INDUSTRY
__________________________________________

A Thesis presented to the Faculty of the
Graduate School at the University of Missouri-Columbia

__________________________________________

In Partial Fulfillment of the Requirements for the Degree
Master of Fine Arts

__________________________________________
by
NANCY KIM BROWN
Professor James H. Calvin, Thesis Supervisor

MAY 2010

The undersigned, appointed by the dean of the Graduate School,
have examined the thesis entitled
“INDUSTRY”
presented by Nancy Kim Brown,
a candidate for the degree of Master of Fine Arts,
and hereby certify that, in their opinion, it is worthy of acceptance.

____________________________________
Associate Professor James H. Calvin

____________________________________
Professor Brooke Cameron

____________________________________
Professor Kristin Schwain

DEDICATION

This thesis is dedicated to all the folks who need to open their eyes just a tiny bit
more in order to improve this shitty world in which we live. Oh, and it’s also for my
lovely daughter, Sierra, who has been the most influential force in my life. I love you
gal!

ACKNOWLEDGEMENTS
This three-year journey would not have been possible without that phone call
from my father while I was standing in line at Lowe’s buying flowers for my garden
in the early spring of 2006.
“Nancy, I’m dying”
I quit my job, sold the house, and packed up my daughter, Sierra, and we left
Indianapolis and moved to Columbia, MO. I entered the MFA program in 2007 as a
naïve and unsure student, creating blindingly fluorescent, colorful woodblock prints
of ridiculous frogs and lizards. I didn’t consider subject matter, composition, color
theory or the influence that art can have on an audience. I lacked patience, thought,
and research skills. I think I’m a different person now, and would thus, like to thank
the following people:
Sierra, you are the reason that I first received my BA and BS because I found
myself 16 years ago pregnant, chubby, uninspired and working at a Big Foot gas
station selling cigarettes and hotdogs to college kids. For the last decade and a half,
you have inspired and motivated me, whether you realize it or not, in many, many
ways. For the last three tumultuous years however, we switched our symbiotic roles
as caretaker and child. You supported me by doing the laundry, recycling, trash,
dishes, and cooking. Without a parental figure, you were able to independently read
voraciously, put yourself to bed, maintain good grades, practice the flute and pursue
your dreams. You soothed me after dreadful critiques and held me in your arms when
I was sad, especially during that dreadful break up where I almost choked on a veggie
dog pizza. You ignored my temper tantrums and gruesome personal hygiene and

ii

embarrassing homemaking skills. You were patient each and every single time the
gas, water and electricity was turned off, and we would exist for months with no hot
water and a stove. You amaze me with your phenomenal responsibility, dazzling
independence, and inner beauty. Without you, I would not be the person that I am,
and I probably would either be a drug-using hooker or a valet parker.
Maria, Josh, and Philo, you all have inspired and supported me in so many
ways that I am honored to know you. Maria, we have gone through so much over the
span of our lives. I cannot even begin to explain how your powerful and at times evil
presence has shaped me into the person that I am. I will always be in awe of your
beauty, humor, and strength that lie within you and will always look up to you as the
wiser, older sister who does my taxes. Josh, I’m sorry about the window. Philo, you
are the reason why I make art because I want to make a better world for you to live in.
Dad, you have supported me physically, emotionally and financially my entire
life. You gave me one of the most important things that allowed me to receive this
degree: a strong work ethic. Now I understand why you made us swim, run, do
push-ups, sit-ups, mow lawns, dumpster dive, garden, canoe, and all of the other stuff
Maria and I used to complain about.

I am eternally grateful for your patience,

knowledge and support.
Professors: Brooke Cameron, thanks for making me apply to grad school in
the first place. You were an endless source of entertaining stories, knowledge, and
you encouraged me to go big with the woodblocks. Chris Danigellis, you are one of
the smartest, albeit craziest and messiest) professors I’ve ever met in my life. You
drop my jaw at your boundless enthusiasm, endless knowledge of EVERYTHING

iii

and your passion for teaching. Bede Clark, thanks for introducing me to ceramics, it
has changed my life and rocked my world. I look forward to our bike rides. Jim
Calvin, you supported me in all of my endeavors, regardless of my insanity and
horrible messes and fire hazards that I made in the Marx building. Thanks for letting
me have three studios my last semester because I wouldn’t have been able to make
the work that I did.

I am eternally grateful for your patience and tremendous

knowledge that you posses. Kristin Schwain, thanks for your insight and time taken
out for all of our committee meetings; I know you are a busy busy lady!

iv

TABLE OF CONTENTS

ACKNOWLEDGEMENTS …………………………………………………….. ii
LIST OF FIGURES..…………………………………………………………….. vi
ABSTRACT ……………………………………………………………………... vii
INTRODUCTION…………………………………………….............................. 1
CHAPTERS
I. ART AS SOCIAL CRITICISM………………………………………….…… 6
II. PROPAGANDA……………………………………………………………... 14
III. ICONOGRAPHY ………………………………………………...………… 21
IV. THE POWER OF THE MULTIPLE…………………….……..…………... 27
V. SIGNIFICANCE OF MATERIALS…………………………..…………… 33
VI. CONCLUSION………………………………………………………..…… 37
FIGURES………………………………………………………………………. 38
GALLERY VIEWS OF THESIS SHOW……………………………………... 58
BIBLIOGRAPHY…………………………………………….……………….. 94

v

LIST OF FIGURES

Fig. 1-2. Have it MY Way, stoneware, wood, stain, acrylic paint, acrylic gems,
metal, fabric, altered pliers, castration bands, found objects………………………. 10
Fig. 3-7. McWorship, earthenware, stoneware, slips, stains, acrylic paint, wire,
fabric, curtain rods, found objects, McDonalds food items, church pew cushion…. 11
Fig. 8. Flags, woodblock print on muslin, string, pennies, acrylic paint…………… 19
Fig. 9-10. War, hand-printed woodblock print on Stonehenge, colored ink,
airbrush ink, watercolor…………………………………………………………….. 21
Fig. 11-15. Death, hand-printed woodblock print on Stonehenge……………….… 22
Fig. 16. Famine, hand-printed woodblock print on Stonehenge…………………… 24
Fig. 17. Harvest, earthenware, stoneware, slips, stains, metal rods, angle
iron, rail road ties, found wood…………………………………………………….. 30
Fig. 18. Rainy Draize, stoneware, 3-7 layers of latex paint, floor wax,
beeswax, metal washers……………………………………………………………. 31
Fig. 19-22. Taste, earthenware, latex paint, floor wax, beeswax, artificial
hair, rub-on letters, pre-printed rub-on decals, graphite, charcoal, paper………….. 33
Fig. 23-24. Cornbred, welded steel armatures, overbeaten flax paper, charcoal,
graphite, paste wax, acrylic paint, varnish, tar, aluminum screening, porcelain,
oil paint, thread, cracked corn, metal hooks, cow panels, found oil can…………… 33

vi

Abstract
Artists throughout the centuries have infused art their art with their ideological outlook in
order to persuade, educate or shock target audiences. Typically, these ideologies, revolve
around religious and political systems. However, they can also encompass unpopular and
revolting subject matter that many people choose to avoid. I embrace this tactic in my art
and cast myself in the role of social critic and propagandist.
I create art with the intent to shed light on the effects of greed, because it serves as a
disastrous catalyst for numerous problems within our society. These problems are
addressed in my sculptures and prints by focusing on issues relating to agribusiness and
the use of animals in industry.
The general public is not exposed to sufficient information regarding these negative
aspects. They include the annual abuse of billions of animals for human consumption, as
well as for clothing and product testing. Environmental damage caused by feedlots and
pesticides should be a major concern, but is often overlooked. People need information
in order to make knowledgeable decisions concerning what they eat and what they feed
their children.
Therefore, by avoiding the abstract and the esoteric, and by creating visually appealing
and potentially educational art, it is my intent to interest and inform my audience. This
kind of easily-readable, propagandistic art can shed light on these subjects and is one step
toward reform. Art holds an extraordinary power when it comes to influencing the masses
and can be used as an educational tool to ignite positive social change. Like an artistic
Pied Piper, this body of work is intended to lead an audience down the road to moral and
culinary enlightenment.
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Introduction
“Agribusiness isn’t interested in animal welfare, it is only interested in profitability. If
that means crowding six hens into a cage so small that one of them couldn’t stretch her
wings even if she had the entire cage to herself, that’s what they’ll do. If it means
confining a calf or a pig so that they can’t walk a single step, or even turn around, for
months at a time, they’ll do that too.”
--Erik Marcus1
Fundamental beliefs in Christianity stem from the seven virtues (courage, faith,
fortitude, love, hope, prudence, and justice) and the seven deadly sins (pride, envy, anger,
lust, sloth, gluttony, and lastly, greed. Greed, also known as covetousness, avarice, and
cupidity, has Christianity, as well as other religions, agreeing “that of our seven demons,
greed is the mistress.” (Tickle, 2004). 500 years ago, artists depicted the effects of
Greed in order to educate the public on behalf of the church. Hieronymus Bosch (ca.
1450-1516), most famous for depicting sin painted The Seven Deadly Sins (1485).
Commissioned by Philip II, its composition, arranged in the shape of a pie-chart, reveals
a section depicting Greed, illustrated by a corrupt judge receiving a bribe in one hand
while ruling with the other. Pieter Bruegel the Elder’s (ca. 1525-1569) painting, Big Fish
Eat Little Fish (1557), depicts an enormous beached fish consuming numerous smaller
sea creatures, which likewise are eating even smaller fish. Superficially read, the image
is simply the natural occurrence of the food chain. But Bruegel’s intent was an allusion
to mankind’s desire to own and consume much more than what is actually needed. James
Ensor, illustrated the deadly effects of greed in his series, The Seven Deadly Sins (1880-

Singer, Peter. Personal communication to Erik Marcus, author of Meat Market,
November 18 2003.
1
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1904). Two men violently kill another for his money, while a monstrous harpy with
rake-like fingers, collects the coins.
All three of the aforementioned paintings demonstrate the occurrences of greed,
which still exist in our modern times. Politicians are bribed, large farms absorb or destroy
smaller ones, and humans abuse animals as well as one another for financial gain.
Companies are inflicted with this disease of greed. Monsanto rakes in billions of dollars
in profit from their totalitarian control of agriculture, and Hormel forces farmers to resort
to concentrated animal feeding operations, or CAFOs. While politicians pass laws in
favor of corporations, entire communities are destroyed, human as well as animal rights
are violated and the environment suffers.

Therefore, greed and industry create the

foundation for this body of work. With the latter fueling the majority of the work, it is
important for the viewer to understand the genesis of its existence, and this can be
accomplished through the dissemination of information whether in visual imagery or
written form.
Informing and persuading audiences is not a new enterprise and the use of visual
art as propaganda has been with us for quite some time. Centuries ago, churches
employed artists to spread religious dogma through paintings, prints, and sculptures. The
seven deadly sins were illustrated as a means of teaching and controlling the populace.
This practice continued for hundreds of years, through the two World Wars when it was
heavily employed, and still exists up to the present day. A major goal of my artwork is to
disseminate information to the general public. Light needs to be shed on human greed
and the effects of industry, which serve as disastrous catalysts for numerous problems.
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My sculptures and prints illustrate how these human qualities breed social injustice,
problems relating to the food industry, health care, animal abuse and pollution.
Recently, there has been an increased interest in understanding the food and
animal industries and their effects on human health and the environment. The public now
has more opportunity to be educated through books, articles, films, and artworks that are
disseminated throughout the world. These media, however, seem to be preaching to the
choir, as most of the recipients of such information already posses this knowledge. It is
my belief that the general public is oblivious of the origins and preparation of their food;
nor are they aware of elements such as animal abuse and environmental pollution that lie
behind it.
To illustrate the sinister role greed plays in the food industry, the production of
chicken provides an excellent example. In the last half century, a drastic change has
occurred in agribusiness and food production. The United States, in 1940, raised
approximately 830 million farmed animals.2, and in 2003, that number rose to 10 billion.
Small family farms have virtually been wiped out by companies like Kraft, Tyson and
IBP. Not to be confused with small family farms, “independent growers” own their own
land and sheds, yet the corporations that own them control every aspect of production.
The greed of corporations has led to almost complete domination of farming.

For

example, more than 99 percent of all the chicken sold in America is produced in factory
farms. (Singer, 2006) And because consumers demand cheaper meat, corporations will
meet customer needs, regardless of the disastrous effects on the environment, workers,
animals and human health.

2

Taken from Agricultural Statistics, Washington DC: USDA, 1941.
3

Greed has also led to modern-day slavery, where illegal immigrants work for low
wages in some of the most dangerous environments in the job industry. It is said that
currently, slaughterhouse work is the most dangerous in the U.S.. “In 1999 Tyson Foods
was named one of the Ten Worst Corporations of the Year by Corporate Crime Reporter.
That year, seven Tyson workers died in industrial accidents. One of them was a 15 yearold boy working as a chicken catcher in Arkansas...Tyson has a record of seeking to
lower wages and cut health benefits for its workers, even while the corporation has been
experiencing unprecedented growth and making billions of dollars in profits.” A select
few profit at the expense of the slaughter of billions of animals and the abuse of workers.
For example, Don Tyson, senior chairman of Tyson Foods, who in 1997 became a
billionaire.3 Illegal immigrant workers are often sent back to their countries of origin,
even after working in the U.S. for years, with no punishment or fines to the company,
leaving the funding for these raids at the expense of taxpayers. This slavery also pertains
to the independent growers, as they become “serfs at the mercy of the companies that
make a fortune on their backs.” (Singer, 2006)
A great injustice is being perpetrated on the general public since it is not exposed
to sufficient information regarding the food industry, human and animal health and
welfare and environmental pollution. People need to be informed in order to possess
knowledge that can help them make decisions concerning what they eat and which
companies to buy from. With this wisdom, for example, they can vote for politicians
who are not swayed by the contributions of giant corporations or choose not to purchase

3

“The Forbes 400”, Forbes October 13, 1997.
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from a particular company. This kind of education can be accomplished through the
dissemination of easily-accessible, propaganda as well as the art of social criticism.
Propaganda can be a useful device to establish and enforce an ideology, thus the
reason why it is employed mostly by governmental agencies. However, it is integrated
throughout this body of work, which utilizes its unique visual language including
rhythmic repetition, bold color, and narrative symbolism. Although normally used by
governments, artists have also manipulated propaganda it in order to affect social change.
On the other hand, the art of social protest functions differently than propaganda,
since it directly critiques political, societal and religious systems. This kind of art is
usually used, not by the government, established religious bodies or corporations but by
the populace, who utilizes it as an act of rebellion or to announce a grievance. I am
interested in combining propagandistic tactics with the art of social protest in order to
create educational art that affects social and moral change. When put in the right context,
art holds extraordinary, influential power and can be used as an educational tool to ignite
positive social change.
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Chapter I: Art as Social Criticism
“Art is concerned with permanent values, not transient ones.

Its ultimate

statement is general, not specific, even when it is couched in specific terms.” John
Canaday posits that the most enduring art is the kind that does not deal with subject
matter that “comments on the passing scene.” (Canaday, 1959) This is what many artists,
including this body of work, strive for: to create art that is universal, can be read by
many, and have permanent meaning that will exist throughout time.
This particular kind of art is also about overturning the status quo. Most of my
sculptures and prints are not illustrations of singular events or solely about farm animals.
They are an attempt to transcend individual meaning in order to encompass a universal
set of ideals, which can be read as illustrations of the food industry or as a nightmarish
reflection of ourselves.
Gandhi stated, “You can judge a society by the way it treats its animals”.

In

1998, Cardinal Roger Mahony stated, "Any society, any nation, is judged on the basis of
how it treats its weakest members; the last, the least, the littlest." (Creating a Culture of

Life, 1998). I believe this to be true, especially in the Post-Industrial Revolution age,
since mass production and lower prices reign supreme while quality of life and product
suffer. This body of work was created with the intention of communicating to viewers
that it is humanity that lies in jeopardy, not the rest of the animal kingdom.
In order to successfully create art of the social conscience, artists, writers and
filmmakers have to carefully and tactfully approach a topic in order to avoid producing
the classic “knee-jerk” effect.

This is the negative reaction one gets when seeing

something shocking, which repels the viewer so much that he refuses to discuss the topic
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or view the artwork any longer. PETA (People for the Ethical Treatment of Animals)
was infamous for creating these emotions. In the past they have disseminated pamphlets
containing violent, graphic images and demonizing diatribes, while their members have
even committed criminal acts in order to reinforce their ideas. These ranged from
throwing blood and paint on women wearing fur coats to infiltrating animal laboratories
and setting the animals free. Currently, however, PETA has become more compassionate
and conservative in how they communicate to the public. Images printed in pamphlets
are more sympathetic and their actions have become more helpful.4
However, when PETA used only people in their ads, sans animals, violence and
negativity, their tactic still failed. For example, the infamous Superbowl advertisement,
advocating vegetarianism via sexually attractive women, was denied airtime due to its
overt sexuality.5 Thus, advocacy groups, as well as artists, are forced to find a middle
ground in which they can communicate with viewers without alienating or repelling
them. There are several successful artists acting as social critics who have commented on
subject matter similar to mine. These artists have all had an impact on my work, as well
as influenced certain personal choices concerning industry and food related topics.
Artist Ron English is well known for his shocking yet sensual and colorful works
attacking subject matter such as fast food, smoking and the Walt Disney Corporation. He
calls his art “Popaganda” because he uses Pop culture to create easily accessible works of
social commentary.

By incorporating corporate iconography into his paintings, he

These actions range from donating doghouses, rescuing pets and farm animals, and peaceful letter‐
writing.
5 This ad can be seen at http://www.peta.org/content/standalone/VeggieLove/Share.aspx. NBC cut
the Superbowl XLIII ad saying it "depicts a level of sexuality exceeding our standards." (email from
Victoria Morgan, vice president, Advertising Standards, NBC Universal)
4
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attacks the very things they represent. Joe Camel, the iconic symbol of Camel cigarettes,
is demonized, and even something as innocent as The Disney Corporation is attacked by
English for preying on the easily swayed nature of children and their gullible parents.
Ronald McDonald becomes an obese, squat, demonic clown, who looks as if he had been
eating fast food his whole life.

The anthropomorphic cows that produce the dairy

products for McDonalds are portrayed as sexy, large-breasted animals lounging around
Ronald creating an odd juxtaposition between sexual contentment and fast food.
Although the images are oddly horrific, they are strangely spellbinding, since English
utilizes bright colors and large scale imagery to disarm and entertain viewers. He uses
these tactics in order to point out to us that corporations use cartoons, color, and sex to
sell their unhealthy and dangerous products the same way English sells his own work.
Painter and printmaker Sue Coe acts both an artist and animal activist. Her art is
heavily influenced by her childhood since she was raised in a poor neighborhood with a
hog farm and slaughterhouse situated right behind her home.

The sight of rats in

plentitude, screaming animals, and the overwhelming stench was a part of her daily life.
Thus, her art naturally incorporated the lives and deaths of farm animals. These images,
mostly black and white drawings and lithographs, include beautiful imagery of baby
animals sleeping, playing and nursing. They also illustrate the horrific: teeth clipping,
suffocation, antibiotic injections, branding, slaughter, overcrowded feedlots and the use
of dead animals as fertilizer, and even more shockingly, as feed for other farm animals.
What is unusual about Coe, however, is that she also incorporates the human element, the
stories of the farmers, businessmen, and workers. This is something that many people do
not think about, the human element behind the destruction.

8

Paintings depict forlorn

faces, veal skinners missing fingers, and dehumanized workers. She addresses issues of
the conditions in which workers must stand. Workers have to stand all day in ice water
and blood, surrounded with sharp hooks, saws, power tools, conveyor belts, and blades.
Most significantly, her paintings render workers as machines that smile and laugh while
slaughtering. Sue Coe’s imagery is different than that of Ron English’s. She makes no
attempt to hide any facet of the meat industry or of the workers. Her paintings are
brutally honest and quite shocking, which can act as a strong repellent for most viewers,
who are unused to gruesome subject matter. When confronted with these types of
images, they choose to look away, therefore, making it easier to be complicit with this
industry.
Lastly, Jake and Dinos Chapman are brothers whose entire oeuvre consists of
social commentary with topics ranging from war to pornography. Their imagery is both
shocking and humorous at the same time. The use of humor becomes essential in
disarming a viewer when illustrating controversial subject matter. Chapman Family
Collection (2002) consists of 34 wooden and painted bronze, faux-ethnographic
sculptures incorporating logos and symbols associated with the McDonald’s fast food
chain. Not only is it an attempt to demonized McDonalds, but it also alludes to the
interest in the “primitive” in the history of Modernism. Just as Picasso, Braque, and
Gaugin became interested in ethnographic art and began to incorporate it into their own
work, the Chapman brothers allude to the fact that Modernism had a part in the
consumption of other cultures by misreading them and ethnocentrically designating it as
“primitive”. These sculptures also point out that the culture of the United States has
spread like a disease across the world, inflicting other countries with the madness of
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consumerism, capitalism, and fast food. This is best illustrated with the omnipresence of
the McDonald’s corporation on every continent (with the exception of Antarctica) and
with restaurants in 93 countries. The Chapman brothers’ art ridicules these systems of
appropriation, consumption, assimilation, and cultural imperialism. Most notably, they
show us how corporate brands, logos and symbols of consumer and pop culture are
deeply embedded into our lives. Arbeit McFries (2001), and Unhappy Meal (2002) are
two excellent examples illustrating this phenomenon. Thanks to the advertising industry,
they are so deeply embedded, that we do not notice them anymore, and accept them as
part of our daily lives.
Turning to my own work, Have it MY Way (figures 1-2) is a mixed media
sculpture describing one relatively unknown aspect of the cattle industry: castration. A
ceramic Ronald McDonald stands in a wooden religious shrine, wearing a golden robe
and bearing a pair of pliers with a castration band stretched on it. He is covered with a
thin layer of flax paper, which resembles intestines or skin. Every inch of the inside of
the shrine is covered with castration bands, creating a pattern of circles, and the outside is
decorated with miniature cutlery, plates and crosses. Many people are unaware of some
of the tactics that are involved in the production of their food. Castration is a common
management practice amongst farmers and should be performed on all male beef cattle.
This is done because of consumer preference and it improves the temperament of cattle.

Depending on the age of the calves, castration can be accomplished in various ways:
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surgical castration, elastation, and emasculatome.6
Have it MY Way focuses on elastation, which is the least favored of the bloodless
types of castration, and seemingly appears to provide the most discomfort over a long
period of time. Therefore, I created a sculpture that was meant to attract viewer attention
with its kitch qualities. After enticing the viewer to come for closer inspection, they are
confronted with a grotesque Ronald McDonald posing as a religious icon, and it becomes
overtly offensive due to its blasphemous nature. The shrine is no longer a precious relic,
but an object that worships industry and celebrates the castration of beef cattle.
Running along the same veins, McWorship (figures 3-7) is an installation that
physically allows viewers to worship McDonalds. Hanging on the wall, surrounded by
red velvet curtains in the center of the piece is a ceramic triptych. Ronald poses in the
center panel with arms outstretched, as if welcoming dining worshippers, while the side
panels contain dead baby chicks and piglets. Printed in the clay are the words, “Worship
your Meat, Consumption, and Gluttony.” The viewer is invited to kneel before Ronald
on a church pew cushion and pray. Also included in the installation are two hanging
glass containers with McDonald’s hamburger buns and ketchup symbolizing the body
and blood of Christ.

Two separate large glass containers are filled with various

McDonalds food items. As before, this piece is also meant to offend and shock viewers.
It is a reminder that our culture, as well as much of the rest of the world, tends to worship
fast food because of its convenience, flavor, and cheap prices.

6

Surgical castration varies depending on the age of the calf. One technique is to slice the scrotum
and removing the testicles. Another way is to make an incision and to pull on the testicles until they
snap off. Elastation involves placing a small rubber castration band around the entire scrotum, thus
cutting off the blood supply and the the scrotum and testicles slough off in about three weeks.
Emasculatome requires a tool which crushes the blood and nerve supply of the testes, thus making
them atrophy and become non‐functional.
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If Hitler Had Been a Hippy How Happy Would We Be (2008) was a show
depicting a small collection of Hitler’s paintings which had been altered by the Chapman
brothers. These were an attempt to beautify Hitler’s rather bland landscapes, and they
jokingly allude to the idea that WWII and the Holocaust might not have happened if
Hitler had followed his dream to become a painter.
In 2001 they bought a complete set of Goya’s Disasters of War (80 original
prints) and replaced all of the victims’ heads with either clown or puppy heads. Many
people were shocked and outraged, yet failed to see the social commentary the brothers
were trying to point out. The colorful, playful heads are oddly out of place with the black
and white etchings and aquatints, yet they seem perverse, almost demonic. Victims are
supposed to be in pain with writhing, grotesque expressions, which is the opposite of
childhood imagery of clowns and puppies, and it is this drastic juxtaposition that makes
the art so effective.
All four of the aforementioned artists create powerful statements using tactics
such as humor, color, brutal honesty, and Pop culture. It is difficult to say how much of
an impact that their art has on the general public due to the shocking subject matter
presented. Peter Selz states, “Artists’ critical views of the political order have often been
slighted and their desire for social change, discernible in their work, overlooked...If
artists cannot actually transform the social order, they can certainly function to alleviate
man’s alienation. Their work can act as an instrument toward a life of greater freedom
and dignity.

7

They can express and give form to social conscience.”

Von Blum, 1976
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If there is

something inherently wrong with a system, then people should be made aware of it. This
leads me to ask: Is it socially responsible for an artist to “water down” facts and imagery
in order not to offend? Or should art depict the truth, no matter how barbaric or difficult
to digest?
Also, it is an unfortunate fact that many people will misread an image due to its
shocking content. If a work of art is revolting a viewer may never take the time to
contemplate subject matter. If a piece is non-confrontational, then there is possibility that
the message may be misunderstood. Ultimately, there is no absolute solution to this
dilemma. The compromising tactics that I chose to employ in order to persuade involved
softening shock with non-confrontation and the inclusion of beauty.
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Chapter II: Propaganda

The word “propaganda” is usually affiliated with political or religious systems
and usually denotes negative ideas of control through intimidation, manipulation and
deception. Dating back thousands of years, propagandistic art been used to manipulate
audiences.

For example, the Aztecs created art not for aesthetic beauty but as

propaganda. “A main function of Aztec Art was to express religious and mythical
concepts to legitimize the power of the State. This artistic language spoke predominantly
through the form of iconographic symbols and metaphors…they created objects intended
to serve a well-defined function--to indoctrinate standard religious, political, and military
imperatives.” (Aguilar-Moreno, 2007)8
This wasn’t limited to the Aztecs as numerous other cultures throughout history
used art as propaganda as well. For instance, 1622 marked the year in which Pope
Gregory XV established the Sacred Congregation for Propagating the Faith (or the
Congregation of Propaganda), and it was then that propaganda was used to support the
Roman Catholic faith in Europe. Propaganda then evolved to a multi-faceted tool not
only for the benefit of religion, but also of political organizations and special-interest
groups. It was used, regardless of objective, to persuade an audience through rational or
emotional appeal, with easy-to-understand text or imagery.
One of the most successful propagandistic campaigns occurred during WWII,
when it was vital to influence public opinion. Nazi Germany, under the direction of
propaganda minister Paul Joseph Goebbels, created a powerful thought control machine.

8

“Aztec Art”, Manuel Aguilar‐Moreno, 2007
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Literature, film, art, symbols and the radio were all used to instill fear and generate
support for reprehensible national policies. Working with the approval of Goebbels in
1935, Leni Riefenstahl created, Triumph of the Will, which was hailed as one the greatest
propagandistic films ever made.

What made the film so influential were tactics

Riefenstahl incorporated, such as the use of creative cinematography, aerial views,
distorted perspectives and an unusual approach of incorporating music.
In 1938, Socialist Realism became the official art form in the Soviet Union under
the rule of Joseph Stalin. Most art was fueled, not by a capitalist society, but by the state,
which set particular guidelines for employed artists. The rules for “Socialist Realism”
were to include the following characteristics:
1. Proletarian- art relevant to the workers and understandable to them.
2. Typical- scenes of every day life of the people.
3. Realistic - in the representational sense.
4. Partisan - supportive of the aims of the State and the Party.
Paintings depicted robust workers gratefully contributing to society, and women laboring
with pride and vigor. Children handed Stalin roses, and Lenin interacted with common
villagers. Although many people at the time were malnourished, starving, and lacking
basic human rights, the paintings attempted to camouflage these facts. They helped
create collective thought and the idea that overall, the citizens of Russia were faring well.
To cite a more recent example of the use of propaganda tactics, North Korea
serves as an excellent model. The North Korean leader Kim Jong Il has ruled since 1994
as supreme leader of his country. He inherited power upon the death of his father, who
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governed previously before him.9 He supports and utilizes propagandistic art to further
the goals of the state while denigrating it enemies and glorifying his leadership . Public
art, dispersed throughout the cities, consists of numerous large posters, paintings, and
sculptures intending to educate and encourage their citizens to be patriotic, hardworking,
and hostile to the United States. Children sing political songs and recite stories warning
them of the dangers of Americans, and Kim Jong Il is worshipped as the great successor
to the revolutionary cause. Kim Jong Il wrote Treatise on Art and stated that art is an
important tool that can be used to mobilize the masses. He required that art have
instantaneous viewer impact with direct, informative and clear messages. Therefore, all
songs were to be easily memorized so even young school children could remember them.
Repetitive single-line catchphrases printed on banners, in newspapers and shown in
media reports were to have an impact simply because of their repetition.
The propagandistic qualities that Jong Il enforced in the art world in North Korea
were incredibly intelligent and effective. Misinformation, as well as hatred for the U.S. is
widespread and almost total control is held over the citizens. When it comes to current
propaganda effectiveness, Kim Jong Il is the reigning megalomaniac.
Modern usage of artistic propaganda, however, plays a vastly different role in the
Western art world. It is used as a “special sphere of activity devoted to the pursuit of
truth, beauty and freedom.” (Clark, 1997) These ideas of truth, beauty and freedom are,
of course, purely subjective, and can be defined rather widely. The ideas of truth in my
artwork vastly differ from those of the McDonald’s corporation. The rusted metal, that I

He is titled as the leader of what is called the leader of what is called the Democratic People’s
Republic of Korea, although one could hardly describe North Korea as Democratic. He is also the
Chairman of the National Defense Commission, Supreme Commander of the Korean People’s Army,
and General Secretary of the Workers’ Party of Korea (the ruling party since 1948).
9
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find intensely beautiful, may be quite ugly to someone else. Therefore, what becomes
important is the conveyance of my ideas through a form that will instigate thought in as
many people as possible, and I find that propaganda tactics are the best means to do so.
This differs slightly from the art as social criticism, which has the primary goal of
revealing societal problems, and not necessarily of persuading viewers to adopt a single
world-view. Lucy Lippard, in her article “Some Propaganda for Propaganda” argued that
it could be a positive thing. She encouraged people to create “good propaganda” which
would be what art should be – “a provocation, a new way of seeing and thinking about
what goes on around us.” (Lippard, 1980) This contrasts with Greenburg’s urge for
artists to create solely abstract art in order for it to be immune from political meaning and
use. I find myself disagreeing with Greenburg and siding with Lippard, since I too
believe that propaganda can be an educational tool that serves the needs of the
community. I feel that is necessary in order to combat ubiquitous mass advertising via
print, radio, Internet and television.
There are several artists that successfully create propaganda for a political
purpose. Of the group, Shepard Fairey is by far the most known for his propaganda
artwork. He creates art in media that are easily mass-produced or low-tech in order to
disseminate his messages. He addresses topics ranging from politics, marriage equality
and war. He states:
“I make a very public body of art using stickers, posters,
and stencils. I put these works on the street in order to send
some static interference out into the world’s sea of images
and messages. The images I use include historical
propaganda, black power, parodies of authority, and tweaks
of popular culture icons. What’s the point? Well aside from
satisfying my compulsive need to produce art, these posters
are designed to start a dialogue about imagery absorption.
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Powerful and seductive images have historically been used
for a variety of reasons, some noble, some sinister, some
both, depending on subjective interpretation. My work uses
people, symbols, and people as symbols to deconstruct how
powerful visuals and emotionally potent phrases can be
used to manipulate and indoctrinate. There is no specific
political affiliation behind what I do, only the philosophy
“question everything”, which is why I can use Jesse
Jackson and Joseph Stalin in the same body of work. I also
use the word “Obey” in much of my art as a form of
reverse psychology. Though most people wish they were
independent, many obediently follow the path of least
resistance and are uncomfortable with confronting the word
“Obey”. As disconcerting as the word “Obey” may be,
when not attached to any further command, it poses no
threat beyond forcing the viewer to face their feelings about
obedience.”10
One of his most successfully distributed images is the Obama sticker, which was a simple
image mass-produced on T-shirts, stickers, and posters, and quite possibly could have
played a minor role in the 2008 election.11
Turning to my own work, propagandistic tactics are incorporated into my prints,
which are historically the most successful vehicle for the dissemination of ideas.
Referring back to the Social Realists and conforming to their propaganda rules, my prints
employ images of popular culture and easily recognizable symbols and icons in order to
create messages that are relevant and understandable (Proletarian). Imagery includes
everyday scenes (Typical), they are representational and not abstract (Realistic), and they
directly support the aims of personal ideals (Partisan).

10

Article originally written for Tokion Magazine. Question: Education or Expolitation? Manufacturing
Dissent (2004)
11

Examples of his political imagery for the 2008 election can be seen here:
http://obeygiant.com/images/2009/01/bethechange.jpg
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The first form of propaganda I created, relating to the 2008 election, was Flags
(figure 8), which consisted of a small installation of 50 woodblock print flags on handdyed muslin.

These were hung on the Fine Arts and Music building as well as

throughout the University of Missouri the day before Senator Obama gave a speech on
campus. I was fortunate in the fact that the entrance line to the speech wound around the
Fine Arts building. The text “Vote, It’s Your Democratic Right” appears with a cartoon
rabbit donning a skull mask in front of a red, white and blue background. The use of the
rabbit had several intentions. First, it was used to attract viewer attention since the rabbit
is seen as a non-confrontational animal, although it was drawn to look suspiciously like a
donkey. The rabbit, in many cultures, is a symbol for wit, thus the use of the skull mask,
which implied that catastrophe may result from careless voting. The text suggests two
things: First, that a person has the right to vote, and second, that it is your “Democratic
right”. This was an attempt to subconsciously sway the viewer to vote Democratically.
The flags were hung the day before Obama came to speak at the University of Missouri,
and the line to get into the rally went directly past this building. Thus, my message was
really preaching to the choir, since most people in line were probably Democratic voters.
Another example of propaganda is Happy Thanksgiving, which consisted of a set
of banners illustrating the turkey industry for the traditional U.S. holiday. It shows a
turkey hung upside down on a set of metal hangers used in slaughterhouses, while a
swarm of flies surrounds a freshly de-feathered, prickly bird with fluid pouring out of its
decapitated neck. Overall, the image is meant to be disgusting and repulsive in order for
people to be aware of the fate of their golden, celebratory Thanksgiving Day turkey. I
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feel that it is important for people to realize that the meat they are gorging themselves on
was once a living creature that suffered intensely.
Other propagandistic prints include, Dictators and Madmen, which consists of
small silkscreen and woodblock prints of historical and pop culture figures including
Hitler, Kim Jong Il, Stalin, Enver Pasha, Colonel Sanders, and Ronald McDonald. The
inclusion of fast food icons encourages the viewer to create a correlation with this
industry with the Holocaust, racism and hatred. The prints depict the people as ridiculous
caricatures with Pop Art qualities, which act as an accessible entry to the understanding
of the intent of these prints. Some of the caricatures border on the offensively racist as
they emphasize stereotypes such as buckteeth, thick glasses, and slanted eyes. Surely,
thousands of pictures were taken of these historical figures, yet we don’t see any
humorous ones, and thus, the images turn these infamous, nefarious leaders into comic
goofballs. Hitler is depicted with a bright red or blue face and half-closed eyes. Stalin’s
enormous overbite peeks below his large moustache; and Kim Jong Il peers goofily out of
his colossal glasses and towering hair. Although the underlying subject is serious, the
images are meant to illustrate that, even after perpetrating horrendous criminal acts,
people could still be viewed in a jocular way; and it is this comedic ridicule that helps to
undermine the authority of hateful messages.
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Chapter III: Iconography
Diego Rivera once said, “The social struggle is the richest, the most intense and
the most plastic subject which an artist can choose.” I believe this to be true and should
be something that every artist should strive for. Documenting mankind’s social plight
has been a recurring theme for the last two hundred and fifty years. From Daumier’s
prints of social injustice to Nancy Spero’s sculptures of victimization, these powerful
artworks illustrate the darker side of humanity.

Although difficult to look at, these

necessary declarations help a society understand itself.
This series of prints addresses two distinct yet interconnected topics – mankind’s
megalomaniacal domination of nature and the food industry. By illustrating past and
present faults of humanity, I hope for the possibility of social transformation. Begun in
2007, the series of woodcuts, called “The Horses of the Apocalypse”, attempts to
illustrate global problems.

Instead of the usual, “Horsemen of the Apocalypse”,

emphasis is placed on the horses as they are the bearers of the destructive forces of the
Apocalypse. It seems more appropriate for the animal kingdom to avenge itself and bring
destruction to humanity, which is the perpetrator of numerous problems. Thus, the horses
bring famine, war, pestilence, and death in dramatic compositions of glorious flames and
swirling smoke.
In War (figures 9-10) the seemingly tiny grinning horse carries on its back a
colorful cast of characters: a monkey, fox, and a Ku Klux Klan member. All three wear
masks that hide their identity, as if they are ashamed of their actions. The monkey is
dressed in a WWII German uniform and wears a skull mask. His body is positioned to
appear like a plane while he drops bombs, which are adorned with Hello Kitty and
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pictures of games such as Life, Monopoly, checkers, dominoes and Uno. Hello
Kitty’s face changes as the bombs drop downwards which signifies the loss of identity
and the transformation of something cute and adorable to something dangerous. The
games represent the “game-like” nature of war, how it is played by opposing members,
how it is lost and won. The winged KKK member, reaches for a carrot on his hat, which
is the classic imagery for something that can never be attained. Racism (the carrot) is
something that will never be accepted by all of humanity. By hiding behind religion,
some people continue to dumbly plod on, foolishly reaching for irrationality and hatred.
The fox perches on top, wearing a gas mask and armed with a giant sword.

The

characters appear cartoonish and refer to elements of Pop culture in order to attract
viewers, which is the first step toward change.
If a viewer is enticed a with formal aspects of art, such as color, composition, and
Pop culture that they can relate to, then there is the possibility of a thoughtful dialogue.
Thus, games, childhood imagery, and popular movie icons appear in many of the works.
Scale is also an essential tactic in attracting a viewer. The bigger an image, the easier it is
to lure an audience. The large woodblock is also a testament to my commitment to the
subject matter, documenting hundreds of hours dedicated to carving, printing and
painting. This leads to the next print in the series, Death (figures 11-15), which is even
larger. Standing at 96”x48”, Death is composed of a dynamic, falling “S” composition
with an array of tiny characters and mini-scenarios. The horse is enveloped in smoke and
flames and carries three rabbits and four wolves adding up to seven main characters.
Scattered throughout the piece are images repeated seven times. Listed are some of them:
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-angel’s trumpet and foxglove flowers, leaves of a castor bean plant (which each
have seven points)
-pills, syringes, and bacteria flowing from a fox’s mouth
-skulls on a crown
-towers on Ivan the Terrible’s head piece
-gulag watchtowers on Stalin’s head
-smokestacks
-satellites
-the Mickey Mouse watch points to and the iPod tells the digital time of 7 o’clock
The significance of numbers plays an important role in my work as many things
are repeated either 3,7 or 99 times. For the number seven (3 and 99 will be discussed
later), many things come to mind including but not restricted to: the seven days of the
week, seven deadly sins, lucky number seven, God rested on the seventh day, the sum of
any two sides of a standard die are 7, and most significantly, the number of times this
number appears in the book of Revelations (the seven churches, the seven seals, the seven
trumpet warnings, the seven personages and seven vials, seven dooms, the seven plagues,
seven new things.) Located within the woodcut is other religious-based imagery such as
the Alpha and Omega, which in Revelations appears several times. “I am Alpha and
Omega, the first and the last…”12 The Alpha symbol in the print, however, is replaced
with the Post Alphabet soup letters “A, B, and C” with the letters A and C murdering B.
They appear at the top, while the Omega sign at the bottom is in flames. This reference
to Pop culture and advertising makes this connection harder for most people to grasp at
first, but remains a “treat” for viewers willing to put in the time looking at the piece.
There are, as a matter of fact, several of these puzzles incorporated throughout the print.
Most will never be understood by anyone unless explained, but they remain a lighthearted
element in the artwork that forces the print to become an object to be studied or solved.

12

Revelations, Chapter 1
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For instance, Henry the 8th has a crown with 6 points on it, thus leaving the number
between 6 and 8, 7. The word genocide appears backwards on a bottle of bleach. The
backwards text represents the idea that genocide is a “backwards” concept. Humans did
not evolve to eradicate parts of our species, and this is biologically irrational. The bleach
bottle represents the “bleaching” or “whitening” of society, culture, and the eradication of
certain races based on skin color or other factors.
Famine (figure 16) is the third print in the series and stands four feet tall by 20
feet long. The scale of this print is testament to my commitment to the importance of the
subject matter. Reading from left to right, (in accordance to Western culture) a horse’s
mouth vomits out a stream of cacophonous images that illustrate mankind’s exit from
Eden, traveling through thousands of years of agricultural evolution and industry and
ending in a scatological pile of vomit, blood and bones. Throughout the print is the story
of mankind’s history of farming, its takeover by large companies, genetic engineering of
agriculture and animals, with an ending reminiscent of the Holocaust. The print employs
and manipulates childhood imagery, advertising, and humor in order to attract and inform
viewers.
To begin with, recognizable, childhood stories and imagery help the viewer
connect to the print because in general, they are universally recognized, nostalgic and
comforting for children and adults alike. For example, Sesame Street character Bert has
chopped off Big Bird’s leg and Ernie is hungrily devouring it. Piglet is depicted twice,
once with an ax in his side while he vomits blood, and again with the lower half of his
body turned into a sausage. The Lorax is being eviscerated, and Max from Where the
Wild Things Are is riding atop one of the monster’s shoulders, except Max’s head has
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been replaced by Ronald McDonald’s. With the inclusion of these innocent characters, it
is my intent to first disarm and attract viewers, and secondly for the viewer to have
sympathy for animals and perhaps rethink their eating habits.
Since advertising inundates our society, Famine also incorporates recognizable
advertising paraphernalia including logos and mascots of fast food chains and food and
agricultural companies. Many, however, have been altered slightly. Wendy’s face in the
classic sign is replaced by a skull, Charlie the Tuna has a large hook protruding from his
mouth, and Porky the Pig advertises for a “Taste-o-meter”. Ronald McDonald appears
several times throughout the print: he dangles Wendy’s decapitated head while he steps
on a pig; he leaps happily with a butcher knife, or he injects a pig with a syringe.
Companies such as Monsanto, Hormel and Armour, are advertised on curling banners or
smokestacks jutting out of hats worn by a pig and a bear.13 The animals wear these
funny, yet monstrous hats as testament to the load that they must bear.
The overall message of the print actually has little to do with the original context
of the Famine horseman of the Apocalypse, who actually brings starvation. Rather, it is a
story of the ruination of agriculture, how it has been taken from the hands of farmers and
placed into corporate and governmental control. It tells of how natural food has been
genetically modified, injected with chemicals, and is now shipped for thousands of miles
using fossil fuels. Animals are tortured, caged, beaten and processed into unnatural
foodstuffs, and the story ends in environmental pollution, obesity and death.
As a piece of propaganda, these three prints fail and are successful at the same
time. They fail because there is currently one copy of each due to several factors: the
13

The pig and bear, especially in Christian iconography, are traditional symbols for greed and
gluttony.
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cost of mass production of prints this size would be astronomical, and the University does
not own a press large enough to accommodate large blocks. Therefore, each print would
have to be printed by had using barens and wooden spoons. By not having multiple
copies publicly displayed, this artwork is a propagandistic failure because propaganda is
supposed to be ubiquitous. However, the fact that there exists only one copy, and that it
is hand-printed and painted adds to its value structure, creating a print that contains more
meaning because of the fact that there is only one. This directly relates to Walter
Benjamin’s theory of the “aura” and the art object. The “aura” referred to the sense of
awe that resulted from the presence of unique works of art. This unique presence was
defined by attributes such as line of ownership, restricted exhibition, authenticity, or
cultural value. Because art in the age of mechanical reproduction is mass produced, the
“aura” is destroyed, and instead is replaced by art for the masses, freed from power
structures. (The Work of Art in the Age of Mechanical Reproduction, Walter Benjamin,
1935)
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Chapter IV: The Power of the Multiple
“Dogs look up to you, cats look down on you. Give me a pig! He looks you in the
eye and treats you as an equal.” --Winston Churchill

Because the main intent of this body of work is to act not only as social
criticism but also as a piece of propaganda, several tactics are employed in the art
that help reinforce this goal. One of them is the use of the multiple, and more
significantly, the hand-made multiple or HMM. This tactic was used in several
pieces, and one that I would like to focus on discusses the plight of the pig. In
order to understand the artwork, however, one must first understand the animal.
It is thought that around 7,000 BC, pigs were domesticated in Eastern Asia.
Although, mostly thought of as food for humans, pigs are actually intelligent, sensitive
and clean animals. Their intelligence in many ways surpasses the domesticated dog (and
even in some cases primates)14, yet we abuse them in ways that are unimaginable for a
family pet.

In nature, they graze, root, play with one another, dream and expectant

mothers make birthing nests and sing to their piglets. Pigs, unfortunately, have derived

14

Dr. Stanley Curtis ran intelligence studies on domestic pigs as a professor of Animal Sciences at Penn
State from 1996-1998. His team used a joystick apparatus that the pigs controlled with their snouts in order
to differentiate between icons and scribbles (from Curtis’ grandchild). They used candy as a reward system
for correct answers. The results astounded even Dr. Curtis who stated, “there is much more going on in
terms of thinking and observing by these pigs than we would ever have guessed”. His video game
experiments proved to Curtis that pigs are “capable of abstract representation.” He went on to say, “They
can hold an icon in their mind, and remember it at a later date. Pigs are able to focus with an intensity I
have never seen in a chimp.” In other experiments, he also found that pigs were able to distinguish between
several objects three years after their introduction.
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negative associations such as “filthy as a pig”, “sweat like a pig”, “eat like a pig” or
calling a man a “pig”. To help explain some of these phrases, pigs lack sweat glands,
which leads the pig to wallow in mud to stay cool and to also ward away pests. When
pigs are not allowed to graze, like they would in nature, they are forced to eat out of filthy
containers in cramped conditions. Thus, they make noises and eat sloppily.
Pigs are saturated in our culture as they show up repeatedly in literature and films
such as The Three Little Pigs, Babe the Gallant Pig, Charlotte’s Web, Olivia, Animal
Farm and Winnie the Pooh, and children all over the world play with stuffed animal pigs
and farm toys. When did the great divide occur then, where humans decided to eat pigs
and keep dogs as pets – why is it not the other way around? Now more than 90 percent
of pigs in this country are kept in CAFOs or Concentrated Animal Farming Operations.
These are massive building complexes made of metal and steel suppressing every natural
instinct the animal may have. There is no straw to lie down on, no soil to root in, no
grass to forage. They have no toys, low lighting, and poor air quality due to lack of
proper ventilation and the hundreds of thousands of gallons of waste that they are forced
to stand over. The worst of the bunch are the breeding sows who are confined to a
“farrowing crate” which is only a foot or so longer than her body. It is so small that she
cannot turn around and can only stand or lie down on a concrete floor. She is denied
access to build nests or socialize with other sows, and her babies are kept separate from
her in fear that she will crush them to death in her tiny living space. These mothers are
artificially inseminated and forced to produce litter after litter, year after year until their
bodies can take it no longer and they are slaughtered. The sows show signs of depression
and stress, which leads them to bite at the bars of their crates, chew at the air, shaking

28

their heads from side to side, and nose around repeatedly in their feed troughs. These
pigs are the least healthy and develop urinary-tract infections, foot injuries or become
lame.
Startlingly, the U.S. allows the following:
“1. There is no federal law governing the welfare of farmed animals on
the farm. Literally, nothing. In the U.S., federal law begins only when
animals are transported or arrive at the slaughterhouse. (And even then,
there is no law regarding the slaughter of chickens or other birds, who
make up 95 percent of all land animals slaughtered in the U.S.) This is not
because there is any constitutional barrier to covering the welfare of
animals on farms, but simply because Congress has never chosen to enact
any such law.
2. Most states with major animal industries have written into their anticruelty laws exemptions for “common farming practices.” Effectively,
then, cruelty is legal as long as it is done by most farmers, and you can’t
prosecute anyone for it.” (Singer, 2006)
Understanding the plight of the pig is important because people should be aware
of the horrors of the industrial meat business. Therefore, I employed the art form of
installation to create an environment for viewers to have a more sensory experience.
Firstly, to understand why this art form is more appropriate in certain instances, it should
be defined. Installation art is a relatively new term when concerning the art world. This
art form “has been used to describe a kind of art making which rejects concentration on
one object in favour of a consideration of the relationships between a number of elements
or of the interaction between things and their contexts.” (Oliveira, et.al, 1994)15 This
distinctive form of sculpture activates specific space that two-dimensional art cannot,
which allows an artist to be concerned not only with the visual aspect of art but of the
connections that art and life share. By this I mean that the artist has physically become

15

Nicolas de Oliveira, Nicola Oxley, Michael Petry, Installation Art, Thames and Hudson Ltd, London.
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interested and involved in the creation of a real space for which a viewer to exist for a
short period of time. The viewer now has an opportunity to be involved with a multisensory experience. There can be sounds, smells, tastes, and even things to touch, thus
creating a greater sensory involvement by the viewer.
Harvest (figure 17) is an installation of 99 ceramic pig carcass halves, which are
hung upside down by metal hooks pierced through their ankles as if freshly slaughtered
and eviscerated. Within this body of work, particular materials are used in order to
criticize the negative side of industrial agribusiness and meat production. I chose to use
rusted metal and weathered, worn wood to create as and reference an environment of
degradation and decay. Significance is given to materials, especially the railroad ties,
which are directly linked to industry and the transportation of goods. Infused with coaltar creosote, which is most commonly used to preserve the wood from shrinking from sun
exposure and rot, they become a hazard. This carcinogenic substance, derived from fossil
fuels, helps support the claim that humans consume a vast portion of fossil fuels. This
affirmation is derived from the vast amounts of energy used in agriculture for the
production of food for humans as well as for farm animals. CAFOs and slaughterhouses
depend on fossil fuels and vast amounts are used in the transportation of animals and the
food products that they become.
Similar to propaganda, the use of the multiple has several qualities that help
reinforce the intention of the piece. The hand-made multiple (HMM) serves a number of
functions throughout the installations. First it has impact. 99 objects posses a type of
visual impact that a single one does not.

Second, it exhibits an obsession for creating

objects, which helps the audience understand that I am passionate about my subject
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matter. Third, the multiple made from a mold connotes a different meaning than a
handmade multiple. Using a mold creates objects that are identical or nearly identical to
one another. This defeats the purpose of showing that animals can be seen as individuals.
By creating objects that are similar, yet distinctly individual, they become recognized as
singular objects that unite to form a group. And lastly, the multiple can be used for
educational purposes as it relates to a facet of education: rote memorization. Multiple
exposures reinforce ideas and concepts, and there is a higher chance that they will be
remembered. This is also evidenced in propagandistic tactics, as mentioned previously,
where phrases and songs are repeated daily and symbols are embedded into daily life.
Although unrelated to the food industry, Rainy Draize (figure 18) is another
example of the use of the HMM. By using the HMM, the viewer is able to get a sense of
the vast numbers of animals that are subjected to this testing. The red beeswax draws
immediate attention to the eyes of the rabbits, which are dripping and appear to be in
severe pain. The size of the installation does not allow a viewer to pass nonchalantly by,
but is directly confrontational with its 99 New Zealand White rabbit heads being
subjected to the Draize test, which was devised by John K. Draize and Jacob M. Spines in
1944. Initially used for testing cosmetics, it involved placing substances in the eyes and
on the skin of rabbits and testing for erythema and edema in the skin test, and redness,
swelling, discharge, ulceration, hemorrhaging, cloudiness, or blindness in the tested eye.
The New Zealand Whites were originally bred for their meat and fur, but due to their
genetic makeup and similar skin and eye reactions to humans, they are used in numerous
laboratory, pharmaceutical, and cosmeceutical experiments. Products such as makeup,
lotion, and insect repellent are tested on their skin and placed into their eyes. Although
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product testing is required by the FDA, it is entirely unnecessary for many products that
are not needed for human survival. An example of one product is Latisse, eyedrops that
help achieve longer, fuller lashes.16 Are beauty products such as these necessary for
human survival, and can humanity defend torturing and testing on animals for the
cosmeceutical industry?
condemning

the

Thus, Rainy Draize is a piece of social commentary,
testing

of

frivolous

products

on

animals.

Interestingly enough, common side effects of using Latisse include possible itching and redness, which
was reported by only 4 percent of the patients. Rare side effects from Latisse include permanent darkening
of the eyelid skin, possible brown pigmentation to the colored part of the eye, hair growth if Latisse is
applied to the area outside the eyelashes and variation in eyelash growth direction.
(http://www.eyelashgrowthnow.com/latisse-solution/latisse-side-effects.html)
16
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Chapter V: Significance of Materials
Sculptors choose to work with particular materials for a variety of reasons. These
may vary from the love of the act of carving marble to assembling found objects.
Whatever the reason, the material itself should always have significance when pertaining
to subject matter. Throughout this body of work, the materials chosen for each piece
directly related to its meaning. I created two installations, Taste and Cornbred (figures
19-24) that discuss issues concerning the beef industry, and to first understand their
significance, a little background knowledge on this industry is necessary.
The beef industry slaughters 36 million cattle annually in America. These cattle
are kept in feedlots where they are fed an unnatural diet rich in corn and protein. This
foreign diet leads to high levels of e coli in the animals who stand 24 hours a day, kneedeep in their own feces, and they are subjected to a plethora of disorders such as feedlot
bloat, liver abscesses, eye irritation, and mad cow disease.

Chemical fertilizers,

antibiotics, and fossil fuels all contribute to this industry, which creates enormous
lagoons, leaks chemical run-off, and adds to global warming. As a reaction to this
industry, I created Taste and Cornbred.
Taste is composed of 99 cow heads arranged on a wall in a ten by 10 array, with
the last space occupied by an unpreserved, rotted cow tongue in a jar. The installation, in
a way, is only the artifact of the actual sculpture since the creation of it became a deeply
personal, quasi-performance. When creating the heads, I noticed a transformation in my
attitude towards the objects. The more I sculpted, the more frustrated I became, and the
mark-making, sculpting, painting, and staining became more violent and rough.
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I

realized that this directly paralleled factory farming. Here are two anonymous workers’
accounts:
"The preferred method of handling a cripple is to beat him to death with a
lead pipe before he gets into the chute... If you get a hog in a chute that's
had the shit prodded out of him, and has a heart attack or refuses to move,
you take a meat hook and hook it into his bunghole (anus)...and a lot of
times the meat hook rips out of the bunghole. I've seen thighs completely
ripped open. I've also seen intestines come out."
"I've taken out my job pressure and frustration on the animals, on my wife,
... and on myself, with heavy drinking." Then it gets a lot worse: "... with
an animal who pisses you off, you don't just kill it. You ... blow the
windpipe, make it drown in its own blood, split its nose... I would cut its
eye out... and this hog would just scream. One time I ... sliced off the end
of a hog's nose. The hog went crazy, so I took a handful of salt brine and
ground it into his nose. Now that hog really went nuts..."
These reactions, as horrendous as they sound, are testament to the desensitization
that occurs when workers are saturated in violent, industrial environments. The smaller
the farm, the more compassionate the farmer, as opposed to factory farms, where there is
little compassion or time spent with animals. Thus, the sculpture turned into more of a
performance, with my realization that I too was having the same feelings as the workers
themselves. The more heads that I created, the less I cared for them.
The materials used in Taste had significance that related to subject matter.
Earthenware clay, as opposed to porcelain or stoneware, is a cheap ceramic material that
uses less fossil fuels and energy in firing. The heads are covered in latex house paint,
which is a cheap, man-made material that actually has many of the same ingredients as
those found in the ceramic industry. Rubber stamps were used to spell out “USDA” on
each cow head, and the crooked, illegible stamps are meant to make a statement about the
unstable nature of the United States Department of Agriculture, which actually has little
control and influence on agriculture. The pre-printed rub-on decals appear on each head,
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and they consist of words, phrases, or definitions such as “love”, “smile”, and “family.”
These sarcastic statements are meant to show that these qualities are denied to animals.
The crooked rub-on letters describe bovine diseases or meat products that are made from
cows. The distorted words emulate the chaos and abuse involved in factory farming, as
these are aspects that a factory cow cannot control.
The second installation, Cornbred comments on the unnatural diet of feedlot
cattle. When cows are fed a diet rich in corn, their rumen produce an exorbitant amount
of the bacteria e coli. Daily, they stand sometimes knee deep in their own waste, infusing
their coats with this bacteria, which has a high possibility of getting into the food chain.
The seven cows are created from welded steel armatures, which are covered in overbeaten flax paper, which is important to the cow sculptures for several reasons. Flax is
one of the first crops domesticated by man, thus, man’s launch of total domination of
nature. Ironically, it grows best in soils high in clay, and linseed oil meal, which is
derived from the flax plant, is an excellent protein source for livestock containing about
35% crude protein. The stretched flax also resembles stretched or rotting skin, allowing
me to use a material similar to animal skin or gut. Each carcass has one of three different
strains of e coli painted on their sides: O157:H7, O121, and O104:H21.
Inside of their cavities are porcelain butterflies embedded in a thick layer of tar,
generating a correlation between fossil fuel consumption and the food industry. Yearly,
millions of gallons of fossil fuels are used to create fertilizers, run farm equipment and
slaughterhouses, transport food for thousands of miles and most importantly for this
sculpture, to grow corn. Corn is an important element in this installation, and I want
viewers to become more aware of the significant role that it plays in our lives. It is in
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90% of the processed foods that are consumed in the United States, and is even used in
paper production, vitamins, diapers, trash bags, cleansers, charcoal briquettes, matches,
drywall, and batteries. Even a cucumber in a grocery store is coated in a layer of
protective wax, which is derived from corn. Because it is important for consumers to be
aware of the significance and potentially dangerous nature of corn, I have included piles
of kernels under and around the carcasses. In order for viewers to see within the tight
circle of cows, they must approach the sculpture and walk on the kernels. Walking on
them would create a crunching noise, hopefully reminding them of their interaction with
the sculpture. By using the kernels in my work, it is my hope to create a tie between this
plant and meat production.
Choice of materials becomes a critical component in this body of work. When
viewers are able to understand this, they may able to see deeper meaning within art as
well as within the various elements involved in food production. If the art encourages
this type of realization, then perhaps we will become one step closer to social change.
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Chapter VI: Conclusion

One of the greatest accomplishments any artist can attain is one including social
and moral change. Social workers, ministers, and politicians all have this opportunity for
affecting peoples’ lives and creating a real difference. Artists also have this opportunity
but run into roadblocks of miscommunication or lack of publicity or mass reproduction.
An artwork that is too overtly offensive may produce the knee-jerk affect and repel
viewers or hinder communication. Art that does not visually interest people will not
capture attention. Thus, an artist must find the proper balance in order to communicated
effectively with the populace. Printmaking afforded me the opportunity to reproduce and
disseminate information publicly. By manipulating and using propagandistic techniques,
it was the hope that I could entertain as well as educate viewers. Using installation
provided an environment for viewers to have more intense experiences that included
sound, smell, sight, and touch. There is the painful realization that not all people will be
interested in one body of work, nor will everyone understand the intended messages, but
at least I know that I am doing a small part in the initiation of change.
This body of work is an attempt to change people’s lives and to shed light on an
industry, which desperately needs to change. Being knowledgeable of factory farming,
the role fossil fuels plays in our diets, environmental damage, and animal and worker
abuse, it is my hopes that people can make more ethical choices when it comes to their
food. I realize that utopia is unattainable, but certainly a better planet and a healthier
populace is a feasible goal.
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FIGURES
Fig. 1. Have it MY Way, stoneware, wood, stain, acrylic paint, acrylic gems, metal,
fabric, altered pliers, castration bands, found objects

Fig. 2. Have it MY Way (detail)
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Fig. 3. McWorship, earthenware, stoneware, slips, stains, acrylic paint, wire, fabric,
curtain rods, found objects, McDonalds food items, church pew cushion
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Fig. 4. McWorship (detail)

Fig. 5. McWorship (detail)
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Fig. 6. McWorship (detail)
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Fig. 7. McWorship (detail)
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Fig. 8. Flags, woodblock print on muslin, string, pennies, acrylic paint, 2008
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Fig. 9. War, hand-printed woodblock print on Stonehenge, colored ink, airbrush ink,
watercolor, 2008
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Fig. 10 . War (detail)
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Fig. 11. Death, hand-printed woodblock print on Stonehenge
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Fig. 12. Death (detail)
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Fig. 13. Death (detail)
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Fig. 14. Death (detail)

Fig. 15. Death (detail)
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Fig. 16. Famine, hand-printed woodblock print on Stonehenge, 4’ x 20’ 2010
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Fig. 17. Harvest, earthenware, stoneware, slips, stains, metal rods, angle iron, rail road
ties, found wood (dimensions variable) 2010
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Fig. 18. Rainy Draize, stoneware, 3-7 layers of latex paint, floor wax, beeswax, metal
washers, dimensions variable, 2010
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Fig. 19. Taste, earthenware, latex paint, floor wax, beeswax, artificial hair, rub-on
letters, pre-printed rub-on decals, graphite, charcoal, paper
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Fig. 20. Taste (detail)
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Fig. 21. Taste (detail)

Fig. 22. Taste (detail)
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Fig. 23. Cornbred, welded steel armatures, overbeaten flax paper, charcoal, graphite,
paste wax, acrylic paint, varnish, tar, aluminum screening, porcelain, oil paint, thread,
cracked corn, metal hooks, cow panels, found oil can, dimensions variable, 2010
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Fig. 24. Cornbred (detail)
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THESIS SHOW IMAGES

58

Title Wall, wall installation, found objects, hand stenciling, hand cut wood shapes,
dimensions variable, 2010

59

Cornbred (7 total flax sculptures with 99 birds overhead), cast over‐beaten flax,
welded steel armatures, fabricated metal hooks, aluminum screening, tar, thread,
porcelain, oil paint, varnish, shellac, graphite, charcoal, acrylic paint, floor wax, paste
wax, 1000 lbs. cracked corn, found fuel container, suspended cow panel, baby
chicks, stoneware, wire, paperclay, slips, stains, string, dimensions variable, 2010
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Cornbred (7 total flax sculptures with 99 birds overhead), cast over‐beaten flax,
welded steel armatures, fabricated metal hooks, aluminum screening, tar, thread,
porcelain, oil paint, varnish, shellac, graphite, charcoal, acrylic paint, floor wax, paste
wax, 1000 lbs. cracked corn, found fuel container, suspended cow panel, baby
chicks, stoneware, wire, paperclay, slips, stains, string, dimensions variable, 2010
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Cornbred (7 total flax sculptures with 99 birds overhead), cast over‐beaten flax,
welded steel armatures, fabricated metal hooks, aluminum screening, tar, thread,
porcelain, oil paint, varnish, shellac, graphite, charcoal, acrylic paint, floor wax, paste
wax, 1000 lbs. cracked corn, found fuel container, suspended cow panel, baby
chicks, stoneware, wire, paperclay, slips, stains, string, dimensions variable, 2010
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Cornbred (7 total flax sculptures with 99 birds overhead), cast over‐beaten flax,
welded steel armatures, fabricated metal hooks, aluminum screening, tar, thread,
porcelain, oil paint, varnish, shellac, graphite, charcoal, acrylic paint, floor wax, paste
wax, 1000 lbs. cracked corn, found fuel container, suspended cow panel, baby
chicks, stoneware, wire, paperclay, slips, stains, string, dimensions variable, 2010

63

Have It MY Way mixed media, dimensions variable, 2009

64

Garden of Earthly Delights, potting soil, wire, paperclay, live plants, dimensions
variable, 2010

65

Taste, (installation detail of 99 total heads) earthenware, latex house paint,
watercolor, tempera, spray paint, beeswax, paste wax, artificial hair, ear tags, rub‐on
letters and decals, paper, each head approx. 12” x 6” x 12, 2010
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Taste, (installation detail of 99 total heads) earthenware, latex house paint,
watercolor, tempera, spray paint, beeswax, paste wax, artificial hair, ear tags, rub‐on
letters and decals, paper, each head approx. 12” x 6” x 12, 2010

67

Fleeing Pol Pot (installation detail of 21 deer on three walls) stoneware, latex house
paint, floor wax, dimensions variable, 2010

68

Red Fox (installation detail) woodfired stoneware coated in 7 layers of man‐made
materials, latex paint, floor wax, wood pallets, found antique tools, dimensions
variable, 2010
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Red Fox (installation detail) woodfired stoneware coated in 7 layers of man‐made
materials, latex paint, floor wax, wood pallets, found antique tools, dimensions
variable, 2010
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Hallway Entrance

71

Hallway Entrance (detail)
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Hallway Entrance (detail)

73

Factory, earthenware, slips, stains, oil paint, lard, artificial hair, floor wax, silicone,
dimensions variable, 2009

74

Hung Pig, stoneware, slip, stain, rope, round container, dimensions variable, 2009

75

Milked, stoneware, latex paint, enamel paint, found goat skulls, artificial hair, floor
wax, dimensions variable, 2010
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Milked, (detail) stoneware, latex paint, enamel paint, found goat skulls, artificial
hair, floor wax, dimensions variable, 2010

77

Milked, stoneware, latex paint, enamel paint, found goat skulls, artificial hair, floor
wax, dimensions variable, 2010
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Milked, (detail)stoneware, latex paint, enamel paint, found goat skulls, artificial hair,
floor wax, dimensions variable, 2010

79

Have it Da King’s Way, earthenware, oil paint, flocking, glitter, swarovski crystals
acrylic gems, found objects, fast food toys, wire, gold leaf, polyurethane, 23” x 17” x
8.5”, 2009

80

Have it Da King’s Way, (detail) earthenware, oil paint, flocking, glitter, swarovski
crystals acrylic gems, found objects, fast food toys, wire, gold leaf, polyurethane, 23”
x 17” x 8.5”, 2009

81

Abbatoir, stoneware, slips, stains, fabricated metal hooks, railroad ties, found wood,
metal, dimensions variable, 2010
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Abbatoir, (detail) stoneware, slips, stains, fabricated metal hooks, railroad ties, found
wood, metal, dimensions variable, 2010
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Abbatoir, (detail) stoneware, slips, stains, fabricated metal hooks, railroad ties, found
wood, metal, dimensions variable, 2010
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Abbatoir, (detail) stoneware, slips, stains, fabricated metal hooks, railroad ties, found
wood, metal, dimensions variable, 2010
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Hung, woodfired stoneware, slips, stain, approx. 9” x 11” x 24”, 2008
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Rainy Drazie, (detail of 80 total heads) stoneware, latex paint, acrylic paint, floor
wax, beeswax, dimensions variable, 2010

87

Rainy Drazie, (detail of 80 total heads) stoneware, latex paint, acrylic paint, floor
wax, beeswax, dimensions variable, 2010
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Rainy Drazie, (detail of 80 total heads) stoneware, latex paint, acrylic paint, floor
wax, beeswax, dimensions variable, 2010

Rainy Drazie, (detail of 80 total heads) stoneware, latex paint, acrylic paint, floor
wax, beeswax, dimensions variable, 2010

89

Humpty Meat Man, earthenware, stoneware, paperclay, wire, beeswax, string, oil
paint, latex paint, floorwax, gold enamel, forks, hotdogs (RIGHT) “Abbatoir”
stoneware, slips, stains, meat grinder, fabricated metal hooks, railroad ties, found
wood, approx. 60” x 84” x 52” 2010
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Humpty Meat Man, earthenware, stoneware, paperclay, wire, beeswax, string, oil
paint, latex paint, floorwax, gold enamel, forks, hotdogs (RIGHT) “Abbatoir”
stoneware, slips, stains, meat grinder, fabricated metal hooks, railroad ties, found
wood, approx. 60” x 84” x 52” 2010
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Humpty Meat Man, earthenware, stoneware, paperclay, wire, beeswax, string, oil
paint, latex paint, floorwax, gold enamel, forks, hotdogs (RIGHT) “Abbatoir”
stoneware, slips, stains, meat grinder, fabricated metal hooks, railroad ties, found
wood, approx. 60” x 84” x 52” 2010
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Humpty Meat Man, earthenware, stoneware, paperclay, wire, beeswax, string, oil
paint, latex paint, floorwax, gold enamel, forks, hotdogs (RIGHT) “Abbatoir”
stoneware, slips, stains, meat grinder, fabricated metal hooks, railroad ties, found
wood, approx. 60” x 84” x 52” 2010
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