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Instrumentalist art must, by definition,
engage its audience with difficult questions.
We need look no further than the work of
the proto-designer, photographer and artist
John Heartfield. In Heartfield's work we find
a powerful example of art that is deeply so-
cial, courageous and an important agent of
change. Heartfield’s photomontage during
the 1930’s confronted German militarism
and the Nazi party. His work was produced
at great personal risk. As with the work of
John Heartfield, the category of Instru-
mentalism, disambiguates artistic practice.
Socially engaged art seeks to play a vital
role in the lives of it's viewers. In some very
real sense socially and politically motivated
art is an antidote to an art world run amok
with hedge-fund managers, art fair dollars
and the celebrity gallery system. In the
work collected here we find an urgency

and a commitment to the idea that the artist
speaks truth to power.

The 2014 FL3TCH3R Exhibit highlights con-
temporary socially and politically engaged
art. The issues at play in this work reflect
the manifold threats to our collective liberty,
to our cultural health and to human peace-
ful planetary coexistence. The artists and
designers represented in this exhibition are
a living testament to the legacy of Fletcher
Hancock Dyer. In the work collected here
we find Art and Design framed as a critical
social agent, openly and honestly attempt-
ing to contend with the issues of our age.

| believe Fletcher would be proud.

— Elliott Earls
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Scott G. Anderson



“Bird”, 30"x40” photo on rag paper, 2014

Linda Armstrong

The ecologist and the artist are saying
the same things: Nature is the preserva-
tion of the world. Every culture has man-
ifested its own ecological microcosms in
some form of art or mythology. Nature
facilitates the scientific reach back

into time, or the free-for-all imaginings
towards the future. Art has the ability to
generate wonder and directly demon-
strate complex information. The work
that | have been involved with since the
early nineties revolves around my inter-
ests/investigations into the natural world,
specifically Cumberland Island, Georgia.
Using the formal devices of art | focus
on island moments, memories, natural
and man-made traumas. My procedure
is one of collecting and recollecting
while creating for the vision of gallery
visitors things most of them have never

seen at all. Most recently the number and variety of birds found stranded on the island has

L

created both intrigue and concern in my thoughts.

“Spew (Uncle Jesus Vomits the Wall of Freedom)” 25” x
377, Ink, Charcoal, and Acrylic on Paper , 2013



“Undercurrents”, 10’ x 10’ Variable-can be arranged for smaller dimensions, Gelatine silver paper,

rusted paper, and wheat paste, 2014

Jason Bellucci and Justin
Barfield

This artwork focuses on the way industry
can have an adverse environmental impact
on all types of waterways and aquatic
ecosystems. Since the industrial revolution
to present, the advancements of technology
have catapulted the human population in
all aspects of scientific achievement. These
achievements have damaged the environ-
ment by creating pollutants or products
harmful to the environment. As more and
more of these pollutants leach into the
global ecosystem, the environment dies
and creates waterways that cannot sustain
life.

The two artists, James Bellucci and Justin
Barfield, created this piece to bring aware-
ness to these types situations. James
Bellucci, a photographer, has most recently
appropriated the method of origami to cor-
relate how process, materials and chemistry
destroy our delicate balance of life. Justin

Barfield, an installation artist, uses rusted
surfaces to bring into conversation the way
past industrial choices have changed most
urban landscapes.

On a more personal level, Justin is a
resident of Louisiana and worked in the
seafood industry when the Gulf of Mexico
BP Qil Spill devastated the gulf coast's way
of life. As a photographer, James Bellucci
has always been interested in Kodak’s role
in water pollution in Lake Ontario.

Bryna Bobick

Georgia House Bill 60 Bible Cover; Locked
and Loaded for Sunday School

‘A great day to reaffirm our liberties, the
law allows residents to protect their families
and expands the list of places where they
can legally carry firearms, while allowing
certain property owners, namely churches
and bars, to make judgments on whether
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Brian Glaze

My work stems from past, present and

“The art and science of trickle-down
bullshittery” 36" x 48”, digital inkjet
print, 2014

With the ever-increasing speed and
advancement at which manufacturing
renders current products obsolete. We

future concerns regarding communication, forget that with each cycle, new products
technology and manufacturing. Regarding ~ are supplied within ever-increasing pace
their impact on society and whether we are ~ from their prior distribution. We, as a so-
conscious of this. My desire is to inform the ~ ciety, demand and expect these modern

viewer of these procedures and
substances in our lives, which
may have been overlooked or
disregarded. This is due to the
constant bombardment of infor-
mation through numerous forms
of media, leaving us numb from
their unrelenting persistence.

To contemplate, challenge, and
possibly accept these findings
compels me to create with these
bygone implements.
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Katie Lee Green

During the Iraq War | wanted to use my talents
to help the troubled planet. | understood

that when creativity is tightly focused upon a
problem, the concentrated positivity can create
a peace energy that can intercept and transform
hate and anger. | focused on the war and cre-
ated a series that explained the situation in real
terms. Then | turned my attention to domestic
matters that needed my help.

Some pieces display basic truisms, (Love is
Good, Be Nice). Others tackle social issues
such as homelessness, greed, politics or histori-
cal issues. All works present hope and promise
of a better world in which we all come together
and get along.

My methods and materials match the subject
matter. They are common materials with an
element of fragility. Fabric and paper, glue and
found objects mix to create an interaction with
the senses that draws the viewer closer. The
series can be disturbing, but carries the promise
of change.

“First in the Morning” 30" x 227,
mixed media on paper, 2014

“Love is Good” 54" x36”x 7",

“Be Nice” 20" x 15" x 9",

Mixed media , 2006

Plaster of Paris and
vermiculite, 2005







Jean Hess

| have been using very old school text
books [turn of the 20th Century or ear-
lier] in my collage paintings for some
time now. | started out clipping old
maps and illustrations from the books,
using them largely intact. While focus-
ing on these minute fragments of the
past, | became more intrigued by, and
attached to, the little marks and notes
school children made in these old
books, as well as the inadvertent ink
blots, food and drink stains, pressed
flowers and just overall wear and tear
as the books got used. | think in many
cases books made their way into the hands
of numerous children over the years — so
the books were not permanently owned by
a child, just “visited” long enough to leave
marks or traces, which | found eminently
worth preserving.

| could imagine these children daydreaming
in the classroom, or at home in between
homework assignments. If they were like
the child | used to be they could inhabit, in
their imaginations, what Robert Lewis Ste-
phenson called a “pleasant land of counter-
pane,” his metaphor for a coverlet or quilt
on the child’s bed as well as the dreams
children have about far-away places or spe-
cial places familiar to them.

Once | focused on the children — the previ-
ous owners or readers of the books — all
else paled by comparison. It moved the
preoccupation from the general — old print-
ed material — to the specific — one volume
marked by a real child who | lived so long
ago that they are undoubtedly dead now.

Now, rather than cut up original material,
| photocopy the children’s imagery, some-
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“Counterpane 16", 31 x 31 x 2' Acrylic, graphite, dry metallic
pigment, collage, multiple layers of clear resin over collage
on wood panel, 2014

times creating negative copies, and then
deconstruct the material into small squares
which can be re-combined in a random way.
Some squares contain still-recognizable
elements that | treasure — curlicue initials,
coin rubbings, little sketches of people and
animals.

Each square is re-worked like a small paint-
ing. | try to highlight certain lines and marks
while letting others recede underneath layer
of resin and pigment. When | am work-

ing with negative copies the result often
looks like a night sky because the marks |
enhance are done in white on a dark blue or
black ground. The layers of resin and paint
that | add over the original documents give
them a kind of hazy or other-worldly feel —
as though viewed through the mists of time
and memory.

| float these deconstructed fragments over
collaged expanses that suggest aerial im-
agery of mysterious places. It is as though
| am giving the children back a context or
place -- a land of counterpane.









Jesse Kreuzer

In this performance | move through The
Foundation Building, from my studio on the
6th floor to the front of the building on the
first floor without touching the ground. The
act creates an intimacy between myself
and the space- | know details of hallways,
doors, the tops of walls because | have
measured them with my body. The piece is
a love letter to the building.

The Cooper Union for the Advancement of
Science and Art was founded in 1859 on
the principle that education should be as

free as air and water. For 155 years Cooper

union has upheld this beautiful ideal, offer-
ing free education to artists, architects and
engineers. In 2013, after years of financial
mismanagement, the college announced
that it would begin charging tuition, break-
ing with its long history and the unique
mission of its founder.

| put a sculpture in front of the school as

a monument to Cooper Union holding

up Free Education. After 5 months the
administration said the sculpture would be
taken down. We, the students and alumni,
took the rock down ourselves and dragged
it 155 blocks, one block for every year that
Cooper Union has been true to its mission.
The dragging ended at the Peter Cooper
Monument, where the rock was chained to
the ankle of his statue.

The suspended rock represents the
promise of an education pursued for its
own sake. The undiluted pursuit of knowl-
edge; this is the identity and integrity of our
school and it is created and maintained

by free education. The rock pulled by the
student is the pervading model: Educa-
tion as burden- requiring adherence to a

“Can’t Touch the Ground,” excerpt: video
documentation of 40 minute performance , 2013.

track of capitalistic success (or simply debt
bondage).

We are not students who are complaining
about not getting something for free; we
are students who are desperately trying
to remind the administration and board of
trustees of the values put forth by Peter
Cooper 155 years ago. As the cost of
higher education increases exponentially,
these are exactly the values we would do
best not to forget.
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Irene Neal

My heartfelt theme is the
terrible lack of help for
the poor suffering people
in Iraq...through lack of
“strategy”...

Soon Ee Ngoh

We have not learned from our past. Until
today, human conflict is prevalent in many
parts of the world. Despite our numerous
accomplishments in the fields of science,
medicine and technology, we are still
unable to achieve peace — a basic human
need.

My work explores the repercussions of
warfare and human conflict. The objects
portrayed in the narratives are simultane-
ously literal and symbolic, transcending
their corporeal roles to become metaphors
for life’s experiences. For example, the
origami crane symbolizes peace while

the seashell represents the sanctity of
one’s home. | also incorporate in my work
emblems from the International Red Cross
and Red Crescent Movement. Since the
Red Cross emblem is often associated
with Christianity, the Red Crescent is used
formally in countries with predominantly
Muslim populations. In June 2006, the Red
Crystal, a diamond-shaped red frame on

a white background was introduced as a
neutral emblem, free from obvious religious
and political connotations.

“To You, Are You Listening,” acrylic/ink on paper , 2014.

Through my work | examine the breakdown
of cultural and political connections, which

often leads to bereavement, conflict, and a
sense of

displacement.

“ 20 %7 x 147, Solarplate etching, 2009



Charmaine Ortiz

The United Shimo series is drawn
with handmade graphite pencils
and notes the United States’ cur- [ I
rent state of recession and foreign

phobias due to our dependency on

other nations (finances, natural re-
sources, etc). The loss of industry

and jobs due to cheap overseas la- |
bor has put nearly all of the pencil i L ‘

factories in the United States out -

of business (1800-1980). China MADE 'N SHI M 'I
is now the leader in production of

no.2 pencils, graphite, and many

other important industries. This se- 4“:\’11}(16 in S‘l_ﬂm(‘)”, 9”x 12” Handmade H and B
Hoe explores helleBndchina s social graphite pencil on paper mounted to panel, 2013
and political relations through American-

ized motifs of Chinese culture. In
the series | have created adver-
tisements for China as the leader
of graphite and pencil production
using popularized imagery (drag-
ons, pandas, stylized script, etc.).
We are all united by shimd (shimo
is Chinese for graphite).

“The Real China King” 9”x 12” Handmade H and B
graphite pencil on paper mounted to panel, 2013



Tiffany Pankow e

As a whole, Western societies live [
without questioning, wrapped inside a %
bubble of comfort and safety; this is the [
status-quo | attempt to disrupt through :""--
my work. Questioning the ethics and .
actions of who we are as members

of humanity is the motive for my work
and | feel | have failed in the creation
of a piece that does not illicit conflict-
ing emotions within the viewer. My job
is not to answer but to ask. Currently |
am focusing my work on humanitarian
and pressing environmental issues,
ardently pushing myself to look around
and through societal norms to see and
understand ideas | haven't before.

My primary media is fiber, but | will
often work with found items as well, as
the media is an imperative part of the
stories | tell. Using new materials with tradi-
tional crafting techniques is a method that
forces the viewer of the piece to ask about
the significance of the material. Together,
the questions asked by each work, as well
as the unusual use of media, form a style of
work | refer to as visual philosophy.

“Through the White Man’s Eyes” 40”x25” Fabric,
paint,post-comsumer packaging, 2013

Bryan Petersen symbolism often with a bias that plays on
. . societies needs and desires. Petersen’s
Bryan Petersen combines appropriated work comments on politics, gender, the

imagery from recycled materials reconstruct- environment, and the plight of native people
ing meaning through adjusting the context.  and animals. When juxtaposing images,
Printed advertising from tin cans, cardboard text and found objects, irony, humor, and
boxes and enlarged graphics provide an awareness are the byproduct. The social

encyclopedic resource of visual language  commentary, personal association, and
to construct narratives with social commen-  choice of materials create meaning in the
tary. Text and imagery in advertising and work.

printed packaging provide color, pattern, and

“Divided We Stand,” 24” x 36", Tin cans, brad nails,
and wood, 2013









Shara Rowley Plough

| view the maid as the next middle-class necessity.
We now feel that we cannot be expected to spend
our valuable free time cleaning up after ourselves,
so we hire a servant. The majority of maids in
America today are middle-aged women from
Central-America. They have been pushed out of
their home countries by poverty and war. They

will then be ghettoized into the domestic service
industry. Unfortunately, the maid is increasingly
seen as a consumer good. She may be purchased
or disposed of without thought or consequence. |
want the viewer to see the housekeeper through
the lens of servility, poverty, inequality, and global-
ization.

“Maid” 70” x 36” x 36,, Wal-Mart bags, trash
bags, monofilament, and muslin, 2013

interested in the layered and amorphous
qualities of paint that accentuate the tactile
sense of vision. The eviscerated parts are
reassembled and re-contextualized numer-
ous times before finding their rightful place.
The resulting constructed and found figures
are trapped in created spaces and begin an
intense dialogue with their confinements. It
is a tumultuous recycling process. In some
works | use classical references to painting. B
In others, it becomes a type of collage where [
| try to piece forms together from past failed
painting parts. With this process of working,

“The Martyred Saint”™, 50 in. by 70 in.,
Acrylic and Painting Scraps, 2012




Michelle Roach

My work questions the largely western
social and economic ideology of consumer-
ism and the global results of living a non-
sustainable lifestyle. Although my approach
involves exaggerated dark humor, the
subject of my work is rooted in reality and
meant to leave the viewer contemplating
the impact that their everyday actions have
on the world around them. Influenced by
Surrealist and contemporary assemblage
art deemed “Unmonumental” by the New
Museums inaugural exhibition, elements of
my work are often arranged in whimsical
and precarious formations and made from
mass produced or disposable materials.
Also, by distorting the scale of the futuristic
landscapes | create, | ask viewers to project
themselves into the narratives of these
miniatures, similar to how children use doll
houses or dioramas to act out a narrative.

Not only am | interested in the transitory
state of our environment, but | also wish

Trix Rosen

Wrestling with Leviticus #2 is an image from
an artistic installation by photographer Trix
Rosen and artist Susan Kaplow. The work
explores the damage done by the biblical
passage, “Thou shalt not lie with mankind
as with womankind: it is abomination,” and
its homophobic legacy. The first to wrestle
with the meaning of this verse were the early
Rabbis and the text reproduced here is the
Talmud page where their commentary is
recorded.

Because this abhorrence of her lesbian
sexuality made Kaplow feel “dead,” she had
the Talmud text printed on fabric like that
used in the traditional Jewish burial ritual,

to address the ever-changing trends in our
society, specifically questioning the source
of our beliefs and actions as a generation.
All people throughout time have had difficult
issues that need to be talked about—it is the
artist’s job to start the conversation.

“Monument”, 45 x 25 x 37 in.; Wire, Masonite, Found
Objects, Great Stuff Foam Digital, 2013

hand-sewed the cloth into shrouds and
posed wearing the garment. Rosen didn’t
have the same feelings about the text, but
acknowledged the importance of refuting
these words. She sought to photograph an
iconic, universal image for what the Talmud
words could meant to her, and captured

a figure that could be abstract enough to
allow the viewers to imagine their own
story to go along with the graphic text. She
hopes that the word ‘abomination’ will no
longer cause pain to those that have suf-
fered its centuries-old curse.

“ Wrestling with Leviticus #27 16”h x 20”w, 100%
Fiber Cotton Fine Art Paper with Archival Pigmented
Inks, 2012



Deborah Rockman

The Companions series of digital drawings

pared to the dearth of others? What better

explores the vast space between us. Thisis measure of the compassion or indifference
achieved through the juxtaposition of images of human beings than our attention to and

of children whose lives and experiences
reveal great disparity based on seemingly

random variables such as geographic loca-

tion, socioeconomic status,
political environment, cultural
norms, family structure, and
more.

The disparity that exists be-
tween the life experiences of
one child and that of another
is a manifestation of abun-
dance for some and depriva-
tion for others. It is also a
representation of disengage-
ment from that which calls into

question our own random privilege. How do
we understand our own plenitude when com-
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concern for the most vulnerable among us.

“Companions 1%, 19.5” x 30, Low-Tech Digital Draw-

ing (Digital Laser Print on Mylar), 2012









Cayla Skillin-Brauchle

Everything is the truth, an English/Marathi artist

book containing 24 crowd-sourced truths,
paints readers an intimate portrait of
Mumbai’s collective psyche in 2013. Mum-
bai residents offered these contradictory
truths as part of the interactive perfor-
mance Certifying the Truth during which |
certified any version of the truth pre-
sented me. Rather than a bound format,
this box holds 24 loose cards with each
truth in Marathi on one side, English on the
other. This non-hierarchical format allows
viewers to freely read either of both lan-
guages, rearrange the truths, or single out
one truth as particularly compelling. The
book’s conceptual form honors multiple
authors, languages, and points of view
simultaneously.

“Everything is the truth’, 6.5”
X 6.5” x.75”, Artists Book,
Screenprint, 2013

Stuart South

My compulsion to create art comes from
deep with in me. | have always been very
optimistic, jovial, and in pursuit of freedom.
To me these are important ingredients on
the path of creation. | always hope to add
something to the universe.

| think | decided to be an artist around
three or four years of age after Mr. Rogers
told me from my television that in an artist's
world trees can be blue or what ever color
you want. That's the world for me, the
world of the mind, and my paintings are the
residue of these events of creation. Much
of my art is inspired by media, both mass

Irslis seal Palistan

and obscure. When | create a painting | like
the familiarity of iconic images, but it excites
me to see them re-imagined.

| love that each art object | create will
have it's own life. It will live and interact
with people. As all physical object do, it
will slowly change, grow old, and eventu-
ally die. I'try to spend a lot of time with
each piece so that my energy will become
embedded in them. | use tinny brushes
even on large fields of uniform color. This
gives me more time to push little pieces of
my soul down into the paint. | often wonder
about the lives these objects live when | let






Nectarios Stamatopoulos

Lives and works in Athens and London. With
background studies in Graphic design and
Multimedia Arts production

he works as a professional
visual artist. He has exhibited
in museums, galleries and
institutions in Greece, Cyprus,
France, Germany, USA and
the U.K. and his work has
been featured in local and
international print and online
publications. Works also as
an illustrator and designer for
print and corporate clients and
regularly teaches drawing in
seminars and workshops.

Using drawing as his favorite
medium and with a cross
disciplinary use of contempo-
rary media he creates works
expressing and exploring
ideas about the essence of
human condition in the con-
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Incorporating drawing, paint-
ing, photography, installation,
digital art, small press zines
and comic art, and with found materials from
a variety of sources ranging from old photo-
graphs, ephemera printed matter, comics art
iconography and art history references, he
creates narratives challenging the perception
of beauty in the decay of urban landscape.
His work contrasts the high and the low,

the banal and the obvious, the awesome

and the trivial, the tranquil and the hectic.
Personal mark making, travelling and psycho
geography, pop surrealism, art history and
urban mythology are reoccurring motifs

used as elements of a symbolic portraiture of
contemporary urban life. Much of this output
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“Monument for a market” 21 x 29 cm, ink & acrylic on
paper, 2013









and act like what is
presented to us. Body
modification is on the
rise—implants, pierc-
ings, tattoos, extreme
dieting—as we try to
fit into this construct
delivered through tele-
vision. In a sense we
are killing ourselves
NN (our natural self) try-

B ing to it the mold (or
stand apart from it).

L WEY 4 A\ my paintings, a
“Packaged Series: Bunny Rabbit” 20”x 30” Oil on panel, 2014 ﬁgure is under clear
Chris Valle plastic. The original function of plastic is to
protect, but here it could suffocate—is the fig-
Package Series ure alive or dead? The paintings are seductive

and yet disturbing. | want them to function in
Pop culture has notoriously sexualized  this manner as it evokes the American art and
and objectified the ideal body image, culture critic, Dave Hickey and his notion of
using it as a tool of productivity. The transgressive beauty; the beauty/ugly duality
idealized body is the focal point of nearly that arises as the viewer is intrigued (by the
every commercial and is the center of any sexiness of flesh) and repulsed (by the figure
noteworthy ad. The commodities that are  under plastic and title) when they look at the
actually being advertised, such as food ~ image. The plastic carries a large barcode,
or cars, are worth nothing without the which is imprinted on the figure. The barcode
commodities that the bodies posing for  is specific to different types of meat that can
it actually bring. These advertisements be found (and scanned) at the supermarket.
aren’t really focusing on the product, but  In essence the figures are being wrapped in
in fact on the body image itself. plastic like meat at a grocery store, ready to be
In making these bodies into objects of consumed.
ultimate beauty and desire, advertisers ~ The titles are bluntly descriptive of various
are glossing over the fact that, in this sce- meats so that the viewer cannot avoid learning
nario, the body is merely an item. They ~ about the true identity of the subject they are
are teaching us that the body is an object looking at. Hopefully the clash between the
to be used, and our beauty and desir- form and content unites culturally constructed
ability are measured only by how closely ~ codes of desire with substances usually con-
we fit into their constructed reality. Asa  sidered repugnant; the idea of people wrapped
whole, our culture is consumed by the in plastic like meat that can be bought and
way our bodies look and it is the images ~ consumed. | hope my work seduces the view-
on television and social media that we try er with its sexiness and realistic flesh while
to emulate because we are conditioned to exploring themes of excess and consumption
believe we are supposed to look, dress,  that question the culture in which we live.



Marilyn Waligore

The Utopian Dilemma: Assembly-Line Anxi-
ety and Post-Consumer Waste

UPSTREAM / DOWNSTREAM

The objects documented in these photo-
graphs represent detritus collected during
walks around my neighborhood.
Sculptural forms suggest the
possibilities of these aluminum |
cast-offs. | photograph everyday [
objects that disappear. Viewed |
as remnants or recyclables,
before returning to their previ-
ous “raw” state as plastic or tin,
these materials have a transi-
tory existence.

| turn modern photography
against itself to reflect on the
state of our lives in the postin-
dustrial era, especially in regard
to excess consumption. By embracing repeti-

tion and pattern, | echo the source of the  patrica Vasquez Gomez
term montage, which relates to the engineer

and assembly line production. | would argue The principle that mostly quides my work is
that this use of repetition now replaces the  that art creates knowledge, about ourselves,
euphoria of modernism with an anxiety our relationship to others or to the world,
aligned with 21st century concerns regarding or apout a specific issue. It is not only a

sustainability. My desire to locate a place  medium of expression, but also a tool for re-
between modernist celebration of the object gaarch. | worked as a community organizer

and the conundrum of our increased produc- gnd educator within the immigrant rights
tion of post-consumer waste--the aftermath  ,ovement for 7 years, and consequently my
of the assembly line-- has prompted my work deals with immigrant’s struggles and
documentation of objects to be recycled, part recognition and makes use of the skills |
learned doing that work. At the core of these
works are the relationships | build with the
people | collaborate with —and which | also
consider artworks- as well as the search
for what | have called “intimate solidarity”,
which | define as an empathic response to
others’ struggles that is more emotional and

“Torso”, 40" x 32", framed to 43" x 35” archival pigment print, 2014



intuitive than intellectual. My practice has
manifested in the form of painting, video,
installation, publications and public events,
and | often make it available to community
based organizations and social justice cam-
paigns. | am not interested in making state-
ments about a political issue, but in setting
up processes and situations in which the
visual and narrative elements speak about
the complexities of our share experiences
as human beings.

Reinauguracion / Reinauguration
When the process is more important than
the product

This project had all kinds of reviews. Some
positive, some not so positive- including
accusations of a tokenizing spectacle from
Museum staff. One of the responses that
means the most to me is the following one,
from Javier Lara, organizer for the North-
west Treeplanters and Farmworkers United
(PCUN), based in Woodburn, OR, the only
farmworkers union in the state.

“Hi Patricia, Thank you very much for the
invitation. It was indeed very inspiring, hon-
orable, but more than anything, an example
of how to elevate labor in a society that
doesn't value it. In talking with the compa-
fiero landscaper, the younger one (I can’t
remember his name) | told him that when

| arrived in this country | realized that as
agricultural workers we were not regarded
with respect or equality. | told him that, at a
certain point, | believed that: that we were
nothing as workers. He turned around and
told me “a doctor can’t

do what we do, and we can't do what he
does, so we depend on each other”. |
smiled and replied, “There it is, imagine

if everybody was brought up to think like
that” | told him it was an honor to be there,

Videos: “Reinauguracion” HD videos, 2013.

honoring his work and experiencing in the
flesh how this space educated and symbol-
ized something beautiful where we live.

Don Rafa (a farmworker from Woodburn)
gave thanks for the opportunity. He particu-
larly remembered what you said about the
landscapers, always doing the work but nev-
er invited to enjoy the Museum too. He said
that if it wasn't for this opportunity he would
have never visit the Museum, he didn’t even
know it existed. He appreciated being part
of the workers’ committee, because through
it he had met people and had participated in
events he never thought he would meet

or be part of.

| think the purpose of the project was full-
filled, maybe not in its totality because there
were was so much human traffic (people
talking and so many different things going
on) but even with all that, people focused
and demanded a space of silence to listen.
That was successful for me.

Thanks for the work you do! We need more
projects

like this to show people that all workers
should be

blessed with the same respect and apprecia-
tion,

because we need to balance the injustices
and the

classism behind them. Javier”

José and Jorge continue to work at the
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