAC and beyond to
step up advocacy work within
CAA, whether by hosting
panels, volunteering for
committees, or running for
the Board. Positive change
can indeed come aboutN with
our dedication and support.
Please consider how you
might be part of that
development. Inthe
meantime, join usin
congratulating Paul on his
achievement!

Youdl be able to catch a
glimpse of the President elect
at several RAC eventsthis
CAA:

¥RAC session: @Power and
the Gendered Imagery of
Contemporary Global
PoliticsCchair ed by Carol
Duncan and Hannah
Feldman

Thursday, February 21,
9:30-12:00 in Houston
Ballroom A, 3" Floor,
Adam@®@ Mark Hotel.

¥RAC Business meeting:

Thursday, February 21%,
12:30-2:00, Dallas Ballroom
A3, 1* Floor, Adam( Mark
Hotel.

¥RAC session; @rt in the
Age of the Post-Patriot Act:
The Case of the Critical Art
EnsembleCchaired by
Kirsten Forkert with a
screening of Lynn
Hershman Leeson®
®trange Cultured

Friday, February 22"
12:30-2:00 in Dallas
Ballroom A2, 1% Floor,
Adam@®@ Mark Hotel.

See you there!



Barbara McCloskey
Two Comrades Lost: Jutta
Held and John Hutton

This past calendar year, we
lost two blazing intellectuals,
activists, critical art
historians, and strong
supporters of RAC. Jutta
Held and John Hutton, in
their different ways,
contributed much to the post-
68 possibilities of aleftwing
art history and each tied this
to a sense of commitment and
activism that helped all who
came in their orbit link theory
with praxis. We are
impoverished by their deaths,
and it behooves RAC
members to take a moment to
memorialize their important
contributions to the cause.

Jutta Held played a seminal
role in changing the very
nature of art history in
Germany, pushing it firmly to
the left. Receiving her
dissertation at the University
of Hamburg in 1961 and
getting a professor position at
the University of OsnabrYck
in 1974 (at the time, no small
feat for any woman in
German art history, let alone
someone of her critical
stripes), Held early on
established her interest in
blasting the formalist and
biographical categories of art
history out of the center of
the discipline in favor of an
analysisthat situated art in
the social struggles and
engagements of itstime.
From her early work on Goya
to her most recent
publications on revolution,
war, and fascism in art and
art history, Held developed a
consistent interest in the
political history of art and its
critical potential. In addition,
her interest continued to grow
in exploring the role of post-

68 art historiansin Germany
and their relation to the
contemporary politics of their
production.

Her intellectual career was
paralleled and integrated with
afirm sense of the
importance of solidarity with
like-minded scholars and
activistsas well as her crucia
work in moving from
scholarship to practice. The
latter was clearly displayed in
her key role at the foundation
of the Guernica-Gesellschaft
(Guernica Society) and her
election asitsfirst Chair. The
Guernica-Gesellschaft was
founded in 1985 to highlight
the relationship between
fascism and art, particularly
by fostering research on anti-
fascist and anti-war artists of
the past and, increasingly, the
present. With a powerful
focus on the importance of
the analysis of art and politics
as a constant vigilance
against neo-fascism, her work
for the Gesellschaft and as
editor of itsyearly
publication, Kunst und
Politik, formed a model of
what could be accomplished
with energy and engagement.
In a complementary fashion,
she willingly joined the
leadership of the Ulmer
Verein (1975-1977), an
organization founded to
foster reform in art history in
Germany, focusing on
working conditions as well as
promoting the expansion of
the disciplinein acritical art
historical direction. And
finally, Jutta always
supported the expansion of
the critical and political
dialogue, reaching out to
scholarsin the U.K and the
U.S. to foster potential
solidarities. In this, shewasa
supporter of RAC from the
beginning, helping us spread

the word about the
organization in Germany and
always ready to give advice.

In aquieter but no less
profound way, John Hutton
was also agreat contributor
(indeed instigator) of the
mission of RAC and alife-
long promoter of acritical
and political history of art.
John began hisintellectual
work as apolitical scientist at
the University of North
Carolina. However, upon
moving to Evanston and
working in the art library at
Northwestern, he became
increasingly interested in art
history and finished his
graduate work there. This
work he developed into his
important book Neo-

I mpressionism and the
Search for Solid Ground: Art,
Science, and Anarchismin
Fin-de-Secle France (1994).
Asmight be inferred, Hutton
took his deep interest and
knowledge in leftwing
political developments and
applied them to the history of
art to promote a more
materialist and engaged
understanding of what social
art history could mean.
Hutton took ajob at Trinity
University in 1986 and
remained there until his
death. In this capacity, he
was influential on the local
institutional culture but never
lost sight aswell of the
importance of coalition with
others and the broader
struggle for critical art
history. He participated in the
last session of the Marxist
Art Caucus, and it should not
be a surprise that he was at
the inception of our own
activitiesin the mid-90s to
bring like-minded leftist
scholars, artists, and activists
together at CAA. In looking
over the RAC archives, | was



reminded of hisimportant
contribution at the earliest
history of our group. In our
letter exchange from 1995, he
pushed usto think about the
intellectual and political
consistency of our agenda.
He also signed on as a co-
organizer and participated at
the 1996 and 1997 informal
meetings at CAA to bring
people together in our early
attempts at formulating areal
organization. JohnG
optimism combined with his
critical capacities (and wit) to
push usin the serious and
realistic direction we needed
to go. Hisearly effortsand
support helped us to get on
the road to the official
acceptance of the caucus as
an affiliated society in 2001.
From this passion and
support, we have all gained.
In hislife, asin Jutta@, much
has been accomplished and
many contributions were
made. Our collective
intellectual lives and art
activism have been richer as
aresult.

Paul B. Jaskot

ready to speak out!
See for yourself:

http://ecfr.gpoaccess.gov/cgi/
t/text/text-

idx?c=ecfr& sid=6a70292ad6
6480977bbb947d528f749c&

pl=/ecfrbrowse/Title06/6cfr2
7_main_02.tpl

Compliments of the Office of
Homeland Security

Terroristsin the Studio

Homeland Security, coming
to astudio near you! Art
departments beware. The
Department of Homeland
Security has begun to request
inventories and

information on chemicals
used for art making that are
considered of use for the
terroristsin your classroom.
(Seelink to relevant
legidation.) Thelatestin
Bush-world surveillance: soft
on Blackwater, tough on the
culture of dissent. More
government intrusion and
information gathering! Be
aware, be forewarned, be

CAA 2008: Panel Abstracts

Panel: Power and the
Gendered Imagery of
Contemporary Global
Politics

Chairs: Carol G. Duncan,
Ramapo College of New
Jersey and Hannah
Feldman, Northwestern
University

Anyone watching the "news'
must be aware of the extent
to which contemporary

global politicsare
increasingly played out in
visual images. Thissession
focuses on the intersection of
these images, their
relationship to power, and
corresponding articulations of
gender. While these images
play on received ideas about
gender, they often complicate
them, too: both women and
men now figure asvictims as
well as combatants and
politicians. Conversely, while
the so-called 'war on terror'
claimsto champion women's
liberation from oppressive
fundamentalisms, it continues
to propagate regressive and
homophobic gender politics.
We invite papers from artists,
art historians and critics who
address these and other
intersections of gender and
global image politics. What

political or social purposes do
these images serve? What do
they say about gender
equality or access to power?
Are there relevant historical
precedents or contemporary
responses in the fine arts and
visual culture that demand
our attention?

Papers:

¥Gendering the War on
Terror: Transnational

Per ceptionsand

Misper ceptions of Women
in the Middle East

Sharon L. Parker, Kuwait
University

What is the relationship
between international politics
and artistic production by
Middle Eastern women
artists? How do Middle
Eastern women artists
respond to American cultural
expansion and military
presencein theregion? In her
2004 article titled " Saving
Muslim Women or Standing
with Them? On Images,
Ethics, and the War in Our
Times' Lila Abu-Lughod
asked questions about the use
of images and the "ethics of
the War on Terror." Indeed,
gendered imagery and texts
have been used by the Bush
Administration to construct
particular perceptions of
women in the Middle East, in
order to foster particular
national and international
agendas related to the "War
on Terror." While the status
of Afghani women under the
Taliban, described as being
"women of cover" (in
reference to the burga) by
President Bush, was used as
one of the justifications to
wage war on Afghanistan
post 9-11, prior to the launch
of the American led invasion



of Iraq misinformation about
"yellow cake" and the
presumed link to Al Qaeda
were publicly presented to
garner support for this phase
of the "War on Terror." Now
Iran isthe focus of attention -
and images are again being
used to inflame the American
public.

¥'Girls Say Yesto Boys
Who Say No,'":
Contemporary Art during
theWar on Terror

Siona Wilson, The College
of Staten Island/CUNY

A 1960s anti-war poster
aimed at draft dodgers
promised that 'girls say yesto
boys who say no.' The idea of
‘free love' as an alternative to
warfare has taken on a
horrible historical irony with
recent military appropriations
of female sexuality (e.g. the
Lindy English photographs).

| present three artistic
responses to this turnaround
in the gendering of war
imagery. Coco Fusco's
performance A Room of
One's Own: Women and
Power in the New America
(2006) juxtaposes actual
military appropriations of
female sexuality for usein
torture with the possibilities
for contemporary feminist
art. Evoking the visual
language of 1960s anti-war
art, Martha Roder's updated
version of her 1960s series
Bringing the War Home
(2004) combines scenes from
Iraq with contemporary
mediaimagery. Female
figures are now both
American domesticity and
American aggressors,
collapsing boundaries that
were ideologically important
in the 1960s. Thomas
Hirschhorn's 2006

installation Superficial
Engagement combines war
atrocity photographs with a
modern Euro-American
evocation of African power
objects. These ambivalent
figures represent ciphers for
power (both punishing and
curative), and forcefully
evoking our current gender
reversal.

¥War Without Bodies

Arnaud Ger spacher, Case
Western Reserve Univer sity

This paper is a critical
reading of Allan Sekula's
War Without Bodies
(1991/96). Beginning with a
discussion of his place within
Ingtitutional Critique, the
focus gradually shiftsto
certain psychoanalytic
themes. War Without Bodies
isan installation of
photographs, an
accompanying text in the skin
of aLife magazine, and a
functional army cot. A
sardonic and disturbing work,
it engages socio-political
issues surrounding the first
Gulf War. Around the same
time as War Without Bodies,
Avital Ronell was writing
criticism on the first Gulf
War. | demonstrate that her
criticism can be woven with
Sekulaswork in striking
ways: both deal with issues
of the war-at-home, both
uncover the visual and
discursive projections
constituting national
identities and boundaries,
which are often gendered and
sexualized, and both now
function as doubled critiques
thanks to the repetition
compulsion kicking in the
present Irag war. In thisway,
the paper is both an analysis
of War Without Bodies and
an account of its difference.

At times, the threads are
picked up and braided
together, helping usin
becoming more attentive to
Sekula's work - which, along
with Ronell's writing, has
been somewhat overlooked in
our art historical and critical
discourse.

¥Traces of Classand
Gender in the Photographic
Representation of Soldiers

Owen Mundy, University of
California, San Diego

Images of soldiersareused in
photography and film to
portray nations through the
heroism and sacrifice of their
citizen soldiers. Their identity
as ultra masculine heroes and
protectorates-publicly
displayed in everything from
toy packages to posed
political photos-has a
complex and fascinating
history. Like most histories
where the privileged classes
are the loudest, the most
pervasive military portraits
are those of noble officers
covered with stars and bars.
Less studied are the images
of the enlisted soldiers, the
lower echelon workers on
whom the officer class
depends. This paper focuses
on the two most common
images of these worker
soldiers-the heroic body in
action and the posed military
portraits that adorn the
mantels of our working class.
It demonstrates how notions
of social rank and masculine
identity are embedded within
the photograph, not only
through its production, but its
use within the civilian world.
Thiswill be acritical
examination, using found
photographs, my own work,
and texts from gender and art
theory, aswell as my



personal experienceasaU.S.
Navy photographer.

¥Power and the Gendered
Imagery of Contemporary
Global Politics: Anti-war
art - and feminist?

Sue Malvern, University of
Reading, UK

Since the attacks on New

Y ork in 2001 and the ensuing
war on terror, canonical anti-
war images have been
reproduced by organisations
opposed to war in Iraq. Yet
such imagery, whileit has
acted to makevisiblea
legacy of opposition to war,
has repeated the standard
trope of women and children
aswar's primary victims.
This paper will examine
some recent feminist works
which deal with women and
war, but which problematise
the ways the feminineis
deployed in contestations of
power. Three worksin
particular provide useful
starting points for raising
guestions about feminism's
troublesome relationship to
militancy. Hito Steyerl's
November, 2004, Jamelie
Hassan's, Smurfistan 2006,
and Milica Tomic's,
Container 2005-06. Steyerl's
title, November, isa
reference to the Russian
Revolution, but the film
argues that since the fall of
communism we can no
longer universalise
revolutionary icons because
none of us can find away out
of the labyrinth of images.
Using these three works of
art, this paper would like to
ask where to begin if we
(artists, art historians, art
critics) are to regroup and
engage in contesting the
power of images and what is
it that we now need to

remake?
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