
In November 2003, Duane Slick, professor
of painting at the Rhode Island School of
Design (RISD) and a member of the CAA
Board of Directors, delivered a version of
this talk at a conference on art studio
health and safety convened by RISD for
administrators and faculty of independent
art schools. 

As an artist and lecturer, I have had
the privilege of touring institu-
tions and discussing issues of

environmental, health, and safety (EHS) in
the classroom and the studio. In addition, while serving as chair of the RISD painting
department, I helped to implement a campus-wide EHS program. 
Schools and art departments don’t always find it easy to establish good health and safety

practices. Change is difficult; new information may be frightening to a population that has
not had proper training. We are in a transitional period: the generations that taught art with
little attention to such issues as the toxicity of materials, correct ventilation, and waste dis-
posal are retiring. We are acquiring new technologies and new understandings of the mate-
rials that we use every day. 
When I first began to work with the RISD faculty and administration on these issues, 

I had some doubts that—despite our best intentions—our work would ever see the light of
day. Some traditionalists tried to convince us that to change from toxic to nontoxic paints
and inks, to abandon the use of noxious solvents, and to establish formal studio health
standards represented an infringement of the personal rights of the artist. I liken the old
guard to the National Rifle Association: Charlton Heston’s phrase, “From my cold, dead
hands,” echoed through the studio corridors, as some faculty rushed to protect their cadmi-
um red, their chromium green, lead-based flake white, and methyl-ethyl-ketone (MEK, the
catalyst for resin casting). The cry went up: “We are the last bastion of true craft, the disci-
pline of free thought!” Maybe our idealism had convinced us that we were immortal. 
Eventually, RISD’s faculty were all persuaded to find safer alternatives for toxic materials,
but the transition was rockier than I might have expected. All I can say is: In the academic
environment, as in contemporary politics, it is not a bad idea for leaders and teachers to
reread their job descriptions and institutional mission statements. 
I have a friend who says that organizing artists is like trying to herd chickens. In our

business of education we revere academic freedom and the right of free and open inquiry.
We prize and protect an arts curriculum that allows unfettered experimentation. But we
must come to recognize that the freedom to experiment, to use unusual materials, or work
in unorthodox ways does not require that we operate unsafe studios. 
In 2000 New England had its first brush with the Environmental Protection Agency’s
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In 1793 the painter Francisco de
Goya contracted what is thought to
have been lead poisoning, which

left him deaf and crippled. In 1970 the
sculptor Eva Hesse died of cancer, and
in 1996 so did the sculptor Duane
Hanson, probably caused by their use
of fiberglass. 
With this special issue on art studio

health, safety, and environmental
responsibility, CAA launches a new 
initiative. In 1978 and 1985, we pub-
lished a small guide to safe materials
and practices for artists. Since then, the
world has changed. Some of the old,
dangerous materials have been replaced
by better ones (for example, good non-
toxic water-based screenprinting inks
are now available). Other materials
remain hazardous, but can be handled
more safely. Artists, art schools, and
conservators have become more aware
of the toxicity of the materials we
use—the hazards both to ourselves and
to the environment. 
Federal, state, local, and international

agencies such as the Environmental
Protection Agency (EPA) and the
Occupational Health and Safety
Administration (OSHA) have included
art materials and studios in their guide-
lines. In 1999 EPA Region 2 launched
its College/University Initiative and
began issuing the first large fines to art
departments and schools for violations
of guidelines for the safe use of haz-
ardous materials and correct waste dis-
posal.
With this issue of CAA News, we
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HOW ART
MATERIALS
CAN
AFFECT
YOUR
HEALTH

This text is excerpted from Thomas
Ouimet’s Safety Guide for Art Studios, by
permission of United Educators Insurance.
For more information, please visit
www.ue.org.

Determining whether an art material
may cause harm depends not only
on the toxicity of the material, but

also the dose you receive. In order for an
art material to affect your health, it must
first enter your body and then reach an area
of the body (termed the target organ or sys-
tem) in a large enough concentration or
dose to cause harm. Just as you need to take
a sufficient dose of a medicine to have a
desired effect, so must you be exposed to a
sufficient quantity of a hazardous material
to be harmed. Factors such as the length of
time you are exposed and how often you
are exposed influence the effects. 
Toxic materials can exert their harmful

effects immediately (acute effects) or after
a long period of exposure (chronic
effects). Minor acute effects such as nau-
sea, lightheadedness, or irritation are gen-
erally brief and reversible, but acute
effects can also be as severe as death.
Chronic effects such as cancer, fibroses of
the lung, or liver damage are generally not
reversible. Whenever possible, substitute a
less toxic material for a highly or moder-
ately toxic one. 
People involved in the arts are most

likely to be exposed to toxic materials by
either skin contact or inhalation. A few
exposures (particularly to metals) may
occur through ingestion. Even though the
skin is a very effective barrier, certain
heavy metals such as mercury and solvents
such as toluene, methyl alcohol, and gly-
col ethers can quickly penetrate it and,
once in the body, cause harm. Other mate-
rials used in the arts, such as corrosives
(acids and alkalis), can attack and destroy
the outer layers of the skin, creating seri-
ous burns. Skin burns and absorption of

toxic materials through the skin can be
avoided by wearing chemically imperme-
able gloves and other chemical protective
equipment and by washing contaminated
skin surfaces immediately. 
Many substances enter the body through

inhalation of vapors, gases, fumes, mists, or
dusts. For example, the solvent components
of paints and inks evaporate after being
applied to surfaces and may then be inhal-
ed. Airborne contaminants in art studios can
also include irritant gases and vapors emit-
ted from photographic development solu-
tions, polyester, epoxy, or urethane resins,
as well as fumes from welding, wood dusts
from woodworking, and gaseous emissions
from kilns. Work that may generate air-
borne contaminants must be adequately
ventilated to maintain safe levels. If ventila-
tion alone cannot maintain safe levels, a
respirator may have to be worn. 
Ingestion may occur when hands, food,

a cigarette, or anything else that has
become contaminated comes in contact
with the mouth. Ingestion is frequently the
route of exposure to metals when working
with painting pigments, ceramic glazes, or
welding. You or your students should
NEVER point the tip of your paintbrush
with your lips or hold the dirty handle of
your brush in your teeth! Exposure though
ingestion can be avoided by frequently
washing your hands, not eating or smoking
in the studio, and keeping all objects out
of your mouth. Prohibit eating and smok-
ing in the art classroom or studio. Consid-
er adopting a policy about alcohol con-
sumption and drug use (both prescription
and illegal) during studio time and before-
hand.
—Thomas Ouimet, C.I.H., C.S.P., Yale
University, tom.ouimet@yale.edu

The information in this issue of CAA News is intended
to provide an overview of some common health and
safety matters when using art materials, as well as some
of the environmental regulatory issues facing artists,
teachers, colleges, and universities. Because environ-
mental regulatory requirements vary from state to state,
the articles in this issue necessarily discuss these issues
in general terms. This newsletter does not discuss every
requirement of every applicable law or regulation.

Neither the College Art Association nor any individ-
ual author make any warranties or guarantees,
expressed or implied, for the information included in
this newsletter. They do not assume any responsibility
or liability of any kind for any direct or indirect reliance
on the information included in or omitted from CAA
News. 

The materials presented in CAA News are for infor-
mational purposes only, do not constitute legal advice,
and are not be considered to be a substitute for seeking
advice from appropriate regulatory agencies, environ-
mental-services professionals, or legal counsel.
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provide our member artists and studio-art
institutions with basic practical informa-
tion on safe studio practice. In these
pages you will find resources to help you
assess your studio for the safety of mate-
rials, proper ventilation, and correct dis-
posal practices, as well as where to go for
further information and advice. Art pro-
grams and individuals in the United
States may be anxious about the possibil-
ity of an EPA or OSHA audit. CAA
encourages our members to view these
agencies as partners in achieving and
maintaining good studio practice and to
turn to regional representatives for guid-
ance and information. 
This newsletter can offer only the most

basic, introductory information. We hope
to inspire all artists and teachers of art to
learn the details about the toxicity and
safe handling of the specific materials,
the safe use of equipment, and the safe
disposal of waste. 
• We call upon individual artists to learn 
about safe practices, to use nontoxic 
materials wherever possible, and to set 
up safe, environmentally responsible 
studios. 

• We call upon art programs within 
colleges and universities, as well as 
independent art schools, to develop and
maintain safe studios and proper 
Environmental Management Systems.

• We call upon school administrators and
faculty to make the teaching of safe 
practices a formal part of every 
introductory art curriculum. 

In future issues of CAA News and on our
website, we will provide further informa-
tion on nontoxic materials, on the stan-
dard books about health hazards for
artists, and other related issues. 
—Ellen K. Levy, CAA President, and
Susan Ball, CAA Executive Director
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BEST
PRACTICES
FOR THE
ARTIST’S 
STUDIO

The following text is reprinted with minor
editorial changes and with the permission
of the Environmental Virtual Campus
(EVC) website, www.c2e2.org/evc/
ArtIndex.html. EVC was produced by the
Massachusetts Institute of Technology
under a settlement agreement between the
school and the EPA and Department of
Justice. The EVC is hosted by the Campus
Consortium for Environmental Excellence
(C2E2), a group of colleges and universi-
ties dedicated to improving their campus-
es’ environmental performance. EPA
Region 1 continues to solicit Best
Practices; send your stories or Best
Management Practices to Peggy Bagnoli
at bagnoli.peggy@epa.gov.

In some instances, the practices pre-
sented here are required by environ-
mental regulations. Even when not

required by regulations, these practices are
recommended. 

ACID STORAGE AND USE

For safe acid storage and handling:
•  Always store acids in a cabinet whose 
material of construction is compatible 
with an acid.

•  The etching process should always take 
place within an acid hood and with 
adequate ventilation.

• When mixing an acid bath, always add 
acid to water and not the reverse.

• Utilize the proper 
safety equipment 
and devices, 
such as acid-
proof eye 
goggles 
and gloves. 

• Work near an
emergency 
eye washer and 
shower.

AEROSOLS AND PAINT 
MANAGEMENT

• Implement a “first in, first out” use 
pattern for aerosol cans. Order new cans
on an as-needed basis to ensure that cans
are used up prior to opening new ones.

• Carefully determine whether spent 
aerosol cans are hazardous or nonhaz- 
ardous. If contents and/or propellant 
remain(s) in the can, it is likely a 
hazardous waste; if there is neither 
content nor propellant, then it is likely a 
nonhazardous waste.

• To minimize disposal costs, ensure that 
truly empty aerosol containers are either 
sent to a scrap-metal recycler or disposed 
of in the trash. (There are commercially 
available devices to render aerosol cans 
empty).

• Minimize excess liquid paint by making 
efficient use of paint: use what you pour.

• Acids and bases should never be stored 
on shelves above eye level.

PAINTS AND GLAZES WASTE
MINIMIZATION

In order to reduce the impact of waste dis-
posal on the environment and to reduce
waste disposal costs, try to minimize the
generation of hazardous waste: 
• Use water-based paint instead of 
oil-based paint whenever possible.

• Buy only the quantity of material that 
you need to complete your project. 

• If paint or other materials are left over, 
see if someone else can use them. 
Donate, don’t dispose! 

• Train your staff, assistants, and students 
in proper painting techniques to improve
painting efficiencies.

• For disposal of waste, bulk compatible 
paints in approved containers and trans-
port to an EPA-approved paint recycler.

• Establish an agreement with a paint 
distributor to take back unused paint.

• Store paint properly to extend its useful 
life, in a location where it will not 
freeze.

• Dry up small quantities of latex paint 
that do not meet the hazardous waste 
definition and dispose of this material in
the regular trash.

• Place aerosol cans that have no pressure 
and no content through normal use into 
the regular trash or scrap-metal recycling.

• Use non-heavy-metal–based glazes 
where possible. 

WASTE HANDLING 
AND DISPOSAL

Best practices related to waste handling
and disposal include the following:
• Perform regular housekeeping in waste 
storage areas.

• Reuse or recycle materials whenever 
possible.

• Inspect waste-management areas for 
spills and waste-management containers 
for leaks.

• Track waste generated, evaluate the 
process generating the waste, and look 
for ways to reduce waste.

• Characterize waste streams.
• Find substitutes for harmful chemicals; 
properly dispose of unusable chemical 
inventory.

• Segregate and separate wastes.
• Do not dispose of liquid wastes such as 
oils, solvents, or hazardous materials 
into Dumpsters or drains.

• Maintain adequate supplies of spill-
response equipment and materials in 
accessible locations near areas where 
spills may be likely to occur.

• Perform and document in a logbook 
periodic inspections of hazardous and 
nonhazardous waste storage areas. 

• Consult both EPA and state regulations 
to ensure that you meet all requirements.

• If you cannot eliminate the generation of
hazardous waste, consider disposing of 
these wastes with a fuel-blending serv-
ice. These companies combine your 
waste with traditional fuel to supplement
the energy needed in industrial boilers or
in cement kilns. These processes use 
wastes with btu value to supplement 
existing fuel needs.

PRINTMAKING WASTE 
MINIMIZATION

In order to reduce the impacts of waste
disposal on the environment and to reduce
waste disposal costs, try to minimize the
generation of hazardous waste: 
• To decrease the number of cleanings 
required for each press, dedicate presses 
to specific colors or special inks.

• Clean ink fountains only when changing
colors or when there is a risk of ink 
drying.

• Run similar jobs simultaneously to 
reduce waste volume.

• Isolate inks contaminated with 
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hazardous cleanup solvents from 
noncontaminated inks.

• For rags and disposable wipers contami-
nated with solvents (if allowable, mean-
ing, if not characteristically hazardous 
[ignitable-D001] and saturated, or if not 
a listed solvent) send them to a laundry 
service. Check with state and federal 
offices to see if this is acceptable.

• Use organic solvent alternatives, such 
as detergent or soap, nonhazardous 
blanket washes, and less-toxic acetic 
acid solvents wherever possible.

• Squeegee or wipe surfaces clean before 
washing with solvent.

• Implement inventory controls to avoid 
overstocking inks, solvents, and other 
printing chemicals.

TRAINING

Training employees, assistants, or students
in proper procedures to reduce your studio
or facility’s impact on the environment is
a best practice. More detailed training
information is provided in the regulatory
requirements sections of the EVC.
Employee training may include the fol-
lowing: 
• Spill response training for personnel 
who handle hazardous materials.

•  Right-to-know training to inform users 
of the dangers inherent to the hazardous 
materials being used.

•  Hazardous-materials management.

PHOTO DEVELOPMENT
PROCESS

• When mixing powdered developers, 
ensure proper ventilation (this is 
required by the Occupational Safety 
and Health Administration [OSHA]), 
preferably with a fume hood.

• Ensure good ventilation of the darkroom
with between ten and twenty air changes
per hour. 

• Wear gloves and goggles when handling
photo chemicals.

• To prevent evaporation or release of 
toxic vapors and gases, cover all 
solutions when not in use. 

• Replace highly toxic developers such as 
catechin, chlorquinol, or pyrogallol with
less-toxic developers such as phenidone. 

• Keep hypo eliminators away from 
sources of heat. 

• Eliminate trip hazards by keeping 

containers off the floor.
• Do not store chemicals that may react 
with each other in the same area. 

• Do not eat, smoke, or drink in the 
facility.

• Using a premade liquid developer is 
safer than mixing powdered developers. 
If powdered chemicals must be mixed, 
do so in a fume hood or glove box. 

• All darkrooms should have eyewash 
stations that connect to the water supply 
and use “hands-free” operation. Stations 
must be tested periodically.

• Label containers of photo chemicals. 
• Neutralize acid spills using a buffering 
agent prior to cleaning up with inert or 
other nonreactive absorbents; use acid 
spill kits for small to medium size spills. 

• Use a damp towel or sponge to clean up 
spills of dusts and powders. 

• Photo chemicals with a pH of less than 
or equal to 2, or greater than or equal to 
12.5 (pH <=2 or pH >=12.5), must not 
be poured down the drain. These are 
EPA hazardous wastes. Many local 
sewer authorities have stricter require-
ments (e.g. chemicals must have a pH 
between 5 and 10 before discharge 
through the sewer).

SILVER RECOVERY OPTIONS

Using a silver recovery process may save
you money and allow you to avoid han-
dling many materials used and/or pro-
duced as part of the photo developing
process as hazardous waste. Suitable recy-
cling methods include:
• Hazardous waste management firm: 
Developer and/or fixer disposal can be 
handled through an off-site silver recla-
mation facility that is licensed to accept 
hazardous waste. Make certain you 
obtain the appropriate copies of the 
manifests and any certificates of recla-
mation for shipments sent to these 
companies.

• Operate your own silver recovery unit: 
Purchase and use your own silver recov-
ery unit for use on-site. Operating this 
type of unit will require certain regulato-
ry obligations; check with your local 
sewer authority before buying a unit. 
Make certain that the concentrations of 
silver in your recovery process waste are
allowable to be discharged to the local 
sewer system. 

A SAFE STUDIO 
PROGRAM 

This text is reprinted with minor editorial
changes from chapter 6 of Michael
McCann’s Art Safety Procedures: A Health
and Safety Manual for Art Schools and Art
Departments (New York: Center for Safety
in the Arts, 1998) by permission of the
author. The complete text can be found at
www.uic.edu/sph/glakes/harts/index.htm.

Knowing the contents of art materi-
als and their hazards is essential to
having a safe studio program.

Labels and Materials Safety Data Sheets
(MSDSs) are keys to finding this informa-
tion. The Occupational Safety and Health
Administration (OSHA), as part of its
Hazard Communication Standard see page
11, requires that employers have proper
labeling on containers and have MSDSs for
all hazardous products.
Keeping an up-to-date inventory of all

products, including names, amounts, date
purchased, and special hazards, is also rec-
ommended.

SUBSTITUTION OF TOXIC
MATERIALS

One of the most basic rules of chemical
safety is to use the safest materials and
processes possible. Examples include:
• Use the least toxic solvents possible (e.g., 
denatured alcohol, isopropyl alcohol, ace-
tone, odorless mineral spirits).

• Eliminate toxic metals such as lead and 
cadmium (e.g., using cadmium-free silver 
solders and lead-free glazes and enamels).

• Use water-based materials instead of 
solvent-based ones (e.g., water-based silk
screen inks and water-based paints).

• Use liquid materials to replace powders 
(e.g., wet clay or water-based dyes 
instead of dry clay or powdered dyes).

• Use wet techniques instead of dry tech-
niques (e.g., wet sanding, wet grinding).

• Apply coatings by brushing or dipping 
instead of spraying.

• Eliminate cancer-causing chemicals (e.g.,
asbestos, cadmium fumes, lead and zinc 
chromate, benzene, and chromated 
copper arsenate).
It is important when substituting one

material for another to allow sufficient 



CAA NEWS JULY 2004  5

time to learn how to use the substitute
properly. For example, it can take a semes-
ter to properly switch from solvent-based
to water-based screen printing inks.

VENTILATION

There are three reasons for ventilation: 
1) to capture toxic airborne chemicals; 2)
to prevent a build-up of flammable gases
or vapors; and 3) to ensure for comfort of
the inhabitants of the area. Since health
effects of chemicals occur at air concentra-
tions well below the lower explosive limits
of solvents and gases, if you ventilate to
prevent health effects, then you are also
preventing a buildup of vapors that could
catch fire or explode. 
There are two types of ventilation for

toxic substances: dilution ventilation and
local exhaust ventilation. Dilution ventila-
tion involves bringing in clean air to dilute
the contaminated air, and then exhausting
the diluted air to the outside via exhaust
fans. An open door or window, or recircu-
lating air-conditioning system, is not ade-
quate dilution ventilation for toxic gases
and vapors.
Local exhaust ventilation involves trap-

ping airborne contaminants at their source
before they contaminate the air that is
breathed. Examples include spray booths
and dust-collecting hoods. 
Ventilation for comfort is usually done

through heating, ventilating, and air-
conditioning systems.

Dilution Ventilation
Dilution ventilation should not be used to
exhaust large amounts of toxic solvent
vapors, or for highly toxic solvent vapors,
because of the requirement for large
amounts of makeup or replacement air to
replace the air being exhausted. This
makeup air has to be heated or cooled to a
comfortable temperature.
Dilution ventilation should also not be

used for dusts or fumes because of the dif-
ficulty of calculating the amount of dilu-
tion air required. The exhausted air should
be completely exhausted to the outside and
not recirculated.

Local Exhaust Ventilation
A local exhaust ventilation system consists
of a hood to capture the contaminants,
ducts to transport them to the outside, an
exhaust fan to move the air, and some-
times air cleaners to remove particulates

from the air. The only air clean-
ers I would recommend are 
filters in spray booths and dust
collectors for woodworking and
other dust-producing machines.
Charcoal filters are not recom-
mended because of the large
amounts of charcoal required 
and the difficulty of telling 
when the charcoal is saturated.
Particular types of hoods are

used for particular operations.
OSHA requires local exhaust
ventilation for abrasive blasting,
grinding, polishing and buffing,
spray finishing, and open surface
tanks (23 CFR 1910.94).
Examples of typical local exhaust
systems for art operations include canopy
hoods over electric kilns, slot exhaust
hoods for cleaning etching plates, enclosed
hoods for acid etching, spray booths for
spray painting and spray glazes, movable
exhaust hoods for welding, and dust-col-
lecting hoods for woodshops. 
In many instances, either a slot exhaust

hood or enclosed hood can provide ade-
quate local exhaust ventilation. If practical,
an enclosed hood requires a lower exhaust
rate and therefore less makeup air. For
example, a 3-foot slot exhaust hood would
require an exhaust rate of 1050 cubic feet
per minute (cfm). By comparison, an
enclosed hood with a 3-foot by 18-inch
(1.5 ft.) opening would require only 360
cfm. Thus an enclosed hood, if practical
for the type or work being done, can result
in lowered energy costs for makeup air. 
Some rules for operation of local

exhaust systems are:
• Provide adequate makeup air. Ensure 
that the air intakes are not located near 
truck loading platforms, exhaust air 
outlets, furnace chimneys, and so on. 
This makeup air should not enter the 
room close enough to the exhaust hood 
to create turbulence and affect the 
hood’s capturing contaminants.

• Direct the flow of air so that clean air 
passes your face before becoming 
contaminated and being exhausted.

•  Enclose the process as much as possible.
•  Place the hood as close to the operation 
as possible.

• Fans should be located outside so all 
ducts are under negative pressure, and to
decrease noise levels.

• Don’t recirculate any of the exhausted air.
• Make sure exhausted air cannot reenter 

the area (or other areas).
• Always test the exhaust system when it 
is installed. This should include smoke 
tube observations at hood openings to 
ensure adequate capture of contaminants.
A child’s soap bubble kit will also work.
The engineer designing the ventilation 
system should instruct maintenance and 
other individuals responsible for the 
system in the complete operation and 
maintenance of the system before 
signing off on the project.

• Ducting should be round not rectangular,
and have as few elbows as possible to 
reduce friction. These bends should be 
gradual not sharp. If needed, ducting 
should be corrosion-resistant.

• Spark-proof construction of exhaust 
systems and placing fan motors outside 
the airstream are important for all local 
exhaust ductwork systems exhausting 
flammable gases and vapors. 

• Provide regular maintenance. If the 
college or studio does not have 
personnel with industrial ventilation 
experience, then hiring an outside firm 
for maintenance is recommended.
In selecting an engineer to design a ven-

tilation system for toxic substances, it is
important to choose someone experienced
in industrial ventilation. Most heating,
ventilating, and air-conditioning engineers
do not have this experience.

Comfort Ventilation
If a studio or office does not use toxic
chemicals that can become airborne, then
the only ventilation needed is for the com-
fort of the inhabitants of the area. This
includes heating and air-conditioning. The
American Society of Heating, Refrigerat-

On roof or in window

Fan

Branch duct
Hood

Hood

Work Area

Work
Area

Main duct

Dust collector

This local exhaust system with two hoods for two work areas captures air-
borne contaminants (particulates or vapors) and draws them away from the
artist



ing, and Air-Conditioning Engineers is the
traditional source of information on com-
fort ventilation through its standard
ASHRAE 62-2001 Ventilation for
Acceptable Indoor Air Quality. 

STORAGE AND HANDLING 
OF TOXIC CHEMICALS

Storage
• Keep the minimum amount of materials 
on hand and purchase in smallest practi-
cal container size in order to reduce risk 
in case of spills or fire, and to minimize 
waste disposal costs. 

• Choose appropriate containers. Avoid 
breakable glass containers whenever 
possible. Acids may corrode metal lids.

• Dyes and other powdered materials that 
come in small paper bags should be 
transferred to solid containers or sealed 
plastic bags to avoid tears in bags that 
could release dust into the air. 

• All containers should be labeled with 
contents and hazards.

• Store art materials safely so they will 
not fall. Hazardous chemicals should not
be stored above eye level. 

• Do not store chemicals that can react 
with each other in close proximity. The 

reactivity section of a Material Safety 
Data Sheet describes the chemical 
incompatibilities of the product. 

• Do not store chemicals in food refrigera-
tors or in food containers. Use separate 
refrigerators, which should be 
explosion-proof if flammable chemicals 
are stored there.

Handling
• Cover containers to prevent liquids from
evaporating and powders from spilling.

• Use a glove box (see diagram above) to 
mix small amounts of powders. This can
be made out of cardboard. Take a card-
board box, put two holes in the sides for
gloved hands, place container of liquid 
and powder inside box, and cover with 
glass or Plexiglas top. The inside of the 
box can be shellacked for easy cleaning.

• Transfer powders carefully to avoid 
getting large amounts of dust in the air.

• Pour liquids carefully to avoid splash-
ing, using a funnel where possible.

• Wear appropriate personal protective 
equipment, such as goggles, gloves, 
NIOSH-approved respirator, and  long- 
sleeved clothing where appropriate.

WORK PRACTICES AND
HYGIENE 

• Do not eat, drink, smoke, apply makeup,
or chew gum in the work area.

• Wash hands after work. Never use 
turpentine or other solvents to clean 
hands; instead use soap and water or a 
safe waterless hand cleanser (obtained 
from a safety supply house). Baby oil 
will remove paint from hands.

• Wear separate clothes in the studio and 
wash them separately from other 
clothes.

Housekeeping
•  Dusts should always be wet-mopped or 
vacuumed, never swept. Sweeping just 
stirs up the dust. 

• Highly toxic dusts like clay dust, 
asbestos, and lead dusts require a special
high efficiency (HEPA) vacuum cleaner 
because very fine dusts go right through 
normal industrial vacuum cleaners. 

• Cement floors should be sealed with 
commercial cement sealers or even paint
to make cleanup easier.

• Dusty work surfaces should be wet- 
mopped daily.

—Michael McCann, Ph.D., C.I.H.,
michael.mccann@att.net
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What’s wrong with this picture? Art supplies can create
health hazards if they are not stored properly. Powdered
materials such as ceramic glazes, pigments, glues, photo
chemicals, and dyes can be a health hazard. Some contain
toxic metals, heavy metal (e.g., cadmium, lead), and other
toxic powders such as silica (in clay). The powders pictured
above are stored in paper and plastic packages that can rip
open easily. They are unlabeled, so their toxicity cannot be
identified. The shelves are coated with loose powder and
dust 

If stored and handled properly, most art materials can be
worked with safely. Label and cover containers for powders.
Purchase powders in small amounts to avoid unnecessary stor-
age of them. Do not store powders (or acids and bases) on
shelves above eye level to avoid the risk of spilling them on or
near your face 
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Toxins can create illness through inhalation, ingestion, or
skin contact. Some chemicals can be absorbed through the
skin. Mix your powders and chemicals safely in a glove box.
You can make a glove box with a cardboard box, a pair of
rubber or heavy-duty latex gloves, and a sheet of Plexiglas.
Cut round holes in the two sides of the box, seal the gloves
into the holes with strong tape (e.g., duct tape) or staples,
and use the Plexiglas as a lid
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WHAT IS A 
MATERIAL SAFETY
DATA SHEET? 

Warning labels that are found on art sup-
plies or their packaging give some informa-
tion about health and environmental haz-
ards of those products, but these labels are
often incomplete or abbreviated. Most man-
ufacturers use the Material Safety Data
Sheet (MSDS) as the primary source of
information about the potential dangers of
products. 

Initially used by health and safety profes-
sionals in the shipbuilding industry but
later adopted by manufacturers in a variety
of industries, the MSDS is a completed
paper form that is prepared by the manu-
facturer of a product containing toxic
chemicals. It typically identifies hazardous
ingredients, provides data on potential fire
and explosion hazards, gives precautions
for the safe handling and use of the prod-
uct, and presents health information and
first-aid instructions, among other things. 
You may obtain an MSDS directly from

the product’s manufacturer: it is as easy as
calling, writing, or e-mailing a company.

Many art-supply or hardware stores keep
MSDSs on file for the products they sell;
you should ask for them when buying your
art materials. 
A good practice for both artists and

school programs is to keep a binder of
MSDSs in the studio, in alphabetical order,
for swift consultation in an emergency.
Such binders should be placed in an acces-
sible, visible location. Artists and studio
administrators should ensure that their
MSDS binders are updated on a regular
basis. 
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WHAT IS
ON A
PRODUCT
LABEL? 

This text is excerpted from Thomas
Ouimet’s Safety Guide for Art Studios, by
permission of United Educators Insurance.
For more information, please visit
www.ue.org.

Two federal labeling standards apply
to art products: the Occupational
Safety and Health Administration

(OSHA) Hazard Communication Standard
and Labeling of Hazardous Art Materials
Act (LHAMA). 
Under the OSHA Hazard Communication
Standard, hazardous art materials, like
other chemical products, must be labeled
with: 1) the common name of the chemical
or product; 2) the name, address, and

emergency phone number of the company
that manufactured the product; and 3) an
appropriate hazard warning, which may
include words such as “danger,” “warn-
ing,” or “caution.” 
“Danger” is reserved for products that

have serious health or safety hazards asso-
ciated with them, such as being highly
toxic, corrosive, or flammable. “Warning”
and “caution” are used on less hazardous
substances. Most labels provide additional
safety information, including a list of spe-
cific potential hazards associated with the
material, protective measures to be used
when handling the material, personal pro-
tective equipment or clothing that should
be worn, first-aid instructions, storage
information, and procedures to follow in
the event of a fire, leak, or spill.
The LHAMA amends the Federal

Hazardous Substances Act (FHSA), which
required manufacturers to evaluate and
label consumer products only for acute (or
immediate) hazards. The LHAMA requires
that information about chronic or long-
term hazards be present as well on the
label of art and craft materials. Manufac-
turers must evaluate their products’ ability
to cause chronic illness and use label
information to warn consumers about
those hazards. The law, which encodes
existing voluntary standards, was needed
because art and craft materials were
exempt from consumer lead laws,
although they could contain lead and other

hazardous substances such as mercury and
cadmium not usually allowed in consumer
products.
Under the LHAMA, all art material

labels must include: 1) a statement that the
product and its labeling conform to ASTM
D-4236. This does not mean that the prod-
uct is safe, only that following the label’s
advice should enable the consumer to use
the product safely; 2) a list of all potential-
ly hazardous ingredients and signal words,
such as “caution” or “danger” (note: man-
ufacturers may consider some ingredients
to be proprietary and therefore are not
required to list those specific ingredients,
even if they are hazardous); 3) chronic
hazard statements that inform the user of
the kind of harm the product might cause,
such as “Cancer Agent” or “Exposure may
cause allergic reaction”; 4) precautionary
statements that tell the user what actions
they must take in order to use the product
safely; 5) a manufacturer’s telephone num-
ber; and 6) a statement that the product is
not appropriate for use by children. 
Note that materials deemed to be “non

toxic” by the certifying toxicologist only
need to have the manufacturer’s name and
address and an ASTM D-4236 confor-
mance statement. Products labeled “non-
toxic” may also contain chemicals for
which there are no chronic toxicity data.
Use all art products with care.
—Thomas Ouimet, C.I.H., C.S.P., Yale
University, tom.ouimet@yale.edu

Book reviews of the 
two primary sources for
artist’s health and safe-
ty—Michael McCann’s
Artist Beware and
Monona Rossol’s The
Artist’s Complete Health
and Safety Guide—are
forthcoming from CAA.
The reviews will be post-
ed to CAA’s website, 
www.collegeart.org.

FORTHCOMING BOOK REVIEWS
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OSHA BASICS 

This text is reprinted with minor editorial
changes from chapter 5 of Michael
McCann’s Art Safety Procedures: A Health
and Safety Manual for Art Schools and Art
Departments (New York: Center for Safety
in the Arts, 1998) by permission of the
author. For more information about
OSHA, see www.osha.gov. The complete
text can be found at www.uic.edu/sph/
glakes/harts/index.htm.

Awide variety of federal, state, and
local agencies administer laws and
regulations on health and safety

that apply to college art departments. In
addition, in case of accident, teachers and
colleges can be subject to lawsuits if negli-
gence is involved, although employees are
sometimes covered under a school’s insur-
ance policy—check with your administra-
tion. This article will discuss the most
important of these laws and relevant gov-
ernment agencies.

INTRODUCTION TO (OSHA)

Employers are required by the federal
Occupational Safety and Health Act of
1970 (OSHAct) “to ensure as far as possi-
ble every working man and woman in the
Nation safe and healthful working condi-
tions.” The Occupational Safety and
Health Administration (OSHA), a federal
agency, has the responsibility for adminis-
tering OSHAct, issuing standards on
health and safety, and carrying out inspec-
tions to enforce the regulations and law.
OSHA can fine employers who do not
comply.
Coverage of OSHAct applies to all pri-

vate employers and their employees in the
fifty states, the District of Columbia,
Puerto Rico, and all other U.S. territories.
In twenty-six states and territories with
OSHA-approved state plans, OSHA has
delegated its authority to enforce OSHAct.
OSHA-approved state plans must cover
state and local government employees.
State plans may also cover private employ-
ers and their employees. Once federal
OSHA has adopted a regulation, these
states must adopt a comparable standard
within six months of the publication date
of a final standard. States and territories

with OSHA-approved state plans include:
Alaska, Arizona, California, Connecticut,*
Hawai‘i, Indiana, Iowa, Kentucky,
Maryland, Michigan, Minnesota, Nevada,
New Jersey,* New Mexico, New York,*
North Carolina, Oregon, Puerto Rico,
South Carolina, Tennessee, Utah, Vermont,
Virginia,* Virgin Islands, Washington, and
Wyoming. (* These state plans cover 
public-sector employees only.)
OSHA does not protect students. It does,

however, apply to students who are work-
ing for the college as studio assistants and
similar jobs. (Schools may want to estab-
lish OSHA regulations as a minimum stan-
dard in protecting students.)

Rights and Responsibilities
Under OSHAct, employers are responsible
for keeping a hazard-free workplace,
knowing and obeying OSHA standards,
informing employees about OSHA and
their rights, keeping appropriate records,
informing OSHA of fatalities and three or
more injuries requiring hospitalizations,
posting citations, and abating citations.
Employees are responsible for following

employer health and safety rules and
OSHA standards, wearing required person-
al protective equipment, reporting haz-
ardous conditions and accidents to their
supervisor, and cooperating with OSHA
compliance officers. 
Employees have the right to see copies

of applicable OSHA standards, to request
information on hazards and precautions, to
request that OSHA make an inspection if it
is believed there are hazardous conditions
or violations of OSHA standards, to have
his or her name kept confidential when 
filing an OSHA complaint, to have an
authorized employee representative present
during inspections, to have access to moni-
toring and medical records, and to not be
discriminated against for exercising these
rights.

OSHA STANDARDS

The General Duty Clause of OSHAct
states that each employer “shall furnish to
each of his employees employment and a
place of employment which are free from
recognized hazards that are causing or are
likely to cause death or serious physical
harm to his employees.” This general duty
clause can be used by compliance officers
when there is no specific OSHA standard.

OSHA also promulgates and enforces spe-
cific health and safety standards. 
OSHA standards cover such areas as

emergency plans, fire safety, machine
guarding, flammable and combustible liq-
uids, spray finishing, welding, sanitation,
toxic and hazardous substances, and so on.
These General Industry Standards are
found in 29 CFR 1910. OSHA standards
are available from OSHA offices or from
www.osha.gov.

TOXIC AND HAZARDOUS 
SUBSTANCE STANDARD

Subpart Z, Toxic and Hazardous Substan-
ces, of the OSHA standards lists the
Permissible Exposure Limits (PELs) for
several hundred chemicals (CFR
1910.1000). The PELs are legal standards.
The original PELs were based on 1968
Threshold Limit Values (TLVs) of the
American Conference for Governmental
Industrial Hygienists (ACGIH). In the late
1980s, OSHA tried to wholesale update its
PELS, but the courts rejected this approach,
saying updates had to be done on a chemi-
cal-by-chemical basis.
TLVs are defined as “airborne concen-

trations of substances and represent condi-
tions under which it is believed that nearly
all workers may be repeatedly exposed day
after day without adverse effect.” One
problem with TLVs for many chemicals is
that the manufacturers of those chemicals
had a major say in the TLV development.
As a result there is considerable controver-
sy over the adequacy of the resulting
TLVs. In addition, they do not protect sen-
sitive workers. In order to apply the
numerical TLVs (or PELs), there must be
air sampling to determine the concentra-
tion in air of that chemical.
In addition to the PELs, Subpart Z has

specific standards for many hazardous sub-
stances, including asbestos, lead, cadmium,
formaldehyde, and many other carcinogens.

INSPECTIONS

OSHA has the right to inspect any work-
place without advance notice. There are
several types of inspections: 
• imminent danger
• fatality and multiple injuries
• valid employee complaints
• special emphasis programs (aimed at 
high-risk industries)
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• random inspection programs.
The OSHA inspector can issue citations

and penalties for violation of OSHA stan-
dards. These cita-
tions usually give
an abatement date
for correction of
the violations. The
size of the penalty
depends on the
type of the viola-

tion, which includes other than serious,
serious, willful, and repeated violations, and
failure to correct a prior violation. The cita-
tion and penalty (or lack of same) can be
appealed by the employer. Employees or
unions can contest abatement times for cor-
recting violations.

EMPLOYEE EXPOSURE ACCESS
AND MEDICAL RECORDS

OSHA requires that employers allow
employees and their designated representa-
tives to examine and copy employee expo-
sure records and medical records (29 CFR
1910.20). Exposure records includes air
sampling and other workplace environ-

mental monitoring data and reports, bio-
logical monitoring results, Material Safety
Data Sheets, and any other information
related to an employee’s exposure to toxic
substances and harmful physical agents.
Medical records means any records con-
cerning the health of an employee, and
includes medical examinations, question-
naires, physician’s opinions, and the like.
To release medical records to designated
representatives such as unions, the
employee must sign a release form.
The employer must keep medical

records for the period of employment plus
thirty years, and employee exposure
records for thirty years.

RECORD-KEEPING AND
REPORTING

OSHA requires that most employers keep
records of occupational illnesses and
injuries on OSHA forms 300 and 301 (29
CFR 1904). Employers with fewer than
ten employees and employers in certain
low-risk industries—including colleges
and universities—do not have to follow
these record-keeping requirements. 

However, if an on-the-job accident
results in the death of an employee or in
the hospitalization of three or more
employees, all employers—including col-
leges and universities—must report the
accident in detail to the nearest OSHA
office within eight hours (29 CFR
1904.39).

VOLUNTARY COMPLIANCE
PROGRAM

OSHA funds a voluntary compliance pro-
gram, usually operated by the state depart-
ments of labor. Under this free program, a
voluntary compliance officer will conduct
an inspection of the workplace at the
request of the employer, and make recom-
mendations for correction of any hazards.
Employers working with this program may
be exempt from OSHA general schedule
enforcement inspections for a period of one
year. The voluntary compliance program
does not report to OSHA any violations
found, except in cases of imminent hazard
that could involve death or serious injury. 
—Michael McCann, Ph.D., C.I.H.,
michael.mccann@att.net
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OSHA HAZARD
COMMUNICATION
STANDARDS 

This text is reprinted from chapter 3 of
Michael McCann’s Art Safety Procedures:
A Health and Safety Manual for Art
Schools and Art Departments (New York:
Center for Safety in the Arts, 1998) by the
permission of the author. For more infor-
mation about OSHA, see www.osha.gov.
The complete text can be found at
www.uic.edu/sph/glakes/harts/index.htm.

The Occupational Safety and Health
Administration (OSHA) Hazard
Communication Standard (29 CFR

1910.1200) applies to all employees in the
United States who are exposed or poten-
tially exposed to hazardous substances at
their workplace. The purpose of the
Hazard Communication Standard is to
ensure that the hazards of all chemicals
produced or imported are evaluated, and
that information concerning their hazards
is transmitted to employers and employees
by means of comprehensive hazard com-
munication programs. Such programs must
include container labeling and other forms
of warning, Material Safety Data Sheets,
and employee training. 

WHO IS COVERED

Because OSHA’s provisions do not apply
to state and local governments in their role
as employers, public employees such as
state college teachers are not covered by
the Hazard Communication Standard
unless they work in a state with an OSHA-
approved state plan. For example, New
York has an approved state plan that cov-
ers public employers, such as state col-
leges, called Public Employee Safety and
Health (PESH). Private colleges are cov-
ered under federal OSHA. 
The twenty-six states and territories with

their own OSHA-approved occupational
safety and health plans must adopt a com-
parable standard within six months of the
publication date of a final standard. These
states and territories include: Alaska,
Arizona, California, Connecticut,*
Hawai‘i, Indiana, Iowa, Kentucky,
Maryland, Michigan, Minnesota, Nevada,

New Jersey,* New Mexico, New York,*
North Carolina, Oregon, Puerto Rico,
South Carolina, Tennessee, Utah, Vermont,
Virginia,* Virgin Islands, Washington, and
Wyoming. Federal workers are covered
under executive order. (* These state plans
cover public-sector employees only.)
The Hazard Communication Standard

preempts all state (in states without
OSHA-approved job safety and health pro-
grams) or local laws that relate to an issue
covered by the federal standard. The only
state worker right-to-know laws authorized
would be those established in states and
jurisdictions that have OSHA-approved
state programs such as, for example, New
York.

WHAT IS COVERED

A chemical is considered hazardous by
OSHA if it poses a physical or health haz-
ard. Health hazards may include both
acute and chronic health effects. Physical
hazards include combustible liquids, com-
pressed gases, explosives, flammables,
organic peroxides, oxidizers, pyrophorics,
and unstable or water-reactive chemicals.
The burden of evaluating chemicals to
determine whether they are hazardous
remains on the chemical manufacturers
and importers who produce or import such
chemicals.
Certain products are not covered under

the Hazard Communication Standard,
including hazardous waste, wood or wood
products, articles (defined as manufactured
items), foods, drugs, or cosmetics intended
for personal consumption in the work-
place, and any consumer product or haz-
ardous substance as defined by the
Consumer Product Safety Act and Federal
Hazardous Substances Act that is used in
the workplace in the same manner as nor-
mal consumer use. 
Although wood and wood products are

exempted from the requirements of the
standard, wood dust is not exempted and is
considered a “hazardous chemical.”

WORKPLACE INVENTORY

The first step in developing a hazard com-
munication program is to assemble an
inventory of all hazardous substances pres-
ent in the workplace. Material Safety Data
Sheets should be obtained for all products
with warnings of any type on the label.

The inventory list should include the prod-
uct name, the manufacturer, hazardous
components, and location where the prod-
uct is used or stored. The type of hazard
(fire, health, etc.) and the amount of the
product would also be useful information
for the inventory. This inventory should be
updated annually.

LABELS

Containers must be labeled with the identi-
ty of the hazardous chemicals and provide
hazard information in the form of words,
pictures, symbols, or a combination there-
of. The purpose of the label is to serve as
an immediate visual warning of the chemi-
cal hazards in the workplace. 
Certain products or chemicals are

exempt from labeling requirements if they
are labeled in accordance with other feder-
al regulations and include pesticides and

Proper ventilation is essential to studio safety. Top: canopy
hoods positioned over ceramic kilns suck contaminated air
away from the kiln to an exterior vent. Above: a duct with a
hood sucks airborne particulates (in this case, sawdust in a
wood shop) away from a worktable. The duct is flexible and
should be placed no more than six inches away from the
work. It can be angled as needed
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consumer products.
If chemicals are dispensed from a large

container into a smaller container, the new
container must be labeled (unless it would
be used up in one day by the person who
dispensed the material in the second con-
tainer).

MATERIAL SAFETY DATA
SHEETS

The college must obtain Material Safety
Data Sheets (MSDSs) on all hazardous
products. These MSDSs are produced by
the manufacturer or importer of a haz-
ardous product. MSDSs are not required
for nonhazardous products, although many
manufacturers of art materials provide
MSDSs for their nonhazardous products,
with a statement saying the product is 

nonhazardous. The manufacturer must pro-
vide distributors and other customers with
MSDSs, upon first purchase of a haz-
ardous product and if the MSDS changes.
Distributors of hazardous chemicals must
automatically provide MSDSs to commer-
cial customers, including colleges.
MSDSs should be stored centrally, as

well as in the area where the product is
used. I recommend storing the MSDSs in a
three-ring binder for easy access.

SIGNAGE

Signs are a useful adjunct to other hazard
communication methods. Signs can be
used in a given area to describe normal
procedures, for example, how to use a
given piece of equipment, or for restric-
tions, for example, that solvents should not

be used in a glaze spray booth. Some
OSHA standards also require warning
signs on rooms restricting access, for
example, rooms with certain carcinogens.
Another major purpose of signs is for

emergencies. Signs should be used to indi-
cate the location of emergency equipment
such as fire extinguishers, emergency
showers, and eyewash fountains. In addi-
tion, signs are required for emergency pro-
cedures, such as evacuation in case of fire
or spills.

TRAINING AND EDUCATION

Under OSHA’s Hazard Communication
Standard, education and training must be
provided to the employee at the time of
the initial work assignment, whenever a
new hazard is introduced into the work
area, or when new information becomes
available. 

Employee Training
Employees must be given information on
the following topics:
• Discussion of employee rights and 
employer responsibilities under the 
OSHA Hazard Communication 
Standard.

• Location of and employee access to the 
written Hazard Communication 
Program, including any inventory lists 
of hazardous chemicals.

• Location of and employee access to 
MSDS collections.

• Instructions in the use and interpretation 
of product labels and MSDSs.

• Operations in the work area where haz-
ardous materials are present.
The training requirements must include

detailed information on hazardous materi-
als stored or used in their workplace,
including:
• Methods and observations employees 
can use to detect the presence or release 
of hazardous chemicals (e.g., appear-
ance, smell, monitoring).

• The physical and health hazards of 
hazardous materials present in the 
workplace.

• Measures employees can take to protect 
themselves, including appropriate work 
practices, emergency procedures, and 
personal protective equipment.
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Student Training
Although the Hazard Communication
Standard requires only training of employ-
ees, I recommend that students also
receive training in the hazards of art mate-
rials and suitable precautions. Besides pro-
tecting students, this training is also essen-
tial for liability reasons.
First-year students should receive a 

hazard-awareness lecture to alert them to
potential hazards and suitable precautions.
A more detailed course at this level is not
likely to be effective, since most of the
students will not have much experience
with the art materials and processes. A
more detailed course—approximately
15–20 hours in length—could be given at
a more advanced level.
Students should be tested in writing on

their knowledge of health and safety, and
copies of these tests kept for documenta-
tion.

WRITTEN HAZARD 
COMMUNICATION PROGRAM

A written hazard communication program
must be developed and implemented for
each workplace. This written program
must describe how the Hazard
Communication Standard will be imple-
mented in your workplace. This written
program must be available to employees,
designated representatives of the employ-
ees, and OSHA and NIOSH (National
Institute for Occupational Safety and
Health). Employers must establish an
information and training program for
employees exposed or potentially exposed
to hazardous chemicals. 
This written hazard communication pro-

gram must include the following:
• Description of hazard determination 
procedures.

• Description of labeling procedures.
• Description of MSDS collection and 
review procedures.

• Description of employee information 
and training programs.

• Description of methods to be used to 
exchange MSDSs and information 
concerning labeling and work practices 
with other employers at the worksite.

• Listing of all hazardous chemicals 
known to be present in the workplace.

—Michael McCann, Ph.D., C.I.H.,
michael.mccann@att.net

EPA REGION 2 
COLLEGE/UNIVERSITY
INITIATIVE

This article briefly outlines the College/
University Initiative in EPA Region 2,
which covers New Jersey, New York,
Puerto Rico, the Virgin Islands, and seven
tribal nations. This text was adapted from
www.epa.gov/region2.

In 1999, EPA Region 2 began focusing
its attention on colleges and universi-
ties because we found that many such

institutions were not aware of their respon-
sibilities under various environmental
laws. In some cases, this lack of awareness
put faculty, staff, and students at risk. For
example, at one university we found two
jars of crystallized picric acid in a chemi-
cal storage room. (Dry picric acid is a
shock-sensitive explosive capable of
releasing energy on a level similar to
dynamite.) At another school, an art stu-
dent’s hands, forearms, and clothes were
covered with blue paint. The student was
unaware that the paint he was using con-
tained a metal compound to produce the
brilliant blue color, or that this compound
might be dangerous and toxic. 
Our College/University Initiative (see

www.epa.gov/region02/p2/college) aims
to improve the environmental performance
of academic institutions. This goal will be
accomplished using the following integrat-
ed strategy that combines compliance
incentives, environmental assistance, and
enforcement: 
1. Encourage colleges and universities to

perform voluntary self-audits (see www
.epa.gov/Region2/capp/cip/policy.htm) of
their campuses and disclose any violations
found to the EPA in return for reduced
penalties under the EPA’s policy if certain
conditions are met. In accordance with our
audit policy, we may at least partially miti-
gate the gravity-based portion of a civil
penalty for a regulated entity that meets at
least eight of nine conditions as laid out in
its policy (specifically, conditions num-
bered 2 through 9 in the policy). Gravity-
based penalties are completely mitigated
for those facilities that meet all nine condi-
tions.
2. Provide outreach to colleges and uni-

versities to increase their awareness of 

environmental regulations and to encour-
age them to develop environmental man-
agement systems and implement pollution
prevention opportunities. EPA Region 2
sent letters to schools telling them about
the initiative and providing information on
available compliance assistance resources.
The EPA also held environmental-compli-
ance and pollution-prevention workshops
for colleges and universities in partnership
with state environmental agencies and
trade and professional associations.
Presentations from these seminars can be
downloaded, and a fact sheet on frequently
asked questions from these seminars is
available atwww.epa.gov/region02/p2/
college/qa.htm. 
3. Conduct inspections of those colleges 

and universities that did not take advan-
tage of the Voluntary Audit Policy and
take appropriate enforcement action. 
Other EPA regions have developed simi-

lar programs, and artists and institutions
are encouraged to learn more about com-
pliance issues in their area. To locate the
EPA office in your region, please see
www.epa.gov.

EHS MANAGEMENT 
SYSTEMS FOR ARTS
PROGRAMS 

Some art schools and universities are
beginning to implement an environmental,
health, and safety management system
(EHSMS or EMS) to ensure compliance
with federal EPA laws and local standards.
For a larger university with many different
departments, the EMS should include envi-
ronmental monitoring and compliance
within a range of disciplines, including not
only studio art but also chemistry, med-
ical, and agriculture schools.

Implementing an integrated environ-
mental, health, and safety management
system is a good business practice that

can manage risks and provide a consistent
management strategy at decentralized
institutional organizations such as schools.
Understanding what such a system is—and
what its benefits are—can help organiza-
tions manage and achieve “beyond com-
pliance” objectives.
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The phrase “environmental, health, and
safety management” incorporates a broad
range of disciplines, internal and external
processes, and various programs that an
organization must implement and sustain
to comply with dynamic regulatory
requirements, satisfy stakeholders such as
students, faculty, and alumni, and add
value to its programs.
Over the past decade, the concept of an

EMS has been formally recognized in a
number of models. These include the U.S.
Environmental Protection Agency’s Code
of Environmental Principles (CEMP) for
federal facilities; the European Union’s
Eco-Management and Audit Scheme
(EMAS); the American Chemistry
Council’s Responsible Care codes of prac-
tice and standard of care; and the Internat-
ional Organization for Standardization’s
(ISO) 14001 Environmental Management
System specification and Occupational
Health and Safety Assessment Series
(OHSAS) 18001 health and safety man-
agement system. Recognizing the value of
a management systems approach, the
Environmental Protection Agency (EPA)
Region 1 has initiated a College and
University Integrated Strategy (see
www.epa.gov/NE/assistance/univ/
index.html) that promotes the implemen-
tation of EMSs to achieve and exceed

compliance, and that fosters continuous
improvement in environmental perform-
ance. EPA Region 2 also recently intro-
duced its College/University Initiative;
other EPA regions have begun to follow.
Over the years, competitive advantage,

customer preferences, and supply-chain
requirements have prompted private-sector
organizations to adopt these standards. To
date, thousands of organizations have “reg-
istered” with the ISO 14001 EMS stan-
dard. In the public sector, President Bill
Clinton signed Executive Order 13148 in
April 2000, entitled “Greening of the
Government,” mandating federal agencies
to develop, implement, and sustain EMSs
to improve environmental performance
and compliance management. In recent
years and in response to this trend, institu-
tions have implemented and, in some
cases, obtained third-party registration to
standards. Many of these institutional
EMS implementation efforts were not vol-
untary but were required as part of an EPA
settlement agreement for noncompliance
under a Supplemental Environmental
Project (SEP).

WHAT IS AN EMS?

An EMS, as defined by ISO 14001, is
“The portion of the overall management

system which includes organizational
structure, planning activities, responsibili-
ties, practices, procedures, processes, and
resources for developing, implementing,
achieving, reviewing, and maintaining the
environmental policy.”
An EMS may be thought of as a man-

agement framework that enables any
organization, regardless of size, type, or
market, to identify, assess, and monitor the
environmental impacts of its activities,
products, and services. The EMS provides
a structured approach to setting environ-
mental objectives and targets and continu-
ally improving environmental programs.
Most importantly, it becomes part of the
organization’s overall management system,
an integral aspect of one’s core business.
In short, the EMS makes good business
sense while protecting the environment.
The central theme of a number of EMS

models is the commitment to continual
improvement, commonly referred to as
“Plan-Do-Check-Act.” Using this type of
model ensures that environmental issues
are systematically identified, quantified,
controlled, and monitored. A main devel-
opment objective of the EMS is to provide
a framework for an overall, strategic
approach to an organization’s environmen-
tal policy, plans, and actions. The underly-
ing philosophy is that the requirements of

Bad planning: The vent that expels air from the studio building is positioned right over the air intake for the library.
Contaminated air exiting the studio will pass directly into the library, which has a closed air-circulation system

Bad planning: This studio has an emergency shower to pro-
tect artists in case of fire or chemical burn. This is good
practice. However, the shower has been placed over a wall
electrical switch. If the injured artist is standing in water in
the shower, he or she risks electrocution
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an effective EMS are the same, regardless
of the entity or organization implementing
the system.

BENEFITS OF EMS

An EMS provides the framework.
Regardless of the model, an EMS offers
benefits to institutional organizations that
can be grouped into three areas: compli-
ance and risk reduction, value, and stew-
ardship.

Compliance and Risk Reduction
An effective EMS reduces the organiza-
tion’s risk by establishing effective plan-
ning, along with recognition of and
response to regulatory considerations. This
process establishes compliance as mini-
mum criteria. In addition, a proactive, for-
ward-focused EMS identifies future chal-
lenges and issues and prepares the organi-
zation to respond and adapt to these
requirements. By far, the greatest potential
benefit of an EMS is the possibility of
reducing audits and inspections by regula-
tory agencies such as the EPA.

Value
When an effective EMS is in place, the
result is efficiency. Resources are properly
allocated, trained, and focused. Systems
deliver information that stimulates and
supports decision-making and the use of
enabling technologies. Planning activities
are focused “over the horizon” on strategic
information. Operational activities are
focused on monitoring and sustaining
processes to ensure that work is performed
in consonance with governing permits and
authorizations. An EMS can help a pro-
gram identify, reduce, and eliminate haz-
ardous materials.

Stewardship
Institutions have the responsibility to edu-
cate and shape future generations through
their curriculum. Faculty, students (both
current and future), and other parties have
an enhanced awareness of the concept of
environmental stewardship, including
reducing the use of energy, water, and
waste materials and eliminating the use of
toxic and hazardous products or switching
to environmentally friendly products.
Integration of these concepts into an insti-
tution’s core curriculum ensures that stew-
ardship concepts are promoted and

embraced. Many students now consider
this an important factor when selecting an
art program. 

EMS DESIGN AND 
IMPLEMENTATION

An institution designing an EMS should
consider the following:
1) Identify your wide range of stake-

holders, including administration, faculty,
students, alumni, neighbors, and communi-
ty. Each of these constituent groups has
varying knowledge of EHS issues.
2) Develop policies and programs that

are appropriate to a transient student popu-
lation with limited knowledge of EHS
requirements. These groups require train-
ing on EMS elements and have a growing
awareness of sustainability issues such as
recycling, energy conservation, and so on. 
3) Provide training for your faculty and

staff, who will oversee operations and
processes with significant EHS require-

ments in addition to their teaching duties.
Faculty members are often called upon to
“manage” operations such as studios,
research labs, and related facilities, in
addition to their research and teaching
commitments. They must feel committed
to the EMS goals.
4) Integrate your fragmented depart-

ments and facilities with a wide range of
processes. Colleges and universities should
provide hands-on training through applica-
tion of leading research and development
processes and equipment, which are often
spread over large campuses or satellite
research facilities; schools require a flexi-
ble management system that allows for
effective compliance management within a
decentralized organizational setting.
—Brian Lesinski, a consultant to institu-
tions on EMS development, is the New
England operations manager and director
at EA Engineering, Science, and
Technology, Inc. He can be reached at
401-736-3440 or blesinsk@eaest.com.

POLICY
An organization should develop a formal
EMS policy that:
• Reflects the commitment of the top 
management or administration.

• Is consistant with the institution’s goals and
missions. 

• Is reviewed periodically and can be revised 
as necessary.

PLANNING
The EMS plan should:
• Identify regulatory and/or legal 
requirements.

• Focus on regulatory compliance.
• Identify the environmental aspects of the 
program’s activities, products, and services.

• Identify risks.
• Establish finite, well-defined objectives and
targets.

• Develop an environmental management 
program for sustainability.

IMPLEMENTATION AND OPERATION
The organization should develop the 
capability to support the EMS structure 
by establishing:
• Structure and responsibility.
• Training, awareness, and competence 
requirements.

• Communication pathways.

• Documentation, document control, and 
record-keeping procedures.

• Operational controls to govern both normal 
and abnormal (or emergency) operating 
conditions.

• Emergency procedures.

CHECKING AND CORRECTIVE ACTION
The organization should measure, monitor,
and evaluate its EMS performance by:
• Monitoring and measuring compliance.
• Establishing nonconformance and 
corrective and preventable action programs.

• Conducting EMS audits.

MANAGEMENT REVIEW
The organization should review and continu-
ally improve its EMS, leading to improved
overall environmental perfomance and cost
efficiency by:
• Performing management reviews to ensure 
effectiveness and efficiency.

• Documenting reviews and corrective actions.
• Reviewing results of past audits.
• Monitoring the extent to which its 
objectives and targets are met.

• Updating priorities based on changing 
circumstances and concerns of stake-
holders.

ELEMENTS OF A GENERAL EMS MODEL
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WORKING WITH
THE LAW AND
WITH YOUR 
INSTITUTIONAL
COUNSEL

Steven J. McDonald is general counsel at
the Rhode Island School of Design. He
notes that the information in this article is
general in nature and should not be relied
on as specific legal advice concerning
your individual situation. If you have spe-
cific legal questions, he recommends (not
surprisingly) that you consult your lawyer!

College and university art programs
implicate a number of health, safe-
ty, and environmental laws and reg-

ulations, but the institutions that run these
programs frequently fail to comply with
their legal responsibilities. More often than
not, those failures result not from willful
noncompliance, but from frustration with
the complexity of the law, fear of its uncer-
tainties, and a feeling either (hopeless) that
you’ll never get it right anyway or (hope-
ful) that maybe it will all just go away if
you don’t pay it any attention. Faculty and
administrators also sometimes hesitate to
consult the institution’s lawyers, on the
assumption that they always “just say no,”
without regard to the effect of their edicts
on the educational program.
A string of recent Environmental Protec-

tion Agency (EPA) citations and settlements
involving art programs demonstrates that
none of these reasons constitutes a valid
excuse for noncompliance. (Columbia
University, Long Island University, and
Pratt Institute, for example, recently agreed
to pay a total of some $300,000 to settle
various EPA complaints.1)Fortunately, deal-
ing successfully with the law and with
lawyers is not nearly as daunting as it may
seem. Here are some tips for doing so:
1. Be realistic about what you can do,

and do it. In all probability, no college or 
university has ever achieved—or is likely
ever to achieve—100 percent compliance
with all applicable health, safety, and envi-
ronmental requirements. The laws 

and regulations can be complex, arcane,
and even conflicting; they are almost con-
stantly changing, even before the existing
ones are understood; and the people who
must comply with them are human beings,
which is to say inherently fallible.
Complicating matters still further is the
highly decentralized structure of most col-
leges and universities, which makes it diffi-
cult even to be aware of the potential prob-
lems, let alone to attempt to control and fix
them. An art program may need to coordi-
nate its efforts with other departments with-
in the institution that also deal with haz-
ardous materials and processes, such as lab-
oratories and maintenance facilities.
The fact that you can’t achieve perfection

doesn’t mean that you should wait until you
can figure out how to do so before proceed-
ing. For all of these same reasons, the regu-
lators and courts that enforce the require-
ments don’t expect perfection, either. What
they do expect is an earnest, good-faith
effort. Colleges and universities that make
one, but that also make a mistake in the
process, are more likely to get the benefit of
the doubt than those whose violations are
negligent or willful. For example, the EPA
has the authority to, and generally does,
waive most or all of the potential penalties
for institutions that voluntarily disclose and
correct violations through the EPA’s self-
audit program. The agency is also willing to
work with schools to develop useful educa-
tional programs and projects in lieu of some
fines. In law, as in life, good karma usually
is rewarded.
The key, then, is to proceed, even if

you’re not absolutely sure exactly how to
go about it. As the Prussian general Carl
von Clausewitz once remarked, “The great-
est enemy of a good plan is the dream of a
perfect plan.” Or, to quote Nike, “Just do
it!” (Other articles in this newsletter, and
the websites and other resources listed in
the back, will help you to begin planning
your assessment of specific health and safe-
ty issues for your school.)
2. Take a risk-management approach.

Probably the best way to determine where
to begin and how to proceed is to follow
two basic principles of risk management:
First, prioritize and deal with what you
can. Start with the problems that are the
biggest in scope and the most readily sus-
ceptible of solution, and only then tackle
the ones that are either minute or impossi-
ble. Getting some easy wins under your
belt will be a good confidence builder; try-

ing to do everything at once is the surest
path to frustration, paralysis, and failure.
Second, don’t focus solely on the law. It

is a maxim of risk managers that risk con-
sists not only of the bad things that might
happen, but also of the good things that
might not happen. The goal of risk man-
agement is to avoid, or at least to balance,
both. When you have choices about how
to proceed—and you almost always will—
it is both appropriate and advisable to
weigh their respective costs, demands on
time and resources, pedagogical impacts,
and so forth before settling on a solution.
3. Keep your lawyer in the loop, but

also on a leash. Your institution’s lawyer
is your friend—and sometimes, in difficult
situations, your best and most reliable one.
Unlike those who have programmatic
responsibilities, your counsel has no agen-
da other than to help you achieve your
goals. However, unless consulted—prefer-
ably early and often—your lawyer won’t
be able to give you the best advice on how
you can do so. So involve your institution-
al counsel from the first planning stage. 
Keep in mind, though, that a lawyer’s

sole authority is just that—to give advice,
not to issue edicts. It is within your
purview, and perfectly appropriate, to reject
legal advice. As long as you do so con-
sciously and with deliberation, your lawyer
will be happy to back you up to the extent
possible. The institution’s counsel also will
be happy to serve as an excuse for an
unpopular decision that you have chosen to
make, but does not deserve blame for one
that has been made by default. Your lawyer
did not write the law, and the decision how
to comply with it ultimately is yours.
If your lawyer does “just say no,” it may

be time to find another lawyer, or it may
be that you are asking the wrong ques-
tions. Instead of asking your lawyer “Can I
do X?”—a question that implicitly cedes
your decision-making authority—ask
“How can I do X?” That question honors
your respective roles and allows your
lawyer to do what lawyers do best—help-
ing you achieve the goals that you set with
the least amount of legal risk.
Health, safety, and environmental waste

disposal requirements present a number of
legal risks and potential liabilities that you
cannot avoid, but if you follow this
approach, you will be well on your way to
minimizing them.
—Steven J. McDonald

1. For further information on these settlements, see “Long Island
U. to Pay Fines and Offer Seminars in Deal With EPA Over
Hazardous Waste,” Chronicle of Higher Education, June 3, 2004,
and further articles cited there. 
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THE STATE OF EHS
AT RISD

Alan Cantara is the environmental, health,
and safety manager at the Rhode Island
School of Design (RISD), one of the lead-
ing U.S. art schools in promoting safety in
the arts.

During the sixteenth century,
Bernardo Ramazzini began to
study illnesses associated with

different professions. A practicing physi-
cian and professor of medicine at the
University of Modena in Italy, Ramazzini
published his findings in The Diseases of
Workers (1700; rev. 1713). This book,
which earned its author the title of “Father
of Industrial Hygiene,” was the first work
to describe diseases connected with specif-
ic professions of the day. A man clearly
ahead of his time, Ramazzini identified
occupational hazards such as the lead poi-
soning of potters, silicosis of stonemasons,
heavy-metal diseases among metal work-
ers, and eye trouble of gilders, printers,
and other graphic artisans. He also noted
conditions caused by stresses placed on
the body from awkward postures or exces-
sive loads—what we now call ergonomics. 
All of the diseases identified by

Ramazzini still exist today, but now they
can be avoided or treated. The advances in
our ability to recognize, evaluate, and pre-
vent occupational and environmental dis-
eases mirror the tremendous progress in
other scientific endeavors during the past
four hundred years. Ramazzini would be
proud of his legacy.
Most of the occupations Ramazzini eval-

uated involved crafts, many of which are
now studied at the Rhode Island School of
Design. At RISD, the environmental,
health, and safety (EHS) department works
with faculty and staff to teach environmen-
tal responsibility and safe working habits.
RISD’s goal is to produce artists who are
aware and knowledgeable of their impact
on the environment and other living crea-
tures. By establishing responsible habits in
the classroom, our graduates can later apply
this knowledge to their chosen professions.
EHS regulations and best practices are
embedded into the college’s culture, and the
administration is fully committed to these
programs. This has established the RISD
studio environment as one of the best
among arts colleges in the country. How

does the program work?
If you walk into RISD studio spaces

today, you will find EHS information
boards at the entrances. Here, we have
posted our policies, procedures, and best-
management practices specific to the
departments where they are installed. We
also provide labeled containers for waste,
proper cabinets for materials storage, col-
lection bins for empty aerosol cans, emer-
gency phone numbers listed near tele-
phones, well-stocked first-aid kits, and
appropriate personal protective equipment
(such as gloves, safety glasses, etc).
The mission of the RISD EHS depart-

ment is to ensure compliance with existing
environmental and safety regulations,
reduce exposure to materials, and institute
future environmental and safety projects.
Compliance to regulations is the minimum
requirement; anything less is unacceptable.
Institutions must first ensure that they
have adequate programs in place for the
materials used and processes that occur on
campus. For example, are there programs
to monitor, inspect, and dispose of all
wastes generated on campus? What about
the power plant that uses oil and natural
gas to heat buildings and provide steam
energy for some processes? Is there an
adequate means of tracking fuel usage for
regulatory reports? Checklists, inspections,
and monitoring must be maintained by
schools to ensure compliance.
Beyond compliance lie the mid-level

issues: materials substitution and resource-
use minimization. At this level, considera-
tions include creating and maintaining
resources to instruct students on how to
purchase and use the right materials in the
right amounts. 
The final component is stewardship, to

enhance the quality of life for employees,
faculty, students, and the neighboring
community.

COMPLIANCE EFFORTS

RISD has substantially improved building
ventilation systems in the past several
years, and more upgrades are underway.
For instance, when designing the painting
department ventilation system, we hired an
industrial hygienist to review the building
plans and determine the best way to mini-
mize exposure to some potentially harmful
art materials. The building design now
includes break rooms located on each floor
for students to eat and drink, as well as a

consolidated materials-handling area for
projects requiring additional ventilation.
More importantly, RISD has committed

to writing and implementing an environ-
mental management system (EMS).
Strongly supported by the Environmental
Protection Agengy, EMSs are on the lead-
ing edge of environmental programs. When
completed, RISD’s EMS will be a cus-
tomized blueprint detailing how we run the
environmental aspects of the college,
addressing both routine and nonroutine
environmental issues. This plan will include
everything, from ensuring that proper
mechanisms are in place for tracking com-
pliance to implementing stewardship pro-
grams. The EHS department set a goal to
make RISD one of the first colleges in the
nation, and certainly the first arts college, to
have a certified EMS. Third-party certifica-
tion is planned for the 2004–5 school year. 
To keep EHS information readily avail-

able and accessible, the EHS department
maintains a website at http://intranet.risd
.edu/departments/default.asp
?department=Environmental_Health
_and_Safety.

WASTE MINIMIZATION AND
MATERIALS SUBSTITUTION

RISD presently recycles approximately 18
percent of all waste generated on campus.
Some believe that this number should be
as high as 40–50 percent. If our EMS
Steering Committee determines that this is
a realistic goal, we will secure resources to
improve our recycling performance.
As an innovative best-management proj-

ect, RISD has installed nine brush-clean-
ing stations in the painting and illustration
departments. These stations are designed
to circulate a safe cleaning solvent within
a tank. The solvent can be used repeatedly,
reducing emissions and odors in our stu-
dios and diminishing students’ need to
handle solvents.
RISD’s EHS department has also been

working with both the academic and sup-
port-services divisions on campus to
replace toxic materials with safer alterna-
tives for human health and our environ-
ment. For example, we eliminated the use
of mercury-containing mold-making resins
in favor of a “green-line” of similarly per-
forming resins. Also, the textiles depart-
ment has replaced acetic acid with the less-
obnoxious citric acid used in the mixing of
fabric dyes.
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WEB RESOURCES 

Below is a list of websites with helpful information
on environment, health, and safety for the artist and
art school. Links to these sites are presented as a
convenience, and CAA is not responsible for the
accuracy or inaccuracy of the information.

U.S. GOVERMENT

Environmental Protection Agency (EPA)
www.epa.gov

National Institute for Occupational Safety and
Health (NIOSH)
www.cdc.gov/niosh/about.html

Occupational Safety and Health Administration
(OSHA)
www.osha.gov

LISTSERVS

Association of Independent Colleges of Art and
Design (AICAD)
http://groups.yahoo.com/group/AICADEHS/ 

University of Vermont Safety
http://list.uvm.edu/archives/safety.html

WEBSITES WITH LINKS,
RESOURCES, AND INDEXES

Art & Creative Materials Institute, Inc. 
www.acminet.org

Arts, Crafts, and Theater Safety
www.caseweb.com/acts

Campus Consortium for Environmental
Excellence
www.c2e2.org

City of Tuscon: Health and Safety in the Arts
www.ci.tucson.az.us/arthazards/studio.html

Center for Research on Occupational and
Environmental Toxicology 
www.croetweb.com

Environmental Virtual Campus
www.c2e2.org/evc/

North American Art Materials Trade Association
www.namta.org/index.cfm

Rhode Island School of Design
http://intranet.risd.edu/departments/default.asp
?department=Environmental_Health_and_Safety

Rochester Institute of Technology
http://wally.rit.edu/pubs/guides/healthhaz.html

True Art Information
www.trueart.info/hazards.htm

University of Chicago Health in the Arts Program
www.uic.edu/sph/glakes/harts/index.htm

Other waste minimization projects under
consideration by the EMS Steering
Committee include reducing greenhouse gas
emissions from our power plants, compost-
ing cafeteria food wastes, addressing com-
muter issues by supporting or providing
alternate-fueled vehicles for campus depart-
ments, and ensuring wood products used by
students are from renewable forests.

STEWARDSHIP

Funded by a grant from United Educators,
the EHS department collaborated with
Thomas Ouimet of Yale University to create
a Safety Video. Filmed mostly in RISD stu-
dios, the short film introduces students to
workspace safety issues. The finished video
has been distributed to more than five hun-
dred other schools since its release in 2003.
RISD works with other institutions, reg-

ulators, and the larger community on pro-
grams that will greatly improve the envi-
ronment. For example, we collaborated
with the Narragansett Bay Commission to
write a guide entitled “Best Management
Practices for Fine Art Painting Studios.”
This guide will be available to all fine arts
painters in southern New England. 
The EHS department also worked with

the Rhode Island Department of Education
to develop “Rules and Regulations for
School Health Programs.” These proposed
government regulations address vision
screening, latex glove use, and school safe-
ty plans; they also include a list of prohib-
ited chemicals that will be sent to all pub-
lic schools in the state. Schools will ulti-
mately be safer places to learn, and stu-
dents will have less potential for exposure
to hazardous and toxic materials.
—Alan Cantara, acantara@risd.edu



Vermont Safety Information Resources
http://siri.org/

Westfield State College
www.lib.wsc.ma.edu/artmats.htm

MSDS INFORMATION

www.osha.gov/dsg/hazcom/finalmsdsreport.html

www.ilpi.com/msds/

www.lehigh.edu/~kaf3/guides/msds.html

www.msdssearch.com

SELECT BIBLIOGRAPHY 

Below is a select list of books and publications that
contain helpful information on health and safety for
the artist, the studio, and the environment. The list is
not exhaustive; please send additional titles to
caanews@collegeart.org for posting on CAA’s web-
site. Some of these texts may be out of print or oth-
erwise unavailable commercially; please contact the
publisher or check your public, school, or institution-
al library.
Additionally, ACTS Facts is published monthly by

the Art, Crafts, and Theater Safety. Art Hazards
News was published from 1977 to 1998 by the now-
defunct organization Center for Safety in the Arts.
Your library may hold back issues. 
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New York: Center for Safety in the Arts, 1992.

Barazani, Gail Coningsby. Safe Practices in the Arts
and Crafts: A Studio Guide. New York: College Art
Association of America, 1978. 
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Powell, eds. Patty’s Toxicology. 5th ed. New York:
Wiley, 2001.    
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McGrane. Ventilation: A Practical Guide for Artists,
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Nick Lyons Books, 1987.

Disposal of Small Volumes of Photographic Process-
ing Solutions. Rochester, N.Y.: Eastman Kodak, 1986.

Gosselin, Robert E. Clinical Toxicology of
Commercial Products. 5th ed. Baltimore: Williams
and Wilkins, 1984. 

Health and Safety in Ceramics: A Guide for
Educational Workshops and Studios. 2nd ed. New
York: Pergamon Press, 1986. 

Howard, Keith. Non-Toxic Intaglio Printmaking.
Grand Prairie, Alberta: Printmaking Resources, 1998.

Howard, Keith. Safe Photo Etching for Photogra-
phers and Artists. Alberta, Canada: Wynne
Resources, 1991.

Howard, Keith. The Contemporary Printmaker:
Intaglio Type and Acrylic Resist Etching: Contemp-
orary Intaglio Printmaking (Mansfield, Ohio: Atlas
Books, 2003).

Industrial Ventilation: A Manual of Recommended
Practice. 24th ed. Cincinnati: American Conference
of Government Industrial Hygienists, Committee on
Industrial Ventilation, 2001.

Johnson, Lois M., and Hester Stinnett. Water-Based
Inks: A Screenprinting Manual for Studio and
Classroom. Philadelphia: Philadelphia College of the
Arts, Printmaking Workshop, 1987. 

Kiln Safety. Westerville, Ohio: Orton Ceramic
Foundation, 1990.

Lewis, Richard J. Sax’s Dangerous Properties of
Industrial Materials. 10th ed. 3 vols. Hoboken, N.J.:
John Wiley and Sons, 2000.

Lewton-Brain, Charles. Jewelry Workshop Safety
Report. Calgary: Brain Press, 1999.

Making Darkrooms Saferooms: A National Report on
Occupational Health and Safety. Durham, N.C.:
National Press Photographers Association, 1989.

McCann, Michael. Art Safety Procedures: A Health
and Safety Manual for Art Schools and Art Depart-
ments. New York: Center for Safety in the Arts, 1998.

McCann, Michael. Artist Beware. 2nd ed. New York:
The Lyons Press, 1992.

McCann, Michael. Health Hazards Manual for Artist,
5th ed. Guildford, Conn.: The Lyons Press, 2003.

McCann, Michael. School Safety Procedures for Art
and Industrial Art Programs. New York: Center for
Safety in the Arts, 1994. 

Medford, Marsha Kay. Respiratory Health Hazards
of Artists in Their Studios. Ann Arbor, Mich.:
University Microfilms, 1989. 

Perry, Rosemary E. Potters Beware: Control of
Hazards Encountered in Making, Glazing, and
Firing Ceramics. Tauranga: New Zealand Society of
Potters, 1996.

Qualley, Charles A. Safety in the Artroom. Worcester,
Mass.: Davis Publications, 1986. 

Rempel, Siegfried, and Wolfgang Rempel. Health
Hazards for Photographers. New York: The Lyons
Press, 1992.

Reproductive Hazards in the Arts and Crafts. New
York: Center for Occupational Hazards, 1986.

Rossol, Monona. Keeping Clay Work Safe and Legal.
Washington, D.C.: National Council on Education in
the Ceramic Arts, 1996.

Rossol, Monona. The Artist’s Complete Health and
Safety Guide. 3rd ed. New York: Allworth Press, in
association with the Graphic Artists Guild, 2001.

Rossol, Monona, and Ben Bartlett. Danger! Artists at
Work. 2nd ed. Port Melbourne, Australia: Thorpe
Publishing, 1996.

Seeger, Nancy. Printmaker's Guide to the Safe Use of
Materials. Chicago: School of the Art Institute of
Chicago, 1984.

Shaw, Susan, and Monona Rossol. Over-exposure:
Health Hazards in Photography. 2nd ed. New York:
Allworth Press, 1991. 

Spandorfer, Merle, Deborah Curtiss, and Jack
Snyder. Making Art Safely: Alternative Methods and
Materials in Drawing, Painting, Printmaking,
Graphic Design, and Photography. New York: Van
Nostrand Reinhold, 1996. 

Waller, Julian A. Safe Practices in the Arts and
Crafts: A Studio Guide. 2nd ed. New York: College
Art Association of America, 1985.    

What You Should Know about Health and Safety in
the Jewelry Industry. Providence, R.I.: Jewelry
Workers Health and Safety Research Group, 1980.

LIBRARY CATALOG SUBJECT
HEADINGS 

These subject headings may be used to find books
and periodicals in an electronic card-catalogue search
at your library.

Artisans – Diseases
Artisans – Health and Hygiene
Artists – Diseases
Artists – Health and Hygiene
Artists – Health Risk Assessment
Artists’ Materials – Safety Measures
Artists’ Materials – Toxicology
Artists Studios – Safety Measures
Ceramic Industries – Health Aspects
Ceramic Industries – Hygenic aspects
Ceramic Industries – Safety Measures
Ceramic Materials – Safety Measures
Ceramic Materials – Toxicology
Decorative Arts – Safety Measures 
Handicraft – Materials – Toxicology 
Hazardous Substances
Jewelers – Health and Hygiene
Jewelers – Supplies – Toxicology 
Jewelry – Trade – Safety Measures 
Jewelry Making – Safety Measures
Photographers – Health and Hygiene 
Photography – Developing and Developers – Health 

Aspects 
Photography – Health And Hygiene
Photography – Materials – Toxicology 
Photography – Processing – Health Aspects 
Photography – Safety Measures 
Photography – Studios and Darkrooms – Safety 

Measures 
Potters – Health and Hygiene
Printing, Practical – Safety Measures 
Printmakers – Health and Hygiene 
Prints – Materials – Safety Measures
Ventilation
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ADVOCACY
UPDATE

DESTRUCTION OF 
ORTHODOX AND 
MUSLIM MONUMENTS 
IN THE BALKANS

Several Serbian Orthodox churches in
Kosovo and several mosques in Serbia
were damaged or destroyed during riots in
late March 2004. According to the New
York Times, NATO troops did little or
nothing to protect the sites. Cultural
Heritage Without Borders, a Swedish non-
profit arts organization, has produced a list
of the recent damage to cultural heritage
sites in the Balkans, which is available on
our website at www.collegeart.org/caa/
advocacy/BalkanHeritageDestruct.pdf.

REPORT FROM WASHINGTON:
HUMANITIES ADVOCACY DAY
AND ARTS ADVOCACY DAY

CAA cosponsored this year’s Humanities
Advocacy Day (March 15–16, 2004), host-
ed by the National Humanities Alliance,
and Arts Advocacy Day (March 29–31,
2004), hosted by Americans for the Arts;
both took place in Washington, D.C. These
two events brought together a broad cross-
section of national cultural organizations,
academics, and grassroots arts leaders to
promote the arts, arts education, and the
humanities to Congress by requesting
increased support for federal cultural 
agencies.
CAA member Phoebe Farris of Purdue
University joined CAA Executive Director
Susan Ball for Humanities Advocacy Day.
They visited the offices of key members 
of the Senate and the House Interior
Appropriations Subcommittee, which
deals directly with funding for federal cul-
tural agencies, in addition to meeting other
legislators. Farris, Ball, and other humani-
ties advocates from around the country
called for Congress to support President
George W. Bush’s budget request of $162
million for the NEH in fiscal year (FY)
2005. This funding will support, among
other things, the We the People initiative
to enhance understanding of American his-
tory and culture; education programs to

strengthen teaching and learning in
schools, colleges, and universities; preser-
vation and access grants to save unique
historical, cultural, and intellectual
recourses; and challenge grants to
strengthen the institutional base of the
humanities.
At Arts Advocacy Day, newly elected
CAA President Ellen K. Levy joined CAA
representatives Marta Teegen and Rebecca
Cederholm on Capitol Hill to promote sev-
eral important arts policy matters. They
urged Congress to support a budget of
$170 million for the National Endowment
for the Arts (NEA) in FY 2005, including
President Bush’s request for $18 million to
fund American Masterpieces, a major new
initiative at the NEA that will combine arts
presentations with education programming
to provide Americans with access to their
cultural and artistic legacy.
Levy and Cederholm visited the offices
of Senator Hillary Clinton (D-NY),
Representative Louise M. Slaughter (D-
NY), and Representative Jerrold L. Nadler
(D-NY), among several others, to urge
them to continue supporting legislation
that would allow artists to take a fair-
market-value tax deduction for works of
art donated to nonprofit institutions. Levy,
Cederholm, and other arts advocates also
called on Congress to require the U.S.
Citizenship and Immigration Services
(USCIS) to adopt immediate reforms that
would ensure timely processing of visa
petitions related to nonprofit arts groups.
Many nonprofit organizations confront
untenable delays and uncertainties while
getting approval of visa petitions for inter-
national guest artists and scholars. 
Teegen visited members of the House
Ways and Means Committee to discuss the
Emergency Protection for Iraqi Cultural
Antiquities Act of 2003. As reported in the
May issue of CAA News, the Senate
passed legislation that gives the president
the authority to impose restrictions that
prevent the import of cultural materials
into the U.S. that have been illegally
removed from Iraq since August 1990. The
House has yet to vote on this important
legislation, which is part of a larger,
broadly supported tariff bill. 
Advocacy alerts related to various arts
and humanities issues are regularly posted
to CAA’s website; for further information,
please visit the Advocacy section of www
.collegeart.org. To contact your senator or
representative to let him or her know how

you feel about these and other arts related
issues, please see the text below.
—Marta Teegen, Deputy Director, and
Rebecca Cederholm, Manager of
Governance and Advocacy

MAKE YOUR
VOICE HEARD! IT’S
EASIER THAN EVER 

Americans for the Arts has made it
easier than ever for you to play an
active role in arts advocacy efforts at
the state, local, and federal levels
through a new, powerful online advoca-
cy service called Capwiz. E-advocacy is
a timely, efficient way to communicate
your views to legislators at all levels of
government, and Capwiz gives you all
the information you need to be
informed and take action. Use it, and
use it often—elected officials respect
and respond to the input of their con-
stituents.
The new online service, available on

the Advocacy section of our website
www.collegeart.org, offers you exten-
sive opportunities to:
• Explore current issues and legislation 
that affect the arts both on federal and
state levels.

• Send timely messages to your elected 
officials at the state, local, and federal
levels of government.

• Browse your legislators’ biographies, 
committee assignments, staff directo-
ries, and even the list of contributions 
made to them by political action com-
mittees.

• View the arts voting records of your 
federal representatives.

• Browse a complete media guide to 
every newspaper, television, and radio
outlet in your area or state.

• Find complete, up-to-the-minute elec-
tion and candidate information on 
state, congressional, and presidential 
races, including candidate biographies
and position statements.

• Download voter registration forms 
and stay abreast of key dates for 
primary and general elections.
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CAA NEWS 

GOVERNANCE UPDATE

CAA’s Board of Directors approved the
following items at its spring meeting on
May 2, 2004:
• CAA’s fiscal year 2005 budget (unani-
mously approved).

• Statement of investment policies and 
guidelines (unanimously approved).

• Revised guidelines for Awards 
Committees (unanimously approved). 
The revised guidelines are available at
www.collegeart.org/awards/index
.html.

• New York City as the site for the 2007 
Annual Conference (unanimously 
approved).

• Guidelines concerning the importance 
of documenting the historical context 
of objects and sites (unanimously 
approved; these guidelines will appear 
in the September CAA News).

• That CAA sign an amicus curiae
brief (pending approval of final lan-
guage by CAA’s counsel) to be filed 
by JSTOR on behalf of the National 
Geographic Society in the matter of 
Faulkner v. National Geographic
Society, now on appeal to the U.S. 
Court of Appeals for the Second 
Circuit (unanimously approved).

• A resolution submitted by the Radical 
Art Caucus concerning art and intel-
lectual freedom in times of war (10 
yes; 5 no; 4 abstentions). The resolu-
tion as amended and approved by the 
Board reads:

Whereas in war time, governments 
commonly shape language, visual cul-
ture and media through censorship 
and limiting access to timely informa-
tion to legitimate aggression, misrepre-
sent policies, conceal aims, stigmatize 
dissent, and block critical thought; and
Whereas we are professionals com-

mitted to scrupulous inquiry into cul-
ture; and
Whereas the U.S.A. Patriot Act 

grants the U.S. government unwarrant-
ed power over investigations of terror-
ism, including the right to mount sur-
veillance without court order on read-
ing habits, Web browsing, e-mail activ-
ity, and library borrowing; and

Whereas the rights and academic 
freedom of those who engage in criti-
cal inquiry and political activism may 
be violated by this surveillance includ-
ing members of the College Art 
Association; and
Whereas citizens and noncitizens 

have already been detained or deported
under this Act; and 
Whereas denials of visas to students 

and instructors impact the richness of 
the programs in which they might have
participated; and
Whereas recent congressional legis-

lation and hearings such as those relat-
ed to Title VI funding represent a trend
towards increased policing and censor-
ship of higher education; and
Whereas the critical approaches of 

students and scholars in the humanities 
have often been the focus of these pro-
ceedings; and
Whereas international students and 

scholars across North America are 
especially likely to be targeted by this 
trend;
Be it resolved that CAA supports the 

right of its members to conduct critical 
analysis of war imagery and talk, in 
public forums and, as appropriate, in 
classrooms. CAA also urges a restora-
tion of freedom of travel to the United 
States to all international artists and 
scholars. In addition, be it resolved that
CAA urges the repeal of the U.S.A. 
Patriot Act because it infringes on the 
rights of members of the academic 
community and those whom we serve. 

CAA.REVIEWS WELCOMES
NEW FIELD EDITORS

caa.reviews warmly welcomes to the
online journal three new field editors for
book reviews and five for exhibition
reviews. Their three-year terms begin 
July 1, 2004.
For books, Charles Lachman of the
University of Oregon is the new field editor
for Chinese art, succeeding Stanley Abe of

Duke University; Lucy Oakley of New
York University has replaced Patricia
Mainardi of the Graduate Center, City
University of New York, in the field of
nineteenth-century European art; and David
Wilkins of the University of Pittsburgh will
be assigning reviews (beginning January
2005) in early modern and southern
European art, succeeding Sheryl Reiss of
Cornell University. 
For exhibitions, Marian Mazzone of the
College of Charleston in South Carolina
and Mark Sloan of the Halsey Gallery,
College of Charleston, will share coverage
of the Southeastern United States. Kristin
Makholm of the Minneapolis College of
Art and Design will assign reviews for the
Midwest; Daniel Adler of the Getty
Research Institute will commission
reviews for shows in California; and
Wayne Franits of Syracuse University
will work in the New York/Northeastern
United States, covering exhibitions of art
up to AD 1800.
caa.reviews still seeks field editors for
exhibition reviews for New York/North-
east (modern to contemporary), Mid-
Atlantic, and Southwest regions, as well as
internationally. For details on how to
apply, please write to Christopher Howard,
Editor, at caareviews@collegeart.org.

MILLARD MEISS FUND GRANT
WINNERS ANNOUNCED

CAA is pleased to announce five Millard
Meiss Publication Grant recipients for
spring 2004. Thanks to the generous
bequest of the late Prof. Millard Meiss,
these grants are awarded twice annually to
publishers to support the publication of
scholarly books in art history and related
fields.
The recent grantees are: Anne D’Alleva,
Sacred Maidens and Masculine Women:
Art, Gender, and Power in Post-Contact
Tahiti and the Society Islands (University
of Hawai‘i Press); Marian Feldman,
Diplomacy by Design: Luxury Arts and an
International Style in the Ancient Near
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East, 1400–1200 BCE (University of
Chicago Press); Christine M. E. Guth,
Longfellow’s Tattoos: Tourism, Collecting,
and Japan (University of Washington
Press); Elizabeth Harney, In Senghor’s
Shadow: Art, Ideology, and the Avant-
Garde in Senegal, 1960–1995 (Duke
University Press); Eugene Y. Wang,
Buddhist Visual Culture: Shaping the
Lotus Sutra in Medieval China (University
of Washington Press). 
D’Alleva and Feldman each received an
individual author grant, in addition to the
grant to their publishers.
Books eligible for a Meiss Fund subsidy
are those already under contract and
whose subject is in the arts or art history.
Authors must be CAA members in good
standing. Application criteria and guide-
lines are available at www.collegeart.org/
caa/resources/meiss/index.html or from
publications@collegeart.org. Deadlines:
March 15 and October 1 of every year.

NEW AWARD JURY MEMBERS
NAMED

The following individuals have been
newly appointed to serve on the juries for
the annual CAAAwards for Distinction,
which annually honor professionals in the
fields of art criticism, writing on art, con-
servation, scholarship, and lifetime
achievements in teaching and art making.
Beginning May 2004, the new members
will join the current jury to select and
present the awards at the 2005 Annual
Conference in Atlanta. To learn more
about CAA’s Awards Program, please visit
www.collegeart.org/awards/index.html. 
Alfred H. Barr. Jr., Award: Elizabeth C.

Childs, Washington University in St. Louis;
Mary Nooter Roberts, UCLA Fowler
Museum of Cultural History; Alan Wallach,
College of William and Mary; Art Journal

Award: Darby English, University of
Chicago; CAA/Heritage Preservation
Award for Distinction in Scholarship and
Conservation: Jay Krueger, National
Gallery of Art, Washington, D.C.; Lisa
Schrenk, Norwich University; Frank
Jewett Mather Award for Art Criticism:
James Meyer, Emory University;
Distinguished Teaching of Art History
Award: Roger Crum, University of
Dayton; Dale Kinney, Bryn Mawr College;
Distinguished Lifetime Achievement for
Writing on Art Award: Suzanne Preston
Blier, Harvard University; John Beldon
Scott, University of Iowa; Larry Silver,
University of Pennsylvania.

ANNUAL 
CONFERENCE
UPDATE 

2006 SESSION PROPOSALS
WELCOME

There is still plenty of time to submit a
session proposal for the 2006 CAAAnnual
Conference in Boston, which will be held
February 22–25, 2006. The Annual
Conference Committee invites submis-
sions from senior scholars and artists,
younger scholars, early and midcareer
artists, and graduate students that cover the
breadth of current thought and research in
studio art, art and architectural history, the-
ory and criticism, pedagogical issues,
museum and curatorial practice, and devel-
opments in technology. Help to make the
Boston conference a stimulating, challeng-
ing, and informative event. Information
and guidelines, along with the submission
form, may be found in the May 2004 issue
of CAA News and at our website, www
.collegeart.org/caa/conference/2006/
callsessionproposals.html. Deadline:
September 10, 2004.

CURATORIAL PROPOSALS
SOUGHT FOR 2006 
CONFERENCE

CAA invites members to submit proposals
for an exhibition whose opening will coin-
cide with the Annual Conference in
Boston, February 22–25, 2006. There are

no limitations on the theme or the media
of work to be included in the exhibition,
except that it must be a group show of
CAA members’ work (membership during
the year of the show is required). CAA’s
Director of Programs will convene a com-
mittee to review and judge the proposals
on the basis of merit. CAA will provide
support for the exhibition with a $10,000
grant. Proposals of no more than three
pages should include the following infor-
mation: 1) name(s) of curator(s) or organ-
izer(s), affiliation(s), c.v.(s), and CAA
membership number(s); 2) a brief state-
ment of no more than 250 words describ-
ing the exhibition’s theme and explaining
any special or timely significance; 3) the
designated venue, including a brief
description of the exhibition space, its
staffing and security features, and the
approval for this exhibition by the venue’s
appropriate officer or authority; 4) a
detailed exhibition budget for expenses
and income, showing other anticipated
sources of funding or in-kind support; and
5) a self-addressed, stamped postcard so
that CAA can acknowledge receipt of the
proposal (or you may send your proposal
via certified mail). 
Please send proposals to Director of
Programs, Members’ Exhibition, CAA,
275 Seventh Ave., 18th Floor, New York,
NY 10001. Deadline: September 17, 2004.

ECOTISTICAL ART: CALL FOR
PARTICIPATION 

“ECOtistical Art” is a special initiative for
artists at the 2005 Annual Conference in
Atlanta. We are seeking participants and
innovative ideas for presentations that
address the challenge of teaching and cre-
ating eco art. This day-long series of
events will explore how  art’s methods,
material choices, ethics, aesthetics, and
dissemination strategies can be reformulat-
ed to honor and promote environmental
principles and ideas such as:
• There is no waste in a functioning 
eco-system.

• In evolution, form optimizes function.
• Change is inevitable.
• All organisms are interdependent.
• Material resources on the earth are 
limited.

“ECOtistical Art” is organized in coopera-
tion with ARTspace and Creative Capital.
For more information, please contact
Linda Weintraub at artnow@juno.com.
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CORRECTION! 
Deadline for 2006 Members'
Exhibition Proposals Changed!

Due to an editing error, the incorrect
deadline for submission of curatorial pro-
posals for the 2006 Members' Exhibition
at the Boston CAA Conference was pub-
lished in the May issue of CAA News.
Curators must submit proposals by
September 17, 2004,  not November 1.
CAA regrets the error.



AFFILIATED SOCIETY
NEWS 

ART HISTORIANS OF SOUTH-
ERN CALIFORNIA TO HOLD
CAA CONFERENCE SESSION

The Art Historians of Southern California
session for the 2005 CAAAnnual
Conference in Atlanta is entitled
“Intersections between Art History and
Museums: From Theory and Object to
Design and Education.” It will be chaired
by Bruce Robertson, chief curator of
American art at the Los Angeles County
Museum of Art and chair of the
Department of Art History at the
University of California, Santa Barbara.

ASSOCIATION FOR LATIN
AMERICAN ART CREATES 
DISSERTATION AWARD

The Association for Latin American Art is
pleased to announce the creation of a bian-
nual award for an outstanding doctoral dis-
sertation in the field of Latin American
visual culture. Dissertations completed
between June 2002 and June 2004 on any
aspect of the visual culture of Latin
America are eligible. Nominations in the
form of a letter describing the dissertation’s
contribution to the field should be sent to
Prof. Dana Leibsohn, Award Committee
Chair, Department of Art, Smith College,
Northampton, MA 01063. For further infor-
mation, write to dleibsohn@smith.edu.
Deadline: September 30, 2004.

DESIGN FORUM NAME
CHANGE

Design Forum has changed its name to
Design Studies Forum.

GRAPHIC ARTS SUMMER 
PROGRAM AND WORKSHOP
AND FALL CONFERENCE

The American Institute of Graphic Arts
(AIGA) and the International Institute for
Information Design (IIID) are offering new
opportunities for students to develop infor-
mation design skills. The first, a nine-day
summer program entitled “Social Informa-

tion: Community and Cultural Information
Design,” will take place August 16–27,
2004, in Sweden. This program will result
in multidisciplinary, international team out-
comes that AIGAwill publish on its web-
site. A limited number of students will be
able to participate. For more information,
visit www.iiid-summeracademy.net.
“Image, Space, Object” is a unique work-
shop for students taking place August 7–13,
2004, in Denver, Colo. Participants will
learn and practice effective collaborative
methods for researching and conceiving the
whole design experience, including visual
communications, interactive media, exhibit
and signage design, interior design, envi-
ronmental design, furniture and object
design, and brand planning. Check out the
full schedule and list of faculty at
www.aiga.org/rockymountain2004. 
“Future History: AIGADesign Education
Conference” is the first national AIGA con-
ference for educators. It will be held
September 25–26, 2004, at the University
of Illinois, Chicago. Conference topics will
focus both on the historical aspects of edu-
cation—the dissemination of knowledge to
students, our own personal influences and
histories, and on the history of design—and
the challenges of the future: increasingly
complex communication needs, the interac-
tion and the influence of technology, and
the impact of an increasingly diverse cul-
ture. The conference is open to AIGA
members and nonmembers, design educa-
tors, and professionals. For more informa-
tion, visit www.aiga.org/content.cfm/
futurehistoryconference. 

HISPANIC ART GROUP SEEKS
BOOK NOMINATIONS

Nominations are now being accepted for
this year’s Eleanor Tufts Award, given to a
distinguished publication on the arts of
Spain and Portugal by the American
Society for Hispanic Art Historical Studies
(ASHAHS). Studies must be printed in
English during the past two years. For fur-
ther details and submissions, contact
ASHAHS President Jordana Mendelson at
jmendels@uiuc.edu. Deadline: December
15, 2004.

ITALIAN ART SOCIETY NEWS

The Italian Art Society (IAS) is now an
affiliate of the Renaissance Society of

America. Plans are underway for the IAS
twenty-year anniversary in 2006, with ses-
sions on “Celebrations and Anniversaries”
at the CAAAnnual Conference in Boston. 
The IAS announces grants to graduate
and undergraduate students to aid in travel
to CAA (February) and to the International
Congress for Medieval Studies in
Kalamazoo, Mich. (May). Two $500
grants are available, one for each confer-
ence, to be awarded to a student present-
ing a paper related to the art of Italy in
any period. Applications for the CAA con-
ference should be sent to Rebecca Corrie
at rcorrie@abacus.bates.edu by January
16, 2005; for Kalamazoo, send applica-
tions to Amy Neff at aneff@utk.edu by
March 15, 2005.

JAPAN ART HISTORY FORUM

Japan Art History Forum (JAHF) held
business meetings at the CAAAnnual
Conference in Seattle in February 2004,
and at the Association for Asian Studies
(AAS) national meeting in San Diego in
March. One issue of continuing impor-
tance to the group is the relatively limited
number of digital images of Asian art that
are available for teaching. 
Also in March, JAHF awarded its annual
Chino Kaori Prize for the best graduate-
student paper in Japanese art history. This
year’s winner is Alicia Volk of Yale
University for “When the Japanese Print
Became Avant-Garde: Yorozu Tetsugoro
and Taisho-Period Creative Prints.”

NEW ADDRESS FOR 
LEONARDO/ISAST

Leonardo/International Society for the
Arts, Sciences, and Technology
(Leonardo/ISAST) has moved. As of May
1, 2004, our new contact information is:
Leonardo/ISAST, 211 Sutter St., Ste. 800,
San Francisco, CA 94108; 415-391-1110;
fax: 415-391-2385; isast@leonardo.info;
www.leonardo.info.

NINETEENTH-CENTURY ART
ONLINE JOURNAL REVIEWED

The Association of Historians of
Nineteenth-Century Art (AHNCA) online
journal, Nineteenth-Century Art
Worldwide, has been reviewed by the Art
Libraries Society of North America
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(ARLIS/NA). The reviewer noted “The
scholarship in Nineteenth-Century Art
Worldwide is comparable to that of estab-
lished print journals like Art Bulletin, and
it fills a lacuna in the publication record,
since few print journals focus exclusively
on art between the American Revolution
and the outbreak of the First World War.”
The entire review can be found at
www.arlisna.org/ad23-1.htm. Nineteenth-
Century Art Worldwide is available at
www.19thc-artworldwide.org.
AHNCA has appointed Jonathan F. Walz
as webmaster, succeeding Cynthia J. Mills,
designer of AHNCA’s first official website. 

QUEER CAUCUS FOR ART TO
HOLD FALL CONFERENCE IN
NEW YORK

The Graduate Center, City University of
New York (CUNY), will host a conference
entitled “InterseXions: Queer Visual
Culture at the Crossroads,” November
12–13, 2004. The event, cosponsored by
the Queer Caucus for Art and CUNY’s
Center for Lesbian and Gay Studies
(CLAGS), in cooperation with the CUNY

Ph.D. Program in Art History, will bring
together those with an interest in queer
arts from a wide geographic and cultural
spectrum. “InterseXions” is intended to
foster exchange of ideas about historical
and contemporary arts among visual and
performance artists, historians, scholars,
critics, curators, and other arts personnel,
and to encourage cross-fertilization among
disciplines and between writers and artists,
and theory and practice. The conference
will feature performance events, artists’
talks, and a related exhibition. For further
details about the conference, including
advance registration, please visit
http://web.gc.cuny.edu/clags. For infor-
mation about the Queer Caucus for Art,
see www.artcataloging.net/glc/glcn.html.

SPE OFFERS TRAVEL AWARDS
FOR CONFERENCE

The Society for Photographic Education
(SPE) 42nd national conference, entitled
“Passage,” will be held March 17–20,
2005, in Portland, Ore. SPE offers 10
awards to support student travel to the
national conference. Please visit

www.spenational.org for conference
details and scholarship eligibility and
guidelines. Deadline: September 30, 2004.
SPE has introduced a new level of mem-
bership for collectors. With the joining fee,
the member may choose a print from
SPE’s fine print portfolio (artists include
John Pfahl, Deborah Bright, Lawrence
McFarland, Olivia Parker, Esther Parada,
Patrick Nagatani, Clarissa Sligh, and
Barbara Crane). Join us and view the port-
folio online!

WORD & IMAGE STUDIES TO
HOLD 2005 CONFERENCE

The International Association of Word &
Image Studies will hold its triennial con-
ference, “Elective Affinities,” at the
University of Pennsylvania in
Philadelphia, September 23–27, 2005. A
call for papers was issued June 1, 2004.
For more information, see www.iawis.org.
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SOLO 
EXHIBITIONS
BY ARTIST
MEMBERS 

Only artists who are CAA members are
includ-ed in this listing; group shows are not
published. When submitting information,
include name, membership ID number, venue,
city, dates of exhibition (no earlier than
2004), title of show, and medium. Photo-
graphs, slides, and digital images will be used
if space allows; include the work’s title, date,
medium, and size. Please refer to the submis-
sion guidelines for images on this page;
images cannot be returned. More artworks
can be found on the CAA website. Please mail
to Solo Member Exhibitions, CAANews, 275
Seventh Ave., 18th Floor, New York, NY
10001; caanews@collegeart.org (e-mail pre-
ferred).

ABROAD

Kurt Perschke. Mariakapel, Hoorn,
Netherlands, December 21, 2003–January
31, 2004. Momentary Geometry Series.
Video animation and installation.

MID-ATLANTIC

Ruth Bernard. Penn National Insurance,
Harrisburg, Pa., May 1–July 31, 2004.
Still Lifes and Interiors. Painting.

Muriel Hasbun. Corcoran Gallery of Art,
Washington, D.C., March 6–June 7, 2004.
Memento: Muriel Hasbun Photographs.

Larry Holmes. University Gallery,
University of Delaware, Newark, Del.,
April 1–May 9, 2004. Forty Years of
Painting: A Retrospective.

Matthew LaRose. Booth Library
Gallery, Davis and Elkins College,
Elkins, W.Va., March 20–August 28,
2004. Finding Elkins. Painting and print-
making.

Judith Barbour Osborne. Beckler
Family Members’ Gallery, Delaware
Center for Contemporary Art,
Wilmington, Del., July 16–August 29,
2004. The Best Intentions (made better by
chance). Mixed media.

Thomas Xenakis. Visual Arts Center,
Portsmouth, Va., February 1–March 11,
2004. Sailing from Byzantium: Twenty
Years of Works by Thomas Xenakis.
Painting.

MIDWEST

David Brody. Gescheidle, Chicago, April
2–May 1, 2004. David Brody, Paintings.

Ke-Hsin Jenny Chi. Verde Gallery,
Champaign, Ill., March 22–May 1, 2004.
Classical Works: Persephone and Flora.
Painting.

Linda Hyong. Independence Branch,
Chicago Public Library, Chicago, May
1–June 30, 2004. Linda Hyong. Painting,
drawing, and photography.

Mary C. Nasser. O’Fallon Cultural Arts
Center, O’Fallon, Mo., May 7–June 11,
2004. Landscape and Memory. Painting.

Jauneth Skinner. Northern Prints
Gallery, Duluth, Minn., May 27–June 27,
2004. Landscape and Memory: Recent
Prints by Jauneth Skinner. Printmaking
and handmade journals.

NORTHEAST

Olga Alexander. Queens College Art
Center, Flushing, N.Y., February 5–April
1, 2004. Discomfiture of Presence: A
Multiple Piece by Olga Alexander.
Photography and installation.

Grimanesa Amoros. Buzzer Thirty,
Astoria, N.Y., May 8–June 12, 2004.
Between Heaven and Earth. Installation.

Siona Benjamin. Cheryl Pelavin Fine
Arts, New York, September 9–October
24, 2004. Siona Benjamin. Painting.

Hatice Brenton. Wessex-Bristol Art
Gallery, Ithaca, N.Y., March 3–August 30,
2004. Birds in the Gorge. Assemblage.

Monica D. Church. Lo River Arts
Gallery, Beacon, N.Y., April 10–May 18,
2004. Inside the Hula Hoop: Paintings by
Monica D. Church.

Melissa Fleming. Soho Photo, New
York, June 1–July 3, 2004. Colors of
Byzantium. Photography.

Barbara Grossman. New Arts Gallery,
Litchfield, Conn., May 15–June 7, 2004.
Barbara Grossman. Painting.

Penny Kronengold. First Street Gallery,
New York, March 2–27, 2004. Swimmers
in Motion. Painting and drawing.

Roy LaGrone. Lemmerman Gallery,
New Jersey City University, Jersey City,
N.J., January 26–February 27, 2004.
Soultronic. Works on paper, video instal-
lation, and mixed media.

Deb Mell. Burke Gallery, Plattsburgh
State Art Museum, State University of
New York, Plattsburgh, March 11–April
9, 2004. Family and Friends. Mixed
media.

Armin Mühsam. Clark House Gallery,
Bangor, Maine, July 6–August 20, 2004.
Recent Landscapes. Painting.

Marcy Palmer. Gibbs Gallery, New
York, May 6–31, 2004. Professionals as
Professors. 

Robert Reed. New Art Gallery,
Litchfield, Conn., May 15–June 7, 2004.
Robert Reed. Painting.

Linda Schrank. Kidder Smith Gallery,
Boston, May 5–29, 2004. To the Four
Corners. Painting and works on paper.

Matthew LaRose. Behind Halliehurst, 2004. Intaglio. 14" x 14" Duane I. Johnson. Class Bully-Dunce, 2003. Mixed media on canvas. 60" x 48"

For CAA News
ONE black-and-white photograph, no
larger than 5 x 7", or ONE digital (jpeg or
TIFF) file, no larger than 5 x 7", with a
resolution of 300 dpi.

For www.collegeart.org
ONE color photograph, no larger than 5 x
7", or ONE digital (JPEG) file, no larger
than 5 x 7", with a resolution of 72 dpi.
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Vivian Tsao. Ceres Gallery, New York,
March 4–29, 2003. Light in the Season.
Painting.

Fotini Vurgaropulou. Naidre’s Cafe,
Brooklyn, N.Y., April 19–May 30, 2004.
Frescos and Other Fragments. Mixed
media.

Idelle Weber. Nassau County Museum of
Art, Roslyn Harbor, N.Y., May 9–August
1, 2004. Head Room. Installation.

Marianne Weil.
Gallery Boreas,
Brookyln, N.Y.,
February 27–April 4,
2004. Bronzes and
Monotypes; Kouros
Gallery, New York,
April 22–May 22,
2004. Recent Bronze
Sculpture; Icehouse
Gallery, Greenport,
N.Y., August
7–September 5, 2004.
Recent Bronze
Sculpture.

SOUTH

Carola Dreidemie. SouthSide Gallery,
Dallas, Tex., May 11–23, 2004. All Eyez
on US. Photography. 

Duane I. Johnson. Whatley Center for
Fine and Performing Arts, Northeast
Texas Community College, Mt. Pleasant,
Tex., February 23–March 26, 2004. The
Bully Series. Mixed media.

Winter Rusiloski. University Art Gallery,
Texas Christian University, Ft. Worth,
Tex., April 5–9, 2004. Recent Paintings.

Daniel E. Smith. DAC Gallery,
Savannah, Ga., April 15–May 30, 2004.
Imprint of Time. Painting.

John Ward. University Gallery,
University of Florida, Gainesville, Fla.,
April 27–May 29, 2004. John Ward:
Forty Years of Realist Painting.

WEST

Lisa Adams. The Office, Huntington
Beach, Calif., April 17–May 21, 2004.
“What Happened?” Painting.

Sonia Benjamin. Museum of Outdoor
Arts, Denver, Colo., April 15–June 24,
2004. Exploring Symbolism through
Culture: Contemporary Art by Siona
Benjamin. Painting.

Angela Ellsworth. Bentley Gallery,
Scottsdale, Ariz., April 1–30, 2004.
Angela Ellsworth: New Works on Paper.
Mixed media.

BOOKS 
PUBLISHED BY
CAA MEMBERS 

Only authors who are CAA members are
included in this listing. Please send your
name, membership ID number, book title,
publisher’s name and location, and year
published (no earlier than 2004) to
caanews@collegeart.org.

Jenny Anger. Paul Klee and the
Decorative in Modern Art (New York:
Cambridge University Press, 2004).

Suzanne Anker and Dorothy Nelkin.
The Molecular Gaze: Art in the Genetic
Age (New York: Cold Spring Harbor
Laboratory Press, 2004).

Janetta Rebold Benton. Medieval
Mischief: Wit and Humour in the Art of
the Middle Ages (Gloucestershire, U.K.:
Sutton Publishing, 2004).

David Carrier.
Sean Scully
(New York:
Thames and
Hudson, 2004).

Julien Chapuis.
Stefan Lochner:
Image Making
in Fifteenth-

Century Cologne (Turnhout, Belgium:
Brepols, 2004); Julien Chapuis, ed.,
Tilman Riemenschneider, c.1460–1531
(Washington, D.C.: National Gallery of
Art, 2004).

Peter Cooke. Gustave Moreau et les arts
jumeaux: Peinture et litterature au dix-
neuvième siècle (Bern, Switzerland: Peter
Lang, 2003).

Nicola Courtright. The Papacy and the
Art of Reform in Sixteenth-Century Rome:
Gregory XIII’s Tower of the Winds in the
Vatican (New York: Cambridge
University Press, 2003).

Lisa
Farrington.
Faith Ringgold:
The David C.
Driskell Series
of African
American Art,
Vol. 3 (Petaluma,
Calif:
Pomegranate
Press, 2004).

James Flath. The Cult of Happiness:
Nianhua, Art, and History in Rural North
China (Vancouver: University of British
Columbia Press, 2004).

Elisabeth Fraser. Delacroix, Art, and
Patrimony in Post-Revolutionary France
(New York: Cambridge University Press,
2004).

Joanna Inglot. The Figurative Sculpture
of Magdalena Abakanowicz: Bodies,
Environments, and Myths (Berkeley:
University of California Press, 2004).

Sara Nair James. Signorelli and Fra
Angelico at Orvieto: Liturgy, Poetry, and
a Vision of the End Time (Burlington, Vt.:
Ashgate, 2003).

Brian Jolley. Keepers of the Southern
Byways (West Tisbury, Mass.: Big
Crooked Teefh Publications, 2004).

Amelia Jones.
Irrational
Modernism: A
Neurasthenic
History of New
York Dada
(Cambridge,
Mass: MIT
Press, 2004).

Jennifer Krebs and Mallory Pearce.
Celtic Decorative Letters (New York:
Dover, 2003).

Maureen Meister. Architecture and the
Arts and Crafts Movement in Boston:
Harvard’s H. Langford Warren (Hanover,
N.H.: University Press of New England,
2003).

Conrad Rudolph. Pilgrimage to the End
of the World: The Road to Santiago de
Compostela (Chicago: University of
Chicago Press, 2004).

Vivian Tsao. The Mark of Time:
Dialogues with Vivian Tsao on Art in New
York (Taipei, Taiwan: Hsiung Shih Art
Books, 2003).

Karen Wilkin. Hans Hofmann (New
York: George Braziller, 2003).

PEOPLE IN THE
NEWS

IN MEMORIAM

George Heard Hamilton, former direc-
tor of the Sterling and Francine Clark Art
Institute and professor of art emeritus at
Williams College, died March 29, 2004,
in Williamstown, Mass. He was 93. 
Hamilton served as president of CAA

from 1966 to 1968 and on the boards of
several major museums. He was a trustee
of the Museum of Modern Art, vice-chair-
man of the Hirshhorn Museum and
Sculpture Garden, a trustee of the Associa-
tion of Art Museum Directors, and presi-
dent of the American section of the
International Association of Art Critics.
Hamilton earned a bachelor’s, master’s,

and in 1942 a doctorate at Yale
University. He wrote 9 books, primarily
on modern art, including Nineteenth and
Twentieth Century Art: Painting,

Sculpture,
Architecture
(1970), Manet
and His Critics
(1954), and
Painting and
Sculpture in
Europe,
1880–1940
(1967). He
taught at Yale
from 1936 to
1966 before

joining the Clark, where he established
the graduate program in art history, which
is run jointly with Williams College. He
founded the Clark’s art-history library,
now one of the largest in the country, and
initiated the institute’s full-scale exhibi-
tion program. Under Hamilton’s leader-
ship, the Clark added a complex that
houses the library, auditorium, and exhi-
bition galleries. Acquisitions during his
tenure included works by Albrecht Dürer,
Claude Monet’s Rouen Cathedral, 12
northern Renaissance paintings from the
Lehman family, and an important late-
19th-century print collection. Hamilton
retired in 1977.

Therese Thau Heyman, an influential
curator of photography, died in Berkeley,
Calif., January 16, 2004, at the age of 74. 
Heyman wrote extensively on

American photography and photographic
history and held positions at the
Smithsonian Institution, the National
Museum of American Art, and Yale
University. Her work as senior curator of
prints and photographs at the Oakland
Museum of California began in 1960. She
created exhibitions on photography in
California and coauthored many books,
including Dorothea Lange: American
Photographs (1975), Seeing Straight: The
f.64 Revolution in Photography (1993),
and Picturing California: A Century of
Photographic Genius (1989).
Heyman’s curatorial work was not lim-

ited to photography. She also produced 2
museum shows after her retirement from
the Oakland Museum, one on American
Poster design and the other on the work
of George Catlin, an adventurer who
recorded the transformation of the
American frontier through his paintings.
—Sandra Phillips

Bates Lowry, an art historian, museum
director, folk art and photography collec-
tor, and author, died March 12, 2004, in
Brooklyn, N.Y. He was 80.
Lowry studied at the University of

Chicago (Ph.B. 1944, M.A. 1952), receiv-
ing his Ph.D. in art history in 1956.
During his military service (which includ-
ed travel to Europe, where he first
became interested in art history), he mar-
ried Isabel Barrett in 1946. He began
teaching in 1952 at the University of
Chicago. He and his wife lived in Paris in
1953–54, where he conducted research on
the architectural history of the Palace of
the Louvre on a French government fel-
lowship. On his return, he taught at the
University of California, Riverside, New
York University’s Institute of Fine Arts,
Pomona College, Brown University, the

George Heard Hamilton

Marianne Weil.
Talisman, 2002.
Bronze, unique 
casting. 15 x 7 x 7"  
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University of Massachusetts, Boston, and
the University of Delaware. 
While at Brown, he joined colleagues

in organizing the Committee for the
Rescue of Italian Art (CRIA), and he
served with distinction as president of
that group. He was appointed director of
the Museum of Modern Art in New York
in 1968. He served until 1969, and in
1971 he returned to teaching and estab-
lished, with his wife, the Dunlap Society
to prepare high-quality visual materials
for the teaching of American art and
architecture. 
In 1980 Lowry was selected as the

founding director of the newly estab-
lished National Building Museum in
Washington, D.C., where he oversaw the
renovation of the landmark Pension
Building as a home for the museum. He
left the National Building Museum in
1987 and moved to Boston to begin a
productive period of collecting, research,
and writing.
Lowry was the author of a number of

books and articles, among them a notable
study of a collection of 16th-century
engravings of Rome in the University of
Chicago Library, an article entitled
“Speculum Romanae Magnificentiae” in
The Art Bulletin (1952), Visual
Experience, An Introduction to Art
(1961), Renaissance Architecture (1962),
and the exhibition catalogue Muse or Ego
for Pomona College. While at the
National Building Museum, he published
Building a National Image: Architectural
Drawings for the American Democracy
(1985). His last book, in collaboration
with his wife, was Silver Canvas:
Daguerreotype Masterpieces from the J.
Paul Getty Museum (1998). 
Lowry was active in a number of pro-

fessional societies. He was a board mem-
ber of CAA, the Society for Architectural
Historians, and the American Federation
for Arts; he also served as editor of
CAA’s monograph series. He received a
Guggenheim Fellowship in 1972, was
decorated Grand Officer of the Order of
the Star of Solidarity of the Republic of
Italy, received the Governor’s Award of
Rhode Island for Contribution to the Arts,
and was created an honorary member of
the Accademia del Disegno of Florence,
Italy, among other honors.
—Alan Fern

Noah Purifoy, an artist and a founding
member of the California Arts Council,
died March 5, 2004, at the age of 86.
Best known for his work in assem-

blage, Purifoy made 66 Signs Neon using
3 tons of debris from the 1965 Watts
riots. At the time of the riots, he had been
working at the Watts Towers Arts Center
in Los Angeles, an outreach center that he
had co-founded in 1964.
Born in Alabama, Purifoy learned to

weld and work with wood in high school
in Cleveland. Purofoy earned a B.S. in
Social Science at the Alabama State
Teachers College. He then taught shop
classes in Montgomery before enlisting in
the Navy in 1942 and serving in the
South Pacific during WWII. It was during
his military service that he first visited
Los Angeles. There he was accepted to

the Chinouard
School of Art in
1952, the first
African
American stu-
dent to be
admitted. He
completed his
B.A. in 1954.
Purifoy

moved to
Joshua Tree in
1989 to contin-

ue his large assemblages. His studio and
open-air gallery and museum encom-
passed 71⁄2 acres in the high desert. The
Noah Purifoy Foundation gained owner-
ship of this land in 1998 in order to pre-
serve the artist’s legacy. 
Purifoy’s work has been collected by

the Whitney Museum of American Art,
the Corcoran Gallery of Art, and the
California African American Museum.

Beatrice Riese, an abstract painter, died
April 2, 2004, in Manhattan. She was 86. 
Born in The Hague, Netherlands, in

1917, Riese spent her childhood in
Germany until 1933 when she fled with
her family to Paris. She studied at the
Paris Art School in 1936 and was
exposed to African art. She traveled to
Africa with her parents shortly before the
German invasion of France. Through
these experiences, she developed an
important collection of African art, now
in the Brooklyn Museum. Riese’s family
moved to the U.S. in 1940, where
Beatrice continued her studies in Virginia
with Clyfford Still, and later in New York
with Will Barnet. 
Internationally known for her paintings

and textile designs, Riese was a former
president of the American Abstract Artists
Association and a member of the Snite
Museum of Notre Dame’s advisory coun-
cil. She was a member of A.I.R. Gallery,
the first nonprofit artist-run New York
gallery for women. Riese had more than
two-dozen solo exhibitions in museums
and galleries. Her work is in the collec-
tions of the Museum of Modern Art,
Whitney Museum of American Art,
Brooklyn Museum, and National Museum
of Women in the Arts, among others.

Milton Resnick, an Abstract Expression-
ist painter, died March 12, 2004, in
Manhattan. He was 87.
Resnick immigrated to New York with

his family in 1922 at the age of 5. He left
home as a teenager after being discour-
aged from pursuing art as a career. By
1938 he had rented his first studio and
became acquainted with the artists Ad
Reinhardt, Ibram Lassaw, Willem de
Kooning, and Elaine Fried. He briefly
worked on WPA art projects before turn-
ing to abstraction. He was a founding
member of the Club, a forum for Abstract
Expressionist painters to socialize and
exchange ideas. He was, however, seen as
working in de Kooning’s shadow until the
mid-1950s, after having spent much of
the 1940s serving in the army during
WWII and then studying in Paris.
Resnick’s mature style developed in the

1950s, where his canvases of loose,

painterly brushwork were dominated by a
single color. Built into thick, encrusted
surfaces the paintings from this period
expressed a materiality that was later
echoed in Minimalist artists like Robert
Ryman and Donald Judd.
Resnick taught at art schools across the

U.S. and had 25 solo exhibitions in New
York; his most recent was at the Robert
Miller Gallery in 2002. He is represented
in numerous public collections including
the Whitney Museum of American Art,
Metropolitan Museum of Art, National
Gallery of Art, and Museum of Modern
Art.

Nikos Stangos, an editor at Thames and
Hudson, died April 16, 2004, in London.
He was 67.
Stangos was born in Athens but left

Greece at age 20 to study in the U.S. at
Denison University and Wesleyan
University. He completed his studies at
Harvard University. In 1967, he joined
Penguin, where he was editor of Penguin
Modern Poets and Penguin Modern
European Poets. He was also responsible
for Penguin’s Style and Civilization
series, which included Hugh Honour’s
Neoclassicism, Linda Nochlin’s Realism,
and Steven Funciman’s Byzantine Style
and Civilization.
In 1974 Stangos became editor of the

celebrated World of Art series at Thames
and Hudson. He was soon made a director
and went on to commission hundreds of
groundbreaking and original art books.
Until his retirement in May 2003, he con-
tinued to work closely with some of the
leading artists and art historians of the day,
many of whom became close and lifelong
friends. He produced important books on
David Hockney, Francis Bacon, Lucian
Freud, Frank Auerbach, Howard Hodgkin,
and R. B. Kitaj, among others, and he
commissioned books on many aspects of
art history and contemporary art.

ACADEME

Maria Elena Buszek has been promoted
to assistant professor of art history at the
Kansas City Art Institute in Missouri,
where she teaches modern and contempo-
rary art and theory.

Carol Ivory has been promoted to the
rank of professor at Washington State
University in Pullman, where she has 
completed her first year as chair of the
Dept. of Fine Arts.

Clarence Morgan, professor of painting
and drawing at the University of
Minnesota, Minneapolis, has been
appointed chair of the Dept. of Art at the
Regis Center for Art for a 3-year term.

Chitra Ramanathan has joined the
Indianapolis Art Center in Indiana as a
faculty member. 

John Ward has retired from the School
of Art and Art History at the University
of Florida in Gainesville after 40 years of
devoted service.

MUSEUMS

Derrick R. Cartwright, formerly direc-
tor of the Hood Museum of Art at
Dartmouth College in Hanover, N.H., has
been named executive director of the San
Diego Museum of Art in California.

Ju-his Chou, a curator of Chinese art,
has retired from the Cleveland Museum
of Art in Ohio.

Heather Ecker has been appointed assis-
tant curator of the new Museum of
Islamic Art in Doha, Qatar.

Susan H.
Edwards, for-
merly executive
director of the
Katonah
Museum of Art
in Katonah,
N.Y., has been
appointed exec-
utive director of
the Frist Center

for the Visual Arts in Nashville, Tenn.

Carrie Przybilla has resigned as curator
of modern and contemporary art from the
High Museum of Art in Atlanta to pursue
a Ph.D. at Emory University. 

Lawrence R. Rinder has resigned from
his position as curator of contemporary
art at the Whitney Museum of American
Art in New York to become dean of grad-
uate studies at the California College of
the Arts in San Francisco.

Kimerly Rorschach, currently director of
the David and Alfred Smart Museum of
Art in Chicago, will become the first
director of the Nasher Museum of Art at
Duke University in Durham, N.C., which
will open in 2005.

Michael Rush has resigned as director of
the Palm Beach Institute of Contemp-
orary Art in Lake Worth, Fla.

Michal Smith has been appointed execu-
tive director of the Print Center in
Philadelphia. 

Gail Spilsbury, formerly a senior editor
and project manager of scholarly art
books at the Freer and Sackler Galleries,
has been chosen acting manager of sys-
tematic catalogues for the National
Gallery of Art in Washington, D.C.

The Bronx Museum of the Arts in New
York has appointed Olivia Georgia as
executive director and Antonio Sergio
Bessa as director of education. 

The Metropolitan Museum of Art in New
York has promoted Maria Morris
Hambourg from curator to consulting
curator in the Dept. of Photographs.
Malcolm Daniel has been promoted to
fill Hombourg’s former position.

Noah Purifoy

Susan H. Edwards
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ORGANIZATIONS

Megan Fox Kelly, who previously
owned and operated a private art advisory
firm, has joined the American Federation
of Arts in New York as curator. 

Yvette Y. Lee, formerly assistant curator
for special projects at the Whitney
Museum of American Art, has joined the
American Federation of Arts in New York
as curator.

Nicholas Olsberg, director of the
Canadian Centre for Architecture, has
retired after 15 years. 

John Zukowsky, founder and curator of
the architecture dept. at the Museum of
the Art Institute of Chicago, has joined
the Westcott House Foundation in
Springfied, Ohio, as director.

GRANTS,
AWARDS, AND
HONORS 

Only CAA members are included in this list-
ing. Please send your name, membership ID
number, and grant, award, or honor to
caanews@collegeart.org.

Grimanesa Amoros has been awarded a
2004 Centrum Creative Residency in Port
Townsend, Wash.

Joey Bargsten, visiting professor of art at
the University of Oregon in Eugene, has
won the Online Audience Award at the
17th Stuttgart Filmwinter Festival for
Expanded Media for his interactive art
website, Bad Mind Time™ (found at
www.badmindtime.com).

Barbara Bernstein has been awarded a
6-week summer residency at the
Kunstlerhaus in Salzburg, Austria.

Christina Craigo has received the 1st-
place award at the Rocky Mountain
Biennial, held at the Museum of
Contemporary Art in Fort Collins, Colo. 

Anthony
Cutler, research
professor of art
history at Penn
State University
in University
Park, Pa., has
been named an
Evan Pugh
Professor, the
highest distinc-
tion for a facul-

ty member at the school.

Jean A. Givens, associate professor of
medieval art history at the University of
Connecticut, has been awarded a 2004–5
fellowship from the American Council of
Learned Societies for her project,
“Picturing the Healing Arts: Word, Image,
and the Illustrated Tractatus de herbis,
1280–1526.” Givens has also been award-
ed a Franklin Research Grant from the
American Philosophical Society for the
same project.

Gregory Maertz, associate professor of
English at St. John’s University in New
York, has been awarded a 2004–5
National Endowment for the Humanities
Fellowship for University Teachers. He
will work on his new project, “The Last
Taboo: The Rehabilitation of Nazi Artists
in Postwar Germany.”

Thomas Matsuda, adjunct assistant pro-
fessor in the Fine Arts Dept. at Pratt
Institute in Brooklyn, N.Y., has received
an Adolph and Esther Gottlieb Foun-
dation Individual Support Grant and a
Pratt Institute Faculty Development Grant
to create a large-scale outdoor sculpture
for the Connecticut Sculpture Park in
Bridgeport. He also recently installed a
31⁄2-ton stone sculpture at the Leverett
Peace Pagoda in Leverett, Mass. 

Lori Nozick, a teacher at William
Patterson University in Wayne, N.J., and
American University’s Italy Program, has
received a New York City Percent for Art
Program, Public Art in Public Schools
grant to create a sculptural installation in
the lobby of a new school in Staten Island.
She has also completed a wall relief for
ARTeHotel in Perugia, Italy, in 2003, and
will finish a site-specific sculpture in the
Albornoz Palace Hotel in Spoleto, Italy, in
2004.

Diane Reilly, assistant professor at the
Hope School of Fine Art, Indiana
University, Bloomington, has been
awarded an Andrew W. Mellon
Foundation Post-Doctoral Fellowship to
study at the Pontifical Institute of
Mediaeval Studies in Toronto for the
2004–5 academic year.

Sue Ann Robinson has received a
Community Programs Grant II from the
City of Long Beach and the Public
Corporation for the Arts to conduct 2 art-
making workshops at the Bret Harte
Neighborhood Branch Library in Long
Beach, Calif. Her mixed-media work,
Letters to Bret Harte, is also on view at
the library.

Jenni Rodda, curator of visual-resource
collections at New York University’s
Institute of Fine Arts, has been awarded
the 2004 Visual Resources Association
Distinguished Service Award. The award
was presented at the VRA annual meeting
in Portland, Ore., in March 2004.

Natasha Staller
of Amherst
College is the co-
winner of the
2004 Eleanor
Tufts Award for
her book A Sum of
Destructions:
Picasso’s Cultures
and the Creation

of Cubism (New Haven: Yale University
Press, 2001). Sponsored by the American
Society for Hispanic Art Historical
Studies, the award is given to a distin-
guished publication on the arts of Spain
and Portugal.

Matthew Weber has received a 2004
Artists Fellowship Grant from the
Connecticut Commission on the Arts to
support the creation of two new works of
sculpture.  

The American Academy in Rome has
announced its 2004–5 Rome Prize
Winners. CAA members include Lucky
DeBellevue and Jackie Saccoccio.

The Sterling and Francine Clark Art
Institute has announced its residential
research fellows for 2004–5. CAA mem-
bers with fellowships during summer
2004 are Janet Berlo and Ellen Spitz;
for fall 2004, David Carrier, Evelyn
Lincoln, and Adrian Randolph; and for
spring 2005, Ada Cohen, Susan
Dackerman, and Johathan Unglaub.

The John Simon Guggenheim Memorial
Foundation has announced the winners of
the 2004 Guggenheim Fellowship
Awards. CAA member recipients include:
Qianshen Bai, H. Perry Chapman,
Paola Ferrario, Ann Eden Gibson,
Deborah Kahn, Sarah McPhee, and
Peggy Phelan.

INSTITUTIONAL
NEWS 

The Allentown Art Museum in
Allentown, Pa., has been reaccredited by
the American Association of Museums.
The museum also launched its first inter-
active, educational website in February
2004. Designed primarily for middle-
school students and teachers, www
.renaissanceconnection.org takes visi-
tors back in time to explore Renaissance
visual arts and innovations and their roles
in the making of the modern world, using
the museum’s Samuel H. Kress collection
of European art as its primary source
material.

The Museum Loan Network, based in
Cambridge, Mass., has awarded 16 grants
to fund the loan and study of objects.
Survey grants were awarded to the
Arizona State Museum at Arizona State
University in Tuscon; the Chinese
Historical Society of America in San
Francisco; the Field Museum in Chicago;
New Britain Museum of American Art in
New Britain, Conn.; Ruth Chandler
Williamson Gallery at Scripps College in
Claremont, Calif.; Schenectady Museum
in Schenectady, N.Y.; Wing Luke Asian
Museum in Seattle; Buffalo Bill Historical
Center in Cody, Wyo.; Smithsonian
Institution in Washington, D.C.; Fresno
Metropolitan Museum in Fresno, Calif.;
and UCLA Fowler Museum of Cultural
History in Los Angeles. Implementation
grants were awarded to the Harn Museum
of Art at the University of Florida in
Gainesville and the Florence Griswold
Museum in Old Lyme, Conn.

The Philadelphia Exhibitions Initiative,
a visual-arts artistic development program
funded by the Pew Charitable Trusts and
administered by the University of the Arts,
has announced its 2004 grant recipients:
Abington Art Center in Jenkintown, Pa.;
Asian Arts Initiative in Philadelphia;
Pennsylvania Academy of Fine Arts, also
in Philadelphia; Philadelphia Museum of
Art; and the University of Pennsylvania
Architectural Archives. Planning grants
were awarded to the following
Philadelphia institutions: Fabric Workshop
and Museum; Institute of Contemporary
Art; Print Center, Rosenbach Museum and
Library; and Rosenwald-Wolf Gallery at
the University of the Arts.

The Smithsonian American Art
Museum has turned over the printing,
publishing, promotion, marketing, sales,
and distribution of its journal, American
Art, to the University of Chicago Press
Journals Division. The peer-reviewed
journal, founded by the museum in 1987
and edited by Cynthia Mills, will main-
tain its editorial affiliation with the muse-
um and will remain unchanged in content
and appearance. Chicago will soon launch
an expanded online edition. 

The University of Oregon Museum of
Art has been renamed the Jordan
Schnitzer Museum of Art at the University
of Oregon, in honor of the Portland 
philanthropist and cultural leader, Jordan
Schnitzer, who has made a multi-
million-dollar commitment to the museum.
Schnitzer’s donation will be used to create
an endowment and support the museum’s
renovation and expansion project

The Williams College Museum has been
awarded 2nd place for best thematic
museum show of 2002–3 by the New
England Chapter of the International
Association of Art Critics/USA for the
exhibition, Prelude to a Nightmare: Art,
Politics, and Hitler’s Early Years in
Vienna, 1903–1913.

Anthony Cutler

Grimanesa Amoros. Between Heaven and
Earth, 2004. Installation and video projec-
tion. Installation soundtrack by Susana Baca
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CONFERENCES
& SYMPOSIA 

For an expanded list of conferences and
symposia, visit www.collegeart.org/caa/
resources/index.html.

CALLS FOR PAPERS

Going Dutch: Holland in America,
1609–2009, sponsored by the University
of Denver’s Department of History, will
be held March 25–26, 2005. This interdis-
ciplinary conference will explore the
place of Dutch history and the influence
of Dutch art, design, trade, religion, poli-
tics, philosophy, and culture in the U.S.
during the past 4 centuries. From Henry
Hudson to Piet Mondrian and beyond,
this conference seeks to understand how
and why “Dutchism” (cf. Hispanism) has
fared the way it has in America. Topics
might include: Dutch themes and literary
tropes in American arts and letters; the
vicissitudes of Dutch studies in American
education; the influence of Dutch art on
American artists, collectors, and muse-
ums; the place of the Netherlands in
American historiography; shifting interest
in Dutch culture (elite and popular);
Dutch American folklore; the Dutch
Reformed Church in America; or Dutch
Immigrant Communities. Send abstracts
of no more than 250 words and a brief
c.v. both to Joyce Goodfriend, Dept. of
History, 2000 Asbury Ave., Denver, CO
80208; jgoodfri@du.edu; and to
Benjamin Schmidt, Dept. of History,
University of Washington, Seattle, WA
98195-3560; schmidtb@u.washington
.edu. Deadline: October 1, 2004.

Exploring the Renaissance 2005 is an
international conference hosted by
Pepperdine University in Malibu, Calif.,
to be held March 3–5, 2005; it is spon-
sored by the South-Central Renaissance
Conference (SCRC), Queen Elizabeth I
Society, Marvell Society, Society for the
Study of Early Modern Women, Society
for Renaissance Art History, and
Renaissance Conference of Southern
California. Papers of 15–20 minutes in
length are invited on any aspect of
Renaissance studies: history, art history,
literature, music, philosophy, science, and
theology. Program participants are
required to join SCRC and are encour-
aged to submit publication-length ver-
sions of their papers to the SCRC journal,
Explorations in Renaissance Culture.
Graduate students presenting a paper at
the 2005 conference may apply to the
program chair for travel assistance (maxi-
mum $200). Send a 500-word abstract of
your paper by e-mail to the program
chair, Norman Land, at landn@missouri
.edu. Deadline: December 1, 2004.

TO ATTEND

Modernism in Havana and Miami,
sponsored by the Dept. of Architecture at
Cornell University, is a free conference to
take place September 17–18, 2004.
Artists, practitioners, and scholars will
present papers that explore modern
design and politics in art, landscape,
architecture, and preservation in Havana
and Miami. For more information, e-mail
havmimo@yahoo.com.

The Sterling and Francine Clark Art
Institute, with Williams College and the
Chapin Library of Rare Books, will pres-
ent a public discussion of “Count Kessler,
the Cranach Press, and Weimar Culture”
as part of a colloquium to coincide with
an exhibition of Cranach Press materials.
The discussion will take place at
Williams College on September 18, 2004.
Panelists will include historians, art histo-
rians, historians of the book, and creators
of artists’ books. For more information,
write to mledbury@clarkart.edu.

Platform to Prague: An International
Conference on Czech Surrealism will
take place September 30–October 1,
2004, at the University of Essex, U.K.
This event will be the first international
conference on Czech Surrealism and will
gather experts with both curatorial and
academic backgrounds. True to the
breadth of Czech Surrealism, the confer-
ence will address the variety of visual
practice and the political and theoretical
issues that developed within the move-
ment in Prague. The conference costs £50
(£37 concessions). For further informa-
tion, write to surrealism@essex.ac.uk or
visit www.surrealismcentre.ac.uk/news/
events.htm.

The Mid-America Print Council
(MAPC) will hold its annual conference
October 6–9, 2004, at the University of
Nebraska, Lincoln. The conference
theme, “Relevance/Resonance,” will con-
sider the role of printmaking in the past
and the role of printmaking in today’s art
world. Keynote artists are Outi
Heiskanen, Akira Kurosaki, and Judy
Pfaff. Conference panels will include:
“20th Century Japanese Prints,” “The
Thriving Finnish Printmaking Scene,”
“Print Language as Content,” “Reciprocal
Interpretations: Mentor and Protégé,”
“Poetic Response to Nature,” and “Out of
the Frame: Innovative Installations.” The
conference will open with a reception for
the featured exhibition, Mirror of the
Wood: A Century of the Woodcut Print in
Finland. An MAPC print exhange portfo-
lio and an open-portfolio session will also
take place. For more information, contact
Karen Kunc at 402-472-5541; kkunc1
@unl.edu; www.unl.edu/MAPC2004.

RESOURCES &
OPPORTUNITIES 

For an expanded list of resources and
opportunities, visit www.collegeart.org/
caa/resources/index.html.

AWARDS

NICHE magazine, the exclusive trade
publication for retailers of American
craft, is accepting applications for the
2005 NICHE Awards, which honor out-
standing creative achievements of student
and professional craft artists. The compe-
tition is open to any undergraduate or
graduate student craft artist residing in
the U.S. or Canada. For more informa-
tion, contact Kristi Halford, Public
Relations Coordinator, The Rosen Group,
3000 Chestnut Ave., Ste. 300, Baltimore,
MD 21211; 800-432-7238; khalford
@rosengrp.com. Deadline: September 1,
2004, for professionals; September 15,
2004, for students

CALLS FOR ENTRIES

Gallery 101 of the Georgetown
University Dept. of Art, Music, and
Theater, is reviewing portfolios for exhi-
bitions for the 2005–6 academic year.
Open to professional visual artists in all
media. Solo or group exhibitions wel-
come. Send 15–20 slides, or high resolu-
tion, Mac-formatted CD, a c.v., and a
brief explanation of intended exhibition.
Please include return postage. Send port-
folios to Gallery Director, Dept. of Art,
Music, and Theater, Georgetown Univer-
sity, 1221 36th St. NW, Washington, DC
20057. Deadline: August 1, 2004.

The Indo-European Arts Council
(IACC) is accepting entries for its 4th
annual film festival, entitled “The Indian
Diaspora,” to be held November 4–7,
2004. Filmmakers are invited to submit
feature, documentary, and short films.
The topic includes films made by people
of Indian origin living outside India.
Films made by non-Indians with Indian
content (plot, theme, actors, location, pro-
tagonist) will also be considered.
Filmmaker awards (cash and in-kind) for
outstanding creativity will be presented at
the festival. For more information, con-
tact Aroon Shivdasani, Executive
Director, Indo-American Arts Council,
Inc., 118 E. 25th St., 3rd Floor, New
York, NY 10010; 212-529-2347;
aroon@iaac.us; www.iaac.us. Deadline:
August 15, 2004.

The 2005 Pacific Rim International
Print Exhibition is presented by the Art
Dept. of the University of Hawai‘i at Hilo,
with support for the Hawai‘i State Found-
ation on Culture and the Arts. The exhibi-
tion is presented biannually during odd-
numbered years in the Campus Center

Gallery at the university. The exhibition is
open to artists 18 years of age or older
from the U.S. and its territories, and from
the countries and cultures of the Rim and
the Basin of the Pacific Ocean. Eligible
printmaking media are intaglio, lithogra-
phy, relief, serigraphy, digital computer
prints, and monoprints. The work must not
be older than 3 years.  Entry fee is $25.00
for no more than 2 slides of work. Send
slides, entry form, and fee to Pacific Rim
International Exhibition, Attn: Prof. Wayne
Miyamoto, Art Dept., University of
Hawai‘i, Hilo, 200 W. Kawili St., Hilo,
HA; 808-974-7307; wmiyamot
@hawaii.edu; www.uhh.hawaii.edu/~art.
Deadline: November 15, 2004.

Gallery 1101 at Southern Illinois
University, Carbondale, is seeking sub-
missions of both traditional and non-tra-
ditional, photo-based artwork for exhibi-
tion proposals. Please send slide or digital
portfolios, including artist’s statement and
an S.A.S.E., to Eric Gant, Gallery Director,
Dept. of Cinema and Photography,
Southern Illinois University, Carbondale,
Mail code 6610, 1100 Lincoln Dr., Rm.
1101, Carbondale, IL 62901. Deadline:
Ongoing.

CALLS FOR 
PARTICIPATION

Peter Moumousis is seeking a home for
his collection of contemporary Ukrainian
paintings. The collection represents 25
well-known artists with 120 oil paintings
from 1968 to 1990. The collection is
offered to a university museum on a part-
gift (80 percent), part-purchase basis, of
the estimated value. For details and
slides, contact Peter Moumousis, 6 E.
97th St., Apt. 1A, New York, NY 10029.

The Southern Circle of Exhibiting
African Artists is a gathering of kindred
artists who live, produce, and exhibit art in
the southern U.S. The Southern Circle will
function under 2 groups: Eastern Regional
Caucus and Central Caucus. Our main pur-
pose is not to create a binding style or phi-
losophy of art but to interchange support
through artistic practices of production and
exhibition, to support activism for growth
of self and the American community, and
to hold an annual “African Presence” exhi-
bition. We anticipate that Southern Circle
will have a coordinating office affiliated
with a Southern college or cultural institu-
tion. Membership is restricted to exhibit-
ing African artists—emerging estab-
lished—living in a southern state.
Suggestions for projects and nominations
of artists are solicited from those in:
Virginia, North Carolina, South Carolina,
Georgia, and Florida (Eastern); and
Alabama, Mississippi, Tennessee,
Arkanasa, Louisiana, and Texas (Central).
Send your résumé and a sample of works
(photocopies, slides, or JPEGs) and an
S.A.S.E. for return of materials to Barthosa
Nkurumeh, c/o Lord and Barth Educator
Consultants, 3303 Fallmeadow St.,
Denton, TX 76207; nkurumeh@juno
.com or educonsulting.us@juno.com.
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CATALOGUE
RAISONNÉ

Gerald Rojek, artist and historian, seeks
information on exhibitions and works
(including studies and unfinished pieces)
by Moira Dryer for a catalogue raisonné
and a possible traveling exhibition. Any
information, including local press editori-
als and scholarly research, is welcome.
Please contact Rojek at geraldrojek
@yahoo.com. 

GRANTS AND 
FELLOWSHIPS

The Fulbright Scholar Program is offer-
ing lecturing and research awards in some
140 countries for the 2005–6 academic
year. Opportunities are available for col-
lege and university faculty and adminis-
trators, professionals from business and
government, artists, journalists, scientists,
lawyers, independent scholars, and many
others. There are awards in 45 different
disciplines and professional fields.
Traditional Fulbright awards are available
from 2 months to an academic year or
longer. A short-term grants program (the
Fulbright Senior Specialists Program)
offers 2–6-week grants in a variety of dis-

ciplines and fields. While foreign-lan-
guage skills are needed in some coun-
tries, most Fulbright lecturing assign-
ments are in English. Some 80 percent of
the awards are for lecturing. For more
information, contact 202-686-7877; 
apprequest@cies.iie.org; www.cies.org.
Deadline: August 1, 2004, for Fulbright
traditional lecturing and research grants
worldwide; November 1, 2004, for sum-
mer German Studies Seminar; rolling
deadline for Fulbright Senior Specialists
Program.

The Sterling and Francine Clark Art
Institute is accepting applications for the
2005–6 residential research fellowships
through late summer. The application
materials will be available at www
.clarkart.edu; or write to research@
clartart.edu. Deadline: August 15, 2004.

The Dedalus Foundation Senior
Fellowship Program supports projects
related to the study of modern art and
modernism. Applicants must be U.S. citi-
zens and may not be candidates for an
academic degree. Awards of up to
$30,000 will be made for periods of up to
1 year. Winners will be announced in
mid-December. Fellowship application
forms and guidelines may be obtained
from Senior Fellowship Program,
Dedalus Foundation, Inc., 555 W. 57th
St., Ste. 1222, New York, NY 10019.
Deadline: September 15, 2004.

The Malevich Society, a not-for-profit
organization dedicated to advancing
knowledge about the Russian artist
Kazimir Malevich and his work, has
announced its grant competition for 2004.
The society awards grants to encourage
research, writing, and other activities relat-
ing to the history and memory of the artist.
We welcome in particular applications
from outstanding scholars of any nationali-
ty proposing projects that increase the
understanding of Malevich and his work,
or that augment historical, biographical,
and artistic information about Malevich
and/or his artistic legacy. Application
forms and instructions can be requested
from 718-980-1805 or malevichsociety 
@hotmail.com, or downloaded from 
www.malevichsociety.org. Deadline:
September 30, 2004.

Columbia University Society of Fellows
in the Humanities will appoint a number
of postdoctoral fellows in the humanities
for the academic year 2005–6. Fellows
must have received the Ph.D. between
January 1, 1999 and July 1, 2005. The
stipend will be $50,000, half for inde-
pendent research and half for teaching in
the undergraduate program in general
education. An additional $3,000 is avail-
able to support research. Application
forms can be obtained by writing to the
Director, Society of Fellows in the
Humanities, Heyman Center, Mail Code
5700, Columbia University, 2960
Broadway, New York, NY 10027;
sof-fellows@columbia.edu; www
.columbia.edu/cu/societyoffellows.
Deadline: October 1, 2004.

MANUSCRIPT 
AND JOURNAL 
CONTRIBUTIONS

Editors Keri Cronin and Kirsty
Robertson of Queen’s University in
Kingston, Ontario, are seeking contribu-
tions for a collection of essays tentatively
entitled (Image)ining Resistance. The aim
of the publication is to encourage interdis-
ciplinary approaches and critical examina-
tions that address the use of visual imagery
in social and activist movements through-
out history. From banners embroidered for
suffragette actions, to the impact of photo-
graphs taken in Soweto in 1976 and politi-
cal puppets created for recent global jus-
tice demonstrations, the intersections
between visual culture and activism relate
a rich history with transnational and trans-
ideological import. Interdisciplinary
approaches are encouraged, as are essays
addressing a wide range of historical peri-
ods, geographic regions, and protest
actions. Topics might include, but are not
limited to: the image as a tool of persua-
sion; the image as a site of resistance;
“activist” art; anarchist art; media cover-
age of protests and demonstrations; protest
as performance; culture jamming; histori-
cal analyses of art and protest. Please sub-
mit a 500-word abstract and 1-page c.v.,
including your name and e-mail address,
both to Keri Cronin at 9jklc@qlink
.queensu.ca and to Kirsty Robertson at
9kmr@qlink .queensu.ca. Mail submis-
sions may be sent to (Image)ining
Resistance, c/o Keri Cronin and Kirsty
Robertson, Dept. of Art, Ontario Hall,
Queen’s University, Kingston, ON K7L
3N6, Canada; or Keri Cronin, Ph.D.
Candidate, Dept. of Art, Queen’s
University, Kingston, ON K7L 3N6,
Canada. Deadline: August 1, 2004.

ONLINE RESOURCES

ARTstor, a nonprofit initiative founded
by the Andrew W. Mellon Foundation,
has announced the availability of its digi-
tal library to nonprofit educational and
cultural institutions in the U.S. The
ARTstor Digital Library is comprised of
digital images and related data, the tools
to make active use of those images, and
an online environment intended to bal-
ance the interests of users with those of
content providers. ARTstor’s “Charter
Collection” will contain approximately
300,000 digital images of visual material
from different cultures and disciplines,
and seeks to offer sufficient breadth and
depth to support a wide range of noncom-
mercial educational and scholarly activi-
ties. The Charter Collection is anticipated
to grow to 500,000 images by the sum-
mer of 2006. Participation fees for
ARTstor’s Charter Collection are listed
now at www.artstor.org. For more infor-
mation about ARTstor or about participat-
ing in ARTstor, please visit our website.

30 CAA NEWS JULY 2004



CLASSIFIEDS

To place a classified ad in CAA News,
visit www.collegeart.org or write to
caanews@collegeart.org.

FOR RENT

Land of Enchantment. Poetic getaway
between Taos and Santa Fe, New
Mexico. Historic mountain village.
Adobe/furnished studio. $550+. 505-
982-7077.

Midcoast Maine. Beautiful three-bed-
room house near town and ocean for
rent. $715 prime and $600 off-season.
Tel. 212-568-7307.

NYC Studio apt. 86th & Park Avenue,
available for 1–10 day visits up to 6x
/year. For details call Doug 716-882-
4969.

Ontario, Canada. Rustic artist,
writer’s retreat. Tidy cabin on 400
acres. One-day drive from NYC, one
hour from Toronto, 15 minutes to Lake
Ontario. Reasonable rates. Contact 
tomxmcglynn@yahoo.com.

Paris/Marais. Apartment, charm, calm,
luminous, all conveniences. 212-367-
7641.

OPPORTUNITIES

Jentel Foundation offers one-month 
residencies in a rural ranch setting in
Wyoming that include accommodation,
studio, and $400 stipend to visual
artists in all media and writers in all
genre. For application, download www. 
jentelarts.org. September 15, 2004
deadline for January 15–May 13, 2005;
and January 15, 2005 deadline for May
15–December 15, 2005.

CORRECTION
Deadline for 2006 Members'
Exhibition Proposals Changed!
The incorrect deadline for submission of
curatorial proposals for the 2006 Mem-
bers' Exhibition at the Boston CAA
Conference was published in the May
issue of CAA News. Curators must sub-
mit proposals by September 17, 2004,
not November 1.

In the “Solo Exhibitions by Artist
Members” section of the May 2004 issue
of CAA News, the creator of an artwork
reproduced on page 20 was misidenti-
fied. The artist of Talisman is Marianne
Weil. CAA News reported otherwise. The
image is reproduced again on page 26.

In the “Affiliated Society News” section
of the May 2004 issue of CAA News,
the supporter of the Association for
Latin American Art (ALAA) Book
Award was omitted from the ALAA
announcement. This award, given annu-
ally to an outstanding work of scholar-
ship in any field of Latin American art,
is sponsored by the Arvey Foundation.
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DATEBOOK

July 9, 2004
Deadline for submissions to the
September 2004 issue of CAA News

August 31, 2004
Deadline for nominations for the 2005
CAAAwards for Distinction

September 1, 2004
Deadline for submissions to the Art
Journal special artists’ projects

September 3, 2004
2005 Annual Conference session chairs
receive final abstracts from speakers

September 10, 2004
Deadline for session proposals for the
2006 CAAAnnual Conference in Boston

Deadline for submissions to the
November 2004 issue of CAA News

September 15, 2004
Deadline for submissions to the CAA
Members’ Exhibition in Atlanta

September 17, 2004
Deadline for curatorial proposals for the
members’ exhibition at the 2006 CAA
Annual Conference in Boston

October 1, 2004
Deadline for fall submissions to the
Millard Meiss Publication Grant

November 5, 2004
Deadline for Professional Interests,
Practices, and Standards (PIPS) commit-
tee nominations and self-nominations

November 10, 2004
Deadline for submissions to the January
2005 issue of CAA News

December 1, 2004
Deadline for submission of dissertation
titles for the June 2005 issue of The Art
Bulletin

December 3, 2004
2005 Annual Conference session chairs
receive final drafts of speakers’ papers

January 10, 2005
Deadline for submissions to the March
2005 issue of CAA News

February 16–19, 2005
93rd CAAAnnual Conference in Atlanta

March 10, 2005
Deadline for submissions to the May
2005 issue of CAA News

March 15, 2005
Deadline for spring submissions to the
Millard Meiss Publication Grant

February 22–25, 2006
94th CAAAnnual Conference in Boston

 



College and University
Integrated Strategy. For the
first time, the EPA set out to
require that studio classrooms,
labs, and other workspaces
within academic institutions
meet the same standards for
environmental, health, and
safety as industry. Inspections
were mounted, and some
schools received very signifi-
cant fines and penalties. Prior
to this time, federal or state
inspections of art-schools stu-
dios had been unheard of—a
fact I learned in a clarifying
moment, when one of my
friends in regulated industry
with full-time risk management
offices asked why we were in
such a fuss about it. 
The impact of the EPA initia-

tive on art schools was dramat-
ic. Many art programs are
taught in independent art
schools, and these were poorly
prepared, financially and man-
agerially, to meet the EPA stan-
dards. In order to bring schools
and art departments up to the
required level, many adminis-
trators have had to search for
funds to pay for new equip-
ment, modifications to existing
physical plants, the hiring of
EHS managers, and other
expenses. 
In an art program, the learn-

ing environment is both an
intellectual realm and a physi-
cal space. Art is a collection of
disciplines, each unique in its
character and its physical
demands. A painting depart-
ment, for example, must
address the issue of heavy-
metal content in paints—cad-
mium, cobalt, titanium, copper,
lead. Palette scrapings should
not end up in the water supply
through seepage from an
improper dumpsite. 

RISD’s curriculum rightly
states that a student should
learn the dialogue of oil paint-
ing in order to understand all
painting. Yet the traditional
practice of painting involves
the use of some materials so
deadly that artists would die
from using them. Today we
recognize that some compro-
mise is necessary. If we cease
to use problematic materials,
we avoid paying hazardous-
waste-handling fees. The trick
is to develop a responsible pro-
gram without leaving the cur-
riculum at the mercy of outside
regulators and the courts. 
At RISD we chose, as practi-

tioners and teachers, to adopt a
proactive stance toward federal
and state compliance standards,
rather than seeking to avoid the
problem or merely to do the
minimum necessary. We began
by looking at our place in the
waste stream, as consumers of
products and producers of
waste. We found that we were
generating a significant amount
of hazardous and toxic waste,
and we set out to develop poli-
cies and practices to remedy
this. Next, we chose to find out
all we could about EPA stan-
dards and guidelines, permissi-
ble materials, and acceptable
waste-disposal procedures. 
A proactive stance is a part-

nership between the school and
the regulators. From our per-
spective, this has been a suc-
cessful approach. The federal
regulators at EPA, and those at
the Occupational Health and
Safety Administration (OSHA)
have gained an understanding
of our endeavor and are more
than willing to assist us in
meeting their standards.
Indeed, a proactive stance is

a series of partnerships. For we
must also credit the art-materi-
als manufacturers who have
voluntarily submitted their
products to EPA testing for
lead levels and for the presence
of other toxic elements. Many
manufacturers have provided

the results to us free of charge.
Students are our constituency
and are the beneficiaries of a
good health-and-safety 
program. If students learn good
studio habits and are made
aware of the importance of
selecting safe materials, they
will retain that knowledge
through a lifetime of art prac-
tice. But like faculty, students
are often noncompliant when it
comes to personal health and
safety. They forget to wear
gloves, respirators, and gog-
gles, and to take fresh-air
breaks. They are careless about
cleanup, hygiene, disposal,
labeling, and storage. Of
course they bring food into the
studio and I have seen more
than one kid flossing with an
oily paintbrush. 
But if faculty and adminis-

trations have sometimes been
slow to accept today’s more
rigorous standards for studio
safety and environmental waste
management, students are pas-
sionate and motivated when it
comes to caring for the envi-
ronment. Students in their
teens and twenties may think
they are impervious to harm,
but they understand very
quickly that the earth is not. 
Our approach was to teach

our students the concept of the
waste stream: what happens to
solvents and art waste after it
is thrown in the trash or poured
away. We have developed a
“permissible materials” list,
and we post information about
toxic content in various materi-
als. Students may be cavalier
about their own safety, but
when they discover that correct
practices mean clean water and
healthy wildlife, compliance
magically begins. I say to my
students: “Think of the fish;
they have to live in what you
pour down the sink.” Getting
students to comply with regu-
lations is a matter of appealing
not to their sense of self-
preservation, but instead to
their altruism.

A good program must
involve the school administra-
tion, the faculty, and the stu-
dents. Everyone has to buy into
the idea that health and safety
matters, caring for the environ-
ment matters, and one can pro-
duce good art without using
poisonous, pollutant materials
or dangerous techniques. 
In order to get this kind of

universal buy-in, RISD has
developed a studio-use agree-
ment contract. This is a signed
document that requires stu-
dents to become familiar with
EHS protocols and to commit
themselves to meeting them, in
exchange for studio space. 
As an advocate for including

EHS in the art-school curricu-
lum I have chaired two ses-
sions on the topic at the CAA
Annual Conference. In
Philadelphia in 2002 I polled
studio faculty members about
what they considered to be the
biggest EHS problems in their
schools. I discovered that the
majority were worried about
inadequate ventilation, and saw
the lack of administrative sup-
port for improvements as the
biggest obstacle to developing
a safe environment. A majority
of members polled at that time
had never heard of the EPA’s
recent initiatives. Most had no
knowledge of environmental
management systems. I hope
this is not true today, but I
know we have a long way to
go to educate our students, our
faculty, our administrators, and
all the working artists out
there. 
Whether we like it or not, the

fine-arts faculty is on the front
line in this battle. We are the
preservers and guarantors of
the student–teacher relation-
ship that is the key to an art
education. It is through faculty
committed  to teaching and
practicing good policies that
we will encourage the next
generation of artists to main-
tain responsible, safe studios
and to stay healthy. Further, we

A SAFE STUDIO IN THE
21ST CENTURY
CONTINUED FROM PAGE 1
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Artists’ relationships with institutions are complex and often contradictory. Far from
the myth of the counter-cultural outsider, most artists depend on the support of institu-
tions and corporations, much as they relied on the patronage of aristocracy or church
in the past. This is nowhere more apparent than in the symbiosis between art profes-
sors and the academic institutions that employ them. One of the show’s themes is the
process of “Normative Control,” how institutions have their own, often unspoken, atti-
tudes and behaviors with which new arrivals are subtly imbued. Another is the way in
which artists conduct their careers, employing strategies like self-promotion, network-
ing, and branding, that have much in common with the commercial sector. In examin-
ing the codependent relationship between individuals and organizations, the show aims
to go beyond anti-institutional polemic to explore the complexities of contemporary
life.

The call is open to all 2005 CAA individual members. Membership forms will be
available after September 1, 2004. For membership information, please visit 
www.collegeart.org or call 212-691-1051, ext. 12.

The exhibition will run from January 29 to March 26, 2005. A special reception
including live entertainment will coincide with the CAAmeeting in Atlanta.

Please send a one-page project description, résumé, and up to 16 slides and/or a
video or DVD. Proposals in all media, including time-based and performance work,
are welcome. We have a modest budget for new commissions. Material can relate to
an existing body of work that dovetails with the exhibition’s theme, or from recent
work if you are proposing a new project. Include an S.A.S.E. if you want us to return
your material.

To: “What Business Are You In?: The Academy,” Exhibitions Department, Atlanta
Contemporary Art Center, 535 Means Street, Atlanta, GA 30318

Deadline: September 15, 2004

Call for Entries 
CAA Members’ Exhibition, 
Atlanta Contemporary Art
Center

What Business 
Are You In?: 
The Academy
January 29–March 26, 2005

www.collegeart.org

must call upon school adminis-
trations to provide the neces-
sary support services. Within
each school, and school-to-
school, we must work as a
team. My informal CAA poll
in 2002 reflected a pattern of
faculty looking to outside
sources for mechanical and
monetary solutions to prob-
lems. Faculty must look at
themselves too. They must
reexamine the need for particu-
lar materials and err on the side
of caution. Do we really need
potentially explosive materials,
such as nitric acid for etching,
anymore?
Even schools that have a

good EHS program in place
may have problems. We forget
that curricula, like cultural tra-
ditions, are living entities: To
be of any use they must remain
pliable and adapt to change.
There tends to be an us-vs.-
them mindset between faculty
and administration. This mind-
set is pervasive in academia
and creates its own caste sys-

tem, with studio technicians—
whether staff or student assis-
tants—often considered low in
the hierarchy. Studio techni-
cians are responsible for seeing
that proper procedures are fol-
lowed; they focus on the daily
routines of maintaining our stu-
dios, systems, and paperwork.
We are a team. The us-vs.-them
mindset does not promote a
safe working environment or
safe work habits, nor does it
help us to develop a sense of
environmental stewardship. We
have to get past it.
My relative and friend, the

artist Peter Jemison, a member
of the Seneca-Onondaga nation
and the mighty Iroquois
Confederacy, was the person
who first told me of the con-
cept of the seventh generation:
In every governance decision
and plan you make, you must
consider its impact into the
future, to the seventh genera-
tion after you. A proactive
stance on the issues of health,
safety, and environmental pro-

tection is not just the right
thing for a school to do for its
students; it is the right thing to
do for our whole community.
Our choices in this cannot be
separated from cultural and
ethical foundations. The stu-
dents you influence today will
remember your concern and
will appreciate the fact that you
informed them and gave them
a choice. Do I work safely or
unsafely? Do I know what this
material is made of and where
it may be headed when it
enters the waste stream? 
If we are proactive on health,

safety, and good environmental
practices, we can retain our
idealism within the art curricu-
lum. And we will have the
pleasure of seeing our students
pass on their same choices into
the seventh generation.
—Duane Slick

Tired of 
complaining 

about
CAA?
Join a CAA 

committee and 

For information, visit
http://www.collegeart.org/
caa/aboutcaa/committees/

commlist.html.
Or contact Rebecca

Cederholm, 
Manager of Governance &

Advocacy,
212-691-1051, ext. 209



THANK YOU
DONORS 

CAAgratefully acknowledges the
generous support of individuals
and institutions, through contribu-

tions and grants, during the period July 1,
2003–May 6, 2004. Listed below are
members who made voluntary contribu-
tions with their membership dues; CAA
Board and Committee members, Editorial
Board, and CAA staff who gave in-kind
contributions; contributors to CAA publi-
cations; and foundations and government
agencies that provided grants. (Those indi-
viduals who gave to the 2003 Annual
Campaign were thanked in the May 2004
issue of CAA News.)

Thanks to 559 individual members
who made voluntary contributions, in
addition to  their membership dues, to
the Travel Grant Fund and/or the
General Fund: Lucy A. Adams, Markam
Keith Adams, Gail K. Addiss, Susan
Ahlstrom, Paul R. Aho, Joseph G. Aiken,
Esra Akin, Ingrid C. Alexander-Skipnes,
Basil Alkazzi, Jerri Allyn, Linda Lee Alter,
William L. Anthes, Anna S. Arnar, Kelly J.
Asbury, Renee Ater, Cynthia M. Augsbury,
Nancy J. Azara and Darla Bjork, Nancy E.
Bacci, Christine A. Baeumler, Larissa
Bailiff, Ellen T. Baird, Elizabeth A. Baker,
Katherine S. Baker, Carmen C. Bambach,
Carl F. Barnes, Danielle N. Barr, Ulla E.
Barr, Cristelle L. Baskins, Kit S. Basquin,
Niangi M. Batulukisi, George and Linda
Bauer, Michael D. Baxandall, Thomas M.
Bayer, Annette L. Beaulieu, C. Ronald
Bechtle, Anne E. Beidler, Eli Bentor,
Harry Berger, Persis Berlekamp, Anne F.
Bessac, Marjorie A. Blackwell, Frances
Bliss, Inge E. Boer, Suzaan Boettger,
David F. Boffa, Cynthea J. Bogel, Power
R. Boothe, Katherine W. Borum, Lex
Bosman, Leslie A. Bostrom, Bruce A.
Boucher, Lani D. Boyd, Alexis L. Boylan,
Prilla S. Brackett, Tamara J. Brantmeier,
Juanita M. Brautlacht, Susan C. Brenner,
Rebecca P. Brienen, Robert E. Brooker,
Betty A. Brown, David H. Brown, Patricia
Fortini Brown, Vincent J. Bruno, Caroline
A. Bruzelius, Frederick J. Burbach, Mark
Burleson, Katharine P. Burnett, Jody R.
Burstein, Cornelia H. Butler, Elena M.
Calvillo, William A. Camfield, Bolaji V.
Campbell, C. Jean Campbell, Virgil D.
Cantini, Shana Kim Carlan-Riddell,
Kerstin Carlvant, Nicolosa B. Carnevale,
Kayb W. Carpenter, Magali M. Carrera,
Patricia A. Carter, Debra Taylor Cashion,
Mary M. Catlett, Madeline H. Caviness,
Aurore M. Chabot, Veronique Chagnon-
Burke, Peter M. Chametzky and Susan
Felleman, Melissa L. Chaney, Pamela B.
Chapman, Virginia R. Chase, Zachary L.
Chupa, Elena D. Ciletti, Cynthia A.
Clabough, Laurie Beth Clark and Michael
Peterson, D. Sherman Clarke, Rachel E.
Clarke, Mary Abbott L. Clyde, Julie F.
Codell, Terri Cohn, Cynthia Col, Edward
Colker, Jay G. Coogan, Cathan Mondrago
Cook, Arlene C. Cooper, Lane L. Cooper,
Nita G. Corinblit, Sharon L. Corwin, Anne
C. Cote, Dario A. Covi, Margaret A. Craig,
Holly Crawford, Kyle R. Crocker, Carol J.

Crown, Gerard Curtis, Jerry L. Cutler,
Charles D. Cuttler, Anne E. D’Alleva,
James P. Dailey, Alan P. Darr, Steve A.
Davis, Melanie A. Day, Jane B.
DeBevoise, Maria DeGuzman, Marina M.
Delaney, Barbara Argento Dennig,
Katharine B. Desai, Carol Neuman
DeVegvar, William J. Dewey, Catherine R.
DiCesare, Eleanor Dickinson, Robert E.
Diercks, Cheryl M. Dixon, Susan M.
Dixon, Brigid Doherty, Therese A. Dolan,
Betsy A. Dollar, Ian Dorian, Timothy W.
Drescher, Martina S. Droth, Alice J.
Dubiel, Carol G. Duncan, Santiago
Echeverry, Sheila Edmunds, Janna
Eggebeen, Janita H. Eldridge, Karen I.
Ellis, Denise S. Erickson, Robert A.
Erickson, Carlos Espi-Forcen, Lisa A.
Ethier, Elizabeth S. Ettinghausen, Stacey
L. Evans-Weir, Rakia N. Faber, Diana P.
Fane, Roxanne C. Farrar, Phoebe M.
Farris, Beatrice Farwell, Sarah C. Faunce,
Alicia C. Faxon, Peggy A. Feerick, Mark
E. Fetkewicz, Marianne Ficarra, Ruth P.
Fields, Bridget M. Fischer, Debra M.
Fisher, Matthew H. Fisk, Nancy E. Floyd,
Phylis A. Floyd, Sylvie Fortin, Fredericka
Foster, Kathleen A. Foster, Alisa M. Fox,
Mary E. Frank, Jenni R. Freidman, Jean
M. French, Phil Freshman, Kathy J.
Fridstein, Joseph L. Futtner, Yechiam Gal,
B. Kathleen Gallagher, Janne J. Gallen-
Kallela-Siren, William V. Ganis, Clarke H.
Garnsey, Evan A. Gatti, Gail E. Gelburd,
Lola B. Gellman, Mark Getlein, Mariam
Ghani, Ann E. Gibson, Walter S. Gibson,
Gregory M. Gilbert, Jeremy D. Gilbert-
Rolfe, Parme P. Giuntini, Mary Gladue,
Anna Gonosova, Sally Goodrich, Edward
Goodstein and Francesca M. Eastman,
Anne C. Goodyear, Mary L. Gray, Tonya
T. Gregg, Samuel D. Gruber, Anthony L.
Gully, Kathy A. Halamka, Marcia B. Hall,
Michele A. Hannoosh, Jennifer M. Hardin,
Robert J. Harding, Donna Harkavy, Ann S.
Harris, Elizabeth F. Harris, Heather A.
Harwood, John G. Hatch, Ann Blyth
Hazen, Janet A. Headley, Jennifer L.
Headley, Anne L. Helmreich, Linda D.
Henderson, Tricia Hennessy, Carole K.
Henry, Leila M. Hernandez, Raymond D.
Hernandez, Steven Heyman, Lance R.
Hidy, Christina S. Hiett, Hannah B.
Higgins, Shannen L. Hill, Patricia S. Hills,
Anthony Hirschel, Edith M. Hoffman,
Patrick M. Holbrook, Joan A. Holladay,
Beth L. Holman, Larry W. Holmes, Mary
Louise Hoss, Dan F. Howard, Donivan W.
Howard, Andreas L. Hug, James C.
Hughes, Linda C. Hults, Elizabeth M.
Hunt, Donna M. Hunter, Nancy R.
Huntsinger, Joel Isaacson, Simeen M.
Ishaque, Virginia Jansen, Paul B. Jaskot,
Celina Jeffery, A. Lawrence Jenkens,
Susan H. Jenson, Christopher A. Johnson,
James W. Johnson, Mary Q. Johnson,
Laura A. Johnston, Chris J. Jordan,
Annette L. Juliano, Elizabeth Higas Julius,
Jacqueline E. Jung, Sean B. Justice,
Deborah Kahn, Kristin J. Kaineg, Pavel
Kalina, Janet A. Kaplan, Olga Z. Karras,
Anna D. Kartsonis, Ethan M. Kavaler,
Brian C. Kelly, Sherwood M. Kendall,
Steven R. Kendall, Casie N. Kesterson, Jill
Kiefer, Edward A. Killough, Hye Kim,
Elaine A. King, Frances L. Kiperman,
Melanie A. Klein, Michael E. Klein,
Deborah E. Klimburg-Salter, Theodore E.
Klitzke, John B. Klomp, Helen L. Kohen,

Paul E. Kohl, Travis Barton Kranz, Linda
A. Kroff, Katerine M. Kuenzli, Jane W.
Lackey, Ellen G. Landau, Eric E. Landes,
Matthew H. Landrus, Jaime R. Lara,
Mernet R. Larsen, Babatunde Lawal,
Catherine A. Lawless, Sharon A. Lazenby,
Thomas W. Leavitt, Jonas K. Leddington,
Mary K. Knilans Ledger, Emmanuel and
Suzanne F.W. Lemakis, Dorotha G.
Lemeh, Cathie Lemon, Madeline Lennon,
Leslie A. Lerner, Ellen Levy, Zhen Li,
Thomas R. Lighfoot, Virginia Rember
Liles, Janet Link, Robert A. Linsley, Leah
Lipton, Heping Liu, Michael E. Lobel,
John C. LoCicero, William C. Loerke,
Robert J. Loescher, Deborah H. Loft,
Glenn A. Long, Rose-Carol Wash Long,
Kate C. Lonie, Carla Lord, Sharon N.
Lorenzo, Jenny L. Loveland, David M.
Lubin, Alison Luchs, Andreas Luescher,
Lynn T. Lukkas, O. Libby Lumpkin and
Dave C. Hickey, Norman K. Lundin, Mary
L. Lusk, Beauvais Lyons and Diane H.
Fox, Erik P. Maakestad III, Maria M.
Makela, Marianne V. Manley, Steven A.
Mansbach, Eva Mantell, May W. Mantell,
Andrea S. Marks, Anne L. Massoni, Neil
E. Matthew, Lydia A. Matthews, Vicki E.
Mayhan, Cammie D. McAtee and Rejean
Legeault, Karen P. McCoy, Colleen E.
McCrystle, Timothy M. McDonald,
Christopher J. McEvoy III, Phyllis
McGibbon, Jeane K. McGrail, Melissa A.
McQuillan, Judith E. Meighan, Alan A.
Melad, Jordana S. Mendelson, Valerie J.
Mercer, Amy R. Meyers, Creighton
Michael, Laura E. Migliorino, Heather M.
Mikolaj, Don Miller, Katharine Millet,
Cynthia T. Mills, Yong Soon Min, Dolores
B. Mitchell, Alessandra L. Moctezuma,
Thomas M. Montanari, Christine Morla,
Penny C. Morrill, Jill Morse, Marsha L.
Morton, Robert D. Mowry, Kathryn M.
Myers, Helen Nagy, Carol A. Nathanson,
Cynthia Navaretta, Morton Needelman,
Jonathan Nelson, Lauren S. Nemroff,
Christian F. Nicklaus, Gary L. Niswonger,
Chon A. Noriega, Kristin Powers Nowlin,
Mercedes Nunez, Edward J. Nygren,
James G. O’Connor, Terence O’Daly, Julie
D. Oakes, Amy F. Ogata, Ikem S. Okoye,
Ferris Olin, Jeffrey K. Otto, Joan Pachner,
Angelika Pagel, Howard M. Paine,
Yaochang Pan, Esther Parada, Satoko I.
Parker, Mary C. Patten, Maxine Payne,
Jeanette F. Peterson, Constantine J.
Petridis, Holly Phillips, Sandra S. Phillips,
Jerry Philogene, Elinor Pironti, Faith
Pleasanton, Clark V. Poling, Griselda F. S.
Pollock, Margaret R. Polson, Jeanne C.
Porter, Mary M. Porterfield, Leopoldine H.
Prosperetti, Matthias Quast, Mary
Quinlan-Mc Grath, Sohrab Rabii, Michael
Rainer, Thomas Rainer, Margaret T.
Rajam, Sophie Raux-Carpentier, Sandra J.
Reed, Sue W. Reed, Michael S. Rees,
Diane J. Reilly and Giles R. W. Knox,
Barbara H. Rhoades, Ruth F. Richardson,
Eric S. Richter, Silvia Rigon, Verna F.
Ritchie, Mysoon Rizk, Garrison Roots,
Betsy Rosasco, Jason M. Rosenfeld, Ed
Rothfarb, Laura Roulet, Gail Rubini and
Conrad Gieber, Luz M. Ruiz, Daniel R.
Runfola, W. Jackson Rushing III, Susan E.
Ryan, Edmund C. Ryder, Warren Sack,
Sofia Sanabrais, Andrew L. Sanchez,
Henry M. Sayre and Sandy Brooke,
Naomi Schedl, Lynn F. Schibeci, Henry D.
Schilb, Carl N. Schmalz, Jr., James G.

Schryver, Kathleen W. Schulz, Thomas W.
Schulz, Richard L. Schwartz, Joan Scott,
John Beldon Scott and Katherine H.
Tachau, Elizabeth L. Sears, Rachel Y.
Selekman, Jen Seron, Jody M. Servon,
Pamela K. Sheingorn, Gregory W.
Shelnutt, Dale W. Shidler, Courtney L.
Shimoda, Charlotte S. Sholod, Jodie J.
Shotwell, Judith C. Siegel, Susan L.
Siegfried and Alex Potts, Brian P. Sikes,
Mary A. Sillman, Marianna Shreve
Simpson, Debra S. Singer, Robert T.
Singer, Daniella M. Smith, Elise L. Smith,
Kathryn A. Smith, Miguel L. Rojas Sotelo,
Duston Spear, Michael T. Stack, Natasha
Staller, Roger B. Stein, Sally A. Stein and
Allan S. G. Sekula, Gloria Steinberg, Kerri
P. Steinberg, Mariam A. Stephan,
Elizabeth M. Stephens, Marian C.
Stephens, John R. Stomberg, Sara L.
Stone, Joyce Hill Stoner, Judith A.
Strahota, Mary E. Stringer, Yong Sun Suh,
Robert A. Summers, Judy E. Sund,
Marilyn L. Sward, Amy R. Swartele and
Michael D. Yeomans, Peter L. Sylvester,
Tina T. Takemoto, Willa J. Tanabe,
Yasunobu Tanigawa, Ron Tanzi, Laurie
Taylor-Mitchell, Christian R. Tedeschi,
Roberto J. Tejada, Mark E. Thistlethwaite,
Anthony A. Titus, Peter A. Tomory, Joan
R. Truckenbrod, Jason A. Tselentis,
Catherine L. Turrill, Nola H. Tutag, Kartz
Ucci, Gertje R. Utley, Elizabeth Valdez del
Alamo, Mario Valente, Jane A. Van
Nimmen, Joel N. Varland, Timothy
Verdon, Lisa Vergara, John S. Vick,
Sonoko S. Wakita, Rev. Gregory Waldrop,
Larry M. Walker, Roslyn A. Walker, Dan
S. Wang, Frances McMahon Ward, David
W. Warren, Thaisa Way, Idelle Weber,
Dietrich A. Wegner, Annette Wehrhahn,
Michael R. Weil, Kenneth C. Weinfurtner,
Lauren S. Weingarden, Gennifer S.
Weisenfeld, Adrienne N. Werge, Fred H.
Werner, Katarina E. Weslien, Priscilla S.
West, Richard V. West, Neville E. Weston,
Carolynne Whitefeather, Iain B. Whyte,
Marjorie E. Wieseman, Karen Wilkin,
Stephen P. Williams, Hyla J. Willis, Susan
G. Wilmarth-Rabineau, Stanley C. Wilson,
Chris B. With, Amanda K. Wojick, Bryan
Wolf, Nancy Coleman Wolsk, Stephen D.
Workman, Beth S. Wright, Sharyl K.
Wright, Edith H. Wyss, Shou-Chih Yen,
Susan S. Youdvin, Eric M. Zafran, Saul E.
Zalesch, Joe Zeller, Andres M. Zervigon,
Rebecca E. Zorach.

Thanks to 28 CAABoard and com-
mittee members, Editorial Board mem-
bers, and CAA staff who gave in-kind
gifts: Catherine Asher, Michael L.
Aurbach, Susan Ball, Carmen C.
Bambach, Karen Barsman, Elizabeth
Bartman, Maureen Connor, Kevin E.
Consey, Nicola M. Courtright, Jeffrey P.
Cunard, Diane Edison, Cynthia Hahn,
Katherine W. Haskins, Robert Hobbs, John
Hyland, Jr., Dennis Y. Ichiyama, Thomas
D. Kaufmann, Dale Kinney, Emmanuel
Lemakis, Ellen K. Levy, Joan M. Marter,
Virginia M. Mecklenburg, Andrea S.
Norris, Ferris Olin, Gregory G. Sholette,
Eve Sinaiko, Joyce Hill Stoner, Christine
L. Sundt.

Thanks to 77 individual and institu-
tional contributors to The Art Bulletin:
Art Institute of Chicago; Ronald R. Atkins;
Barnard College; Sylvan Barnet; Boston
University; Ruth Bowman; Brown
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University; Bryn Mawr College; Carnegie
Museum of Art; Case Western Reserve
University; Sterling and Francine Clark
Art Institute; Colby College; College of
William & Mary; Colorado College;
Cornell University; Hester Diamond; Duke
University; Emory University; Fine Arts
Museums of San Francisco; Frick
Collection; J. Paul Getty Museum; Richard
Gray Gallery; Hispanic Society of
America; Indianapolis Museum of Art;
Institute of Fine Arts, New York
University; The Jewish Museum; Johns
Hopkins University; Samuel H. Kress
Foundation; Los Angeles County Museum
of Art; Maryland Institute; Metropolitan
Museum of Art; Michigan State
University; Montreal Museum of Fine
Arts; Museum of Modern Art, New York;
National Gallery of Art, Washington, D.C.;
National Gallery of Canada; Northwestern
University; Ohio State University;

Pennsylvania State University;
Philadelphia Museum of Art; The Phillips
Collection; Picker Art Gallery, Colgate
University; Pomona College; Portland Art
Museum; Princeton University; Robert
Gore Rifkind Foundation; Rutgers, State
University of New Jersey; Lucy Freeman
Sandler and Irving Sandler; Spencer
Museum of Art, University of Kansas;
Stephen K. Scher; Smith College; Solow
Art and Architecture Foundation; Stanford
University; State University of New York,
Stony Brook; Marilyn Stokstad; Syracuse
University; Tyler School of Art, Temple
University; University of Chicago;
University of Delaware; University of
Iowa; University of Louisville; University
of Maryland at College Park; University of
Minnesota; University of Missouri,
Columbia; University of Oregon;
University of Rochester; University of
Saint Thomas; University of Southern

California; University of Virginia; Vassar
College; Virginia Commonwealth
University; Alan Wallach; The Walters Art
Museum; Wellesley College; Wesleyan
University; Whitney Museum of American
Art; Worcester Art Museum.

Thanks to 32 individual and institu-
tional contributors to Art Journal:
Albright-Knox Art Gallery; Sterling and
Francine Clark Art Institute; Cooper Union
School of Art; J. Paul Getty Museum;
Herbert F. Johnson Museum of Art,
Cornell University; Indianapolis Museum
of Art; The Jewish Museum; Louisiana
State University; Maryland Institute
College of Art; Miami Art Museum;
Museum of Modern Art, New York;
National Gallery of Art, Washington, D.C.;
Portland Art Museum; The Reed
Foundation, Inc.; Rhode Island School of
Design; Rice University Art Gallery;
School of the Art Institute of Chicago;

Tyler School of Art, Temple University;
University of California, Irvine; University
of Delaware; University of Illinois,
Chicago; University of Michigan;
University of Minnesota; University of
Nevada, Las Vegas; University of
Oklahoma; University of Windsor; Paula
Latos-Valier and Biron F. Valier; The
Walters Art Museum; Washington
University, School of Fine Arts; Whitney
Museum of American Art; Yale Center for
British Art; Yale University Art Gallery.

Thanks to the following foundations
and public agency for grants provided:
Milton and Sally Avery Foundation,
Geraldine R. Dodge Foundation, J. Paul
Getty Trust, Samuel H. Kress Foundation,
National Endowment for the Arts, Terra
Foundation for the Arts, Wyeth
Endowment for American Art.
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Thanks to a generous grant from the National Endowment for the
Arts, Art Journal will commission four original works of art to be pro-
duced in color offset printing.They will appear with the four 2005
issues of the magazine, one per issue. Each will be a unique artwork,
produced in an unnumbered edition matching the magazine’s print
run.A smaller signed and numbered limited edition will be shared
between CAA and the artist; sales of CAA’s share will benefit our
Professional Development Fellowship Program.

Artists are invited to submit proposals for stand-alone works
that use color offset printing in an innovative and ambitious fashion.
The works may be shrink-wrapped with the issue, bound into it, or
otherwise incorporated.They may take many forms, from independ-
ent objects (postcard inserts, small booklets, folded posters, pop-up
objects, calendars, playing cards, folded objects—any small printed-
paper project) to multipage interventions in the magazine itself.
Printing techniques may include (but are not limited to) fold-out
pages (gatefolds) or covers, diecuts, unusual inks or inking tech-
niques, nontraditional papers and materials (e.g., Mylar or rice
paper), inserts, and unusual typography. Scale, size, number of “pages,”
and other formal specifications are limited by our budget, the jour-
nal’s physical structure (for example, its binding), and U.S. Postal
Service regulations.

To encourage originality and to foster collaboration, each artist
selected will have the opportunity to consult with the journal’s
designer and editors in New York to refine the project concept. Final
projects must be created by the artists as digital files in the
QuarkXpress, Photoshop, and/or InDesign programs.

SCHEDULE
September 1, 2004 Application deadline
October 26, 2004 Finalists notified
November 22, 2004 Finalists submit final project concepts
December 15, 2004 Four artists selected
2005 Projects appear with Spring, Summer,

Fall, and Winter issues

SELECTION CRITERIA
Artistic excellence will be the primary consideration in selecting the
winning proposals.The jury and the editor-in-chief will also weigh the
technical and financial feasibility of each proposal. Art Journal and the
College Art Association are committed to diversity of representation
and to fostering creative expression in a wide range of idioms.
Applicants need not be members of CAA.

Each of the four participating artists will receive a stipend of $1,000,
a one-year membership in CAA with a subscription to Art Journal
and other associated benefits, a signed and numbered limited edition
of the final printed project, and one each of the other three projects,
signed and numbered.

HOW TO APPLY
The postmark deadline for the initial application is September 1,
2004.
To apply, send:
• 10–20 35mm slides of your work OR a CD with 10–20 images in
digital files (JPEG,TIFF, EPS, or PDF)
• a brief written description (maximum one page) of the artwork
you have in mind.This need not be a polished,
final proposal, but should indicate format, content, and a general
sense of imagery. It may also include a general artist’s statement.
• sketches of the proposed project (optional)
• a current résumé or CV
• examples of any other artworks you have created in the offset-
print medium (optional)
• a self-addressed, stamped envelope for the return of slides
Your application must be postmarked by September 1, 2004.

Send your proposal to:
Art Journal Special Artist Projects
College Art Association, Box JH
275 Seventh Ave., 18th floor
New York, NY 10001

If you have questions about the application process, please contact
Joe Hannan at jhannan@collegeart.org. Please DO NOT e-mail
applications to this address; they will be deleted unread.

Finalists will be notified on October 26, 2004; each finalist will
then have four weeks to create a refined project concept with
images, a detailed written description, and a mock-up.The selection
of the four participating artists will be announced on the CAA Web
site in December 2004 and in CAA News.

These application guidelines are also available online at
www.collegeart.org.

This project is supported through a generous grant from the
National Endowment for the Arts and funds from other donors.

Art Journal

Special Artists’ Projects: Call for Entries
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