Of
Supply Chains

Propositions
1. Through our labor practices (i.e. who works for whom, who gets
compensated, and by whom) we, as artists, produce and reproduce
social relationships.
2. By talking and writing about the labor practices involved in making
any artwork, we narrate production “work stories” that make actually
existing social relationships and art worlds visible and open to
contestation.
3. The labor practices behind any art project can become integral to
the meaning of the work — as important as the materials used, the
title, the duration, or the dimensions.
4. The myth of autonomy in the arts is so strong that seeing labor in
art and understanding artists as workers appears to collapse the
category of Art itself.
5. An art of supply chains may be a move from autonomy and art as
not-work toward distributed authorship and solidarity art economies.
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Of
Supply Chains
While anything may take the form of a commodity, only one action may
generate the value found within it: the expenditure of human labor.
There exist, then, both myriad commodities as well as a singular
commodity [labor]. Ultimately, commodities are bearers of value, and
value is a social relationship, quintessentially and necessarily derivative
of human sociality.1

Artworks acquire meaning between friends, collaborators, and art workers in the weeks and months
of research, fabrication, and preparation. Yet lectures by and interviews with artists focus on
encounters with the finished piece, producing “work stories” that follow the artwork as closely as any
metadata about its formal qualities.2 Work stories foreground singular authorship, rarely mentioning
the names and contributions of art workers — research and technical assistants, fabricators,
project managers, graphic designers, PR workers, and archivists.3 Art texts rely upon incomplete
work stories, artists’ biographies, the materials used, and the dimensions, duration, and date of
production.
This text asks, How might public conversations about the labor practices behind any artwork change
the value — the cultural and social significance, as well as market prices — of that artwork? What if
the discourse surrounding any artwork included the labor practices involved in its making?

1 Leigh Claire LaBerge, “Wages Against Artwork: The Social Practice of Decommodification.” South Atlantic
Quarterly, special issue, “Entrepreneurship,” eds. Imre Szeman and Dan Harvey, 2015. p 575. https://www.academia.
edu/15054268/_Wages_Against_Artwork_The_Social_Practice_of_Decommodification_
2 Bärtas, Magnus,“You Told Me: Work Stories and Video Essays.” Thesis for the degree of Doctor Of Philosophy in
Fine Arts, University of Gothenburg, Art Monitor, 2010. p 46 gupea_2077_22289_5.pdf
3 Sholette, Gregory, Dark Matter: Art and Politics in the Age of Enterprise Culture. (London: Pluto Press, 2011).
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By talking and writing about labor practices, a wide range of choices for organizing work, compensating workers, and producing art become visible and open to contestation. When arts discourse
includes the labor practices of production, listeners and readers can debate the possibilities
and problems so familiar to neoliberal economies (unpaid internships, precarious adjunct labor,
unpaid exhibition invitations, debt-backed education) and practices rooted in solidarity economies
(sliding-scale pricing, worker cooperatives, intentional communities, and free education).4 Solidarity
economies can then be articulated not merely as “alternatives” to an unchangeable economy, but
as already existing practices that are thriving around the world and in the arts sector as well, as
solidarity art worlds.5

Pedagogical Tool
Of Supply Chains is a text and a workbook that traces the life cycles of artworks. It materializes all of
the ways that artists work, and aims to help artists speak about the relationships that are produced
and reproduced along the way. The entire life cycle of an artwork is evidenced through a conscious
telling of: the ways materials are sourced, how the labor for producing an artwork is organized, and
how tools are accessed. It reveals how an artwork is licenced, promoted, encountered, acquired,
and how it finally departs, ready for another life cycle. It shows that throughout the life cycle of any
artwork, multiple transfers and exchanges occur, and that labor is often uncomfortably subsidized.
The workbook at the end of this text invites a practice of reflection and narration about supply chains
by asking: “What choices did you (have to) make, and what power dynamics and social relationship did
you reproduce?”
Of Supply Chains visualizes practices rather than mapping specific infrastructures. A traditional
capitalist supply chain is drawn as a linear process that includes “all the individuals, organizations,
resources, activities, and technology involved in the creation and sale of a product, from the delivery
of source materials from the supplier to the manufacturer, through its eventual delivery to the end
user.”6 To create a supply chain for the arts that includes solidarity art economies, the traditional
supply chain becomes a closed loop representing one life cycle. This makes room for many forms of
exchange and distribution, and the use of waste as a source material.7

4 The solidarity economy emerged in the global South (economia solidária) and is known internationally by different names: the workers’ economy, the social economy, the new economy, the circular economy, the regenerative
economy, the local economy, and the cooperative economy. At its heart, it is a system that places people before
profit, aiming to distribute power and resources equitably. The solidarity economy movement is recognized globally
as a way to unite grassroots practices like lending circles, credit unions, worker cooperatives, and community land
trusts to form a powerful base for a more equitable economy. As Marco Arruda of the Brazilian Solidarity Economy
Network stated at the World Social Forum in 2004: “A solidarity economy does not arise from thinkers or ideas; it is
the outcome of the concrete historical struggle of the human being to live and to develop him/herself as an individual and a collective... innovative practices at the micro level can only be viable and structurally effective for social
change if they interweave with one another to form always-broader collaborative networks and solidarity chains of
production-finance-distribution- consumption-education-communication.”
5 Woolard, Caroline. “Solidarity Art Worlds.” The Brooklyn Rail, Spring 2013. http://www.brooklynrail.org/2013/02/
artseen/solidarity-art-worlds
6 Rouse, Margaret. “Supply Chain.” TechTarget, 1 June. 2015. http://whatis.techtarget.com/definition/supply-chain.
7 For circular supply chains see: Miller, Ethan. “Occupy! Connect! Create! Imagining Life Beyond The Economy.”
A Guidebook of Alternative Nows. Ed. Amber Hickey. (Los Angeles: Journal of Aesthetics and Protest Press, 2011).
Also see: McDonough, William and Michael Braungart, Cradle to Cradle: Remaking the Way We Make Things, (New
York: North Point Press, 2002).
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The concept of a supply chain can guide arts graduates and working artists alike, providing a map
for imagined and future practices that resist the notion of a monolithic “Art World” or a monolithic
economy. J.K. Gibson Graham writes that “reframing the economy is a critical step in building
community economies. By seeing the economy not as a machine but as the day-to-day processes
that we all engage in as we go about securing what we need to materially function, it’s clear that the
economy is created by the actions we take.”8 Rather than assuming that legitimate artworks must
be produced by artists with assistants for elite institutions, a public discourse that includes diverse
supply chains demonstrates that other economic politics already exist.
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Solidarity Art Worlds
Recall the fantasies that for many arts graduates begin inside art schools, of endless circulation and
visibility: ten new artworks, twenty artists talks, and three solo shows annually. To be this productive,
artists must work beyond the scale of their own labor. This necessitates labor practices that are
impersonal and potentially exploitative. When artists work with the aspects of the supply chain that
are within their control, they may recognize the power that they have to engage with solidarity art
worlds and the attendant forms of satisfaction that occur. While we, as artists, often cannot control
the amount of visibility or financial remuneration that we receive, we can reorient ourselves toward
the deep satisfaction that comes from intimate conversations with people we respect, the rigor of our
craft, and the pleasure of discoveries in research.

8 J.K. Gibson Graham, Jenny Cameron and Stephen Healy, Take Back the Economy: An Ethical guide for Transforming Our Communities, (Minneapolis: University of Minnesota Press, 2013). p 8.
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We recognize that while people are creating economies of solidarity through daily practices of making
do, these economies occur in relationship to conditions of stagnant wages, rising rent, and debtbacked education. David Harvey asks, “How might it be possible to build a sense of moral community
or of social solidarity, of collective and meaningful ways of belonging and living, that are untainted by

9

Byrne, Ken.1 October. 2008. http://www.communityeconomies.org/home/key-ideas.
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the brutality, ignorance, and stupidity that envelops laborers [and artists] at work? How, above all, are
workers [and artists] supposed to develop any sense of their mastery over their own fates and fortunes
when they depend so deeply on a multitude of distant, unknown, and in many respects, unknowable
people who put breakfast on their table every day?”10 (Inter)personal practices of equity may seem
impossible or ineffectual in the face of structural conditions, but our lived experiences can alter our
perception of what is possible and aid us in organizing for the policies that support the change we
want to see.11 Looking at the entire supply chain, resistance and creation are parallel tasks. We cannot
resist structures of exploitation without building spaces of healing and hope.
In arts contexts with immense capital accumulation,12 widespread networks of workers are engaged
to produce artworks, many of them arts graduates and working artists who are (under)employed.13
As Hollis Frampton pointed out in a letter to MoMA in 1973, a robust economy is conjured with every
artwork produced.14 Frampton writes:
I’ll put it to you as a problem in fairness. I have made, let us say, so and so many films.
That means that so and so many thousands of feet of rawstock have been expended, for
which I paid the manufacturer. The processing lab was paid, by me, to develop the stuff,
after it was exposed in a camera for which I paid. The lens grinders got paid. Then I edited
the footage, on rewinds and a splicer for which I paid, incorporating leader and glue for
which I also paid. The printing lab and the track lab were paid for their materials and
services. You yourself, however meagerly, are being paid for trying to persuade me to show
my work, to a paying public, for “love and honor.” If it comes off, the projectionist will get
paid. The guard at the door will be paid. Somebody or other paid for the paper on which
your letter to me was written, and for the postage to forward it. That means that I, in my
singular person, by making this work, have already generated wealth for scores of people.
Multiply that by as many other working artists as you can think of. Ask yourself whether
my lab, for instance, would print my work for “love and honor,” if I asked them, and they
took my question seriously, I should expect to have it explained to me, ever so gently, that
human beings expect compensation for their work. The reason is simply that it enables
them to continue doing what they do.

Not a Refusal of Work
In arts contexts without immense capital accumulation, many people get involved in art projects to
build identity, nurture community, and support their friends. As Holly Hughes said about WOW Cafe
Theater, the oldest women and trans theater space in the country that also happens to operate on a
sweat equity system, “I got involved for the girls and stayed for the art.”15 While we understand the
importance of remuneration in an era of $120,000 art degrees, we believe that art-making itself can

10 Harvey, David. “Divisions of Labor.” Seventeen Contradictions and the End of Capitalism, (Oxford: Oxford University
Press, 2014). p. 126.
11 Nembhard, Jessica Gordon. Collective Courage: A History of African American Cooperative Economic Thought
and Practice. (University Park: Penn State University Press, 2014).
12 Whitener, Brian and Dan Nemser. “Circulation and the New University.” TOPIA: (Canadian Journal of Cultural
Studies 28. 2012). p. 165-170.
13 http://censusreport.bfamfaphd.com
14 Hollis Frampton to Mr. Donald Richie. January 7, 1973. Download full letter: http://www.wageforwork.com/media/
files/d663e7877e02c5506c6833ddabb49c19.pdf
15 Abrams, Jen. Personal conversation with Caroline Woolard, March 2 2008.
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be a “challenge to the wage-relation that homogenizes all activity with money, a challenge to the
division of labour that produces art – art as a refusal of work that ends up sustaining the rule of
exploitation as exception, and which itself increasingly is organized according to an industrialized,
customer-facing model.”16 Working Artists in the Greater Economy (W.A.G.E.) have shown that far
more cultural institutions have the ability to pay artists than are doing so today.17 These institutions
often exploit the support networks that artists create, underpaying artists who rely upon mutual aid
to produce their artwork. We realize that artists move between non-monetary arts contexts and those
of extreme capital accumulation, and we know that different forms of solidarity and exploitation in
each necessitate context-specific practices of equity and refusal.18
Artists produce art by making meaning with the labor that they claim for themselves.19 Ben Davis
claims that “the position of the professional artist is characteristically middle class in relation to
labor: the dream of being an artist is the dream of making a living off the products of one’s own
mental or physical labor while being fully able to control and identify with that labor.”20 To be able to
identify with their own labor, artists in the United States have taken a variety of positions, including
statements by the 1930s and ’40s Artists Congress, Artists’ Union, and the Federation of Modern
Painters and Sculptors, that advocated for artists as a part of organized labor.21 Many artists in 2015
are again speaking about themselves as workers, this time demanding a wage by demonstrating
that artists cannot serve public charities as nonemployed workers.22 If artists are people who want
to identify with their own labor, wouldn’t it follow that artists want to provide dignified work to all the
people they work with?

Work Stories
If we, as artists, are concerned with fair wages, safe working conditions, and acknowledgment
for our work, why wouldn’t we extend these rights to the people who we ask to help us? When we
acknowledge that artworks are production projects that engage entire supply chains — not solitary
expressions of a singular author — we begin to re-couple artistic work with labor. This counters

16 Vishmidt, Marina. “The Politics of Speculative Labour.” Possibilities of Transformative Art Production and
Coalition Building. http://transformativeartproduction.net/the-politics-of-speculative-labour/ “How does the social
relation of capital mobilize and valorize the desire to be “not-labor” that is the founding moment of art in the capitalist modernity? How does the artist emerge as a subjectivity which allegorises the real abstraction of capital, equating
ceaseless flux, change and competition with personal and social freedom? …. But if the respective erosions of art
and labor come as symptoms of a crisis, can there be a contestational as well as a palliative reflection on the current
situation, and can those struggles also potentially disclose a re-composition, precisely around the crisis of “value”
that the social forms of art and labor manifest in their own ways?”
17 W.A.G.E, “FAQ’s. http://www.wageforwork.com/about/6/faqs
18 Woolard, Caroline. (Un)Doing (Un)Compensation. (New York, NY: Self Published, 2014).
http://goo.gl/91WgLQ
19 Leigh Claire LaBerge, “Wages Against Artwork: The Social Practice of Decommodification.” South Atlantic Quarterly, special issue, “Entrepreneurship,” eds. Imre Szeman and Dan Harvey, 2015. p 575.
https://www.academia.edu/15054268/_Wages_Against_Artwork_The_Social_Practice_of_Decommodification_
20 Davis, Ben. 9.5 Theses on Art and Class: And Other Writings. (Chicago: Haymarket Books, 2013).
21 Denning, Michael. The Cultural Front: the Laboring of American Culture in the Twentieth Century. (London:
Verso, 2010).
22 Gro Henningsen, Nanna. Personal conversation with Caroline Woolard and Susan Jahoda. 13 February 2015.
As the Danish Association for Visual Artists and Young Art Workers say, “we are the non-employed workers of public
charity.” Until we are employed as artists working for salaries or wages, we will not be recognized as unemployed
or eligible for unemployment benefits. W.A.G.E.’s work to bring the Canadian Artists Representation Minimum Fee
Schedule to the United States follows this logic as well.
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persistent representations of artists as solitary geniuses who appear, for example, in art catalogs
and monographs, on museum and gallery labels, in classrooms and artists’ lectures, as autonomous
subjects outside of the economy. Conventional work stories about solitary authors reproduce
economic and cultural imaginaries that ignore the labors of near and distant others. This makes
“real” the entrepreneurial fantasy of the self-made person, constantly promoting and selling herself.
But artists are not simply discovered for their hard work and launched into a world of widespread
visibility and economic success. Artists, like all small business people, access resources and
networks based upon historical privilege, making choices about the economic practices that they can
engage in.
Of most urgent concern to us is a search for dignified work that extends beyond the author herself.
Imagine an art history, an art classroom, or an art market where supply chains are taken to be as
conceptually relevant as the formal qualities of any artwork. We say, Form follows concept and
supply chain. As artists, we want to tell work stories that foreground the economic practices that
sustain us but are often not represented in our artworks. Our work stories will now include sourcing,
laboring, licencing, promoting, encountering, acquiring, departing, exchanging, and subsidizing. We
invite you to join us in a conversation about this evolving text, workbook, and pedagogical tool on
supply chains.
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Supply chain art tells the story of its own making.
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Source
Where did you go to get the materials? Did your materials came from a store, a recycling center, an
archive, a dumpster / the street, an institutional site (like a school, a prison, or a museum), a friend or
family member, or another place. Note: we are not asking about the tools / technologies that you used,
just the materials you sourced. Examples of source materials: newspaper from the street, plexiglass
from a store, string from a recycling center.

Material: ___________________________________________________ from a store.
Material: _______________________________ from a recycling center or free store.
Material: _____________________________________ from a family / friend source.
Material: ________________________________________ from a dumpster / street.
Material: ________________________________________________ from an archive.
Material: ______________________________________ from an institutional source.
Material: ____________________________________________ from another source.

REFLECTION
What choices did you (have to) make? What power dynamics and social relationships are reproduced
when you source materials from these sites? Does sourcing materials contribute to the meaning of
the work? Why or why not?
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Tool
What tools or technology did you use? Who has access to these tools? Examples of technologies
for production and people who have access: pencils accessed by a collective, a printer accessed by
members of a business, laptop accessed by me, hammer accessed by my family, or a loom accessed
by students.

Technology: ________________________________________ accessed by me alone.
Technology: ______________________________________ accessed by a collective.
Technology: _________________________________ accessed by a family / friends.
Technology: _______________________________________ accessed by neighbors.
Technology: ________________________________________ accessed by members.
Technology: _________________________________________ accessed by students.
Technology: ___________________________________________ accessed by other.

REFLECTION
What choices did you (have to) make? What power dynamics and social relationships are reproduced
when tools and technologies are accessed in these ways? Does the accessibility of tools and technologies contribute to the meaning of the work? Why or why not?
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Labor
How was the labor organized for the direct production of this work? Examples of tasks for labor: fabric
was sewn by an employee, text was written by an intern, photographs were taken by me, 2x4s were
assembled by a group.

Task: _____________________________________ completed by me / Do It Yourself.
Task: _________________________________________ by a group / Do It Ourselves.
Task: _______________________________________ completed by a friend / family.
Task: _________________________________________ completed by a cooperative.
Task: _________________________________ completed by an apprentice / mentor.
Task: ____________________________________ completed by an employee / boss.
Task: _____________________________________________ completed by an intern.
Task: ______________________________________________ completed by another.

REFLECTION
What choices did you (have to) make? What power dynamics and social relationships are reproduced
when labor is organized in these ways? Does the organization of labor contribute to the meaning of the
work? Why or why not?
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Promote
How will or how did people find out about this work? Remember, you likely invite people (or “promote”
your work) by affiliation. For example: sending an email to invite people myself, calls made by friends,
fliers posted on the street by a collective, advertisements in magazines made by a PR agency, a
facebook event made by an employee of an institution (a school, a museum, or public agency).

Promoted by: ____________________________________________________ myself.
Promoted by: ________________________________________________ a collective.
Promoted by: _____________________________________________ friends / family.
Promoted by: _____________________________________________ grassroots org.
Promoted by: _________________________________________________ institution.
Promoted by: _________________________________________________ PR agency.
Promoted by: ___________________________________________________ another.

REFLECTION
What choices did you (have to) make? What power dynamics and social relationships are reproduced
by invitations from these sources? Does promotion contribute to the meaning of the work? Why or
why not?
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Encounter
Where will or where have people already encountered this work? Examples of sites for encountering:
a street, which is a public site; a gallery or home, which is a private site; a garden, which is a community
site.

Encounter: ________________________________________ my home / studio / site.
Encounter: ______________________________________________ a collective site.
Encounter: __________________________________________ a friend / family site.
Encounter: _____________________________________________ a community site.
Encounter: ________________________________________________ a private site.
Encounter: _________________________________________________ a public site.
Encounter: _________________________________________________ another site.

REFLECTION
What choices did you (have to) make? What power dynamics and social relationships are reproduced
in these sites of encounter with the work? Does the site of encounter contribute to the meaning of
the work? Why or why not?
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Acquire
How has or how will this work be acquired or stewarded during your lifetime? Who is acquiring or
stewarding it? Examples of stewards / acquirers: Stephen, my friend; Pablo, a collector; Kino, working
for a public museum.

Steward: _________________________________________________ me / my group.
Steward: ____________________________________________________ a collector.
Steward: ________________________________________________ friends / family.
Steward: ____________________________________________________ an investor.
Steward: __________________________________________________ a private site.
Steward: ___________________________________________________ a public site.
Steward: _________________________________________________________ other.

REFLECTION
What choices did you (have to) make? What power dynamics and social relationships are reproduced
when these people and places steward the work? Does acquisition and stewardship contribute to the
meaning of the work? Why or why not?
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Depart
Where will this work be in 100 years? Examples of departure locations: a compost pile, which is a private
site; the basement of my friend’s place, which is a friend / family site; a landfill, which is a public site.

Location: ______________________________________________________ a landfill.
Location: ______________________________________________ a recycling center.
Location: ___________________________________________ a friend / family’s site.
Location: __________________________________________________ a storage unit.
Location: __________________________________________________ a private site.
Location: ___________________________________________________ a public site.
Location: ___________________________________________________ another site.

REFLECTION
What choices did you (have to) make? What power dynamics and social relationships are reproduced
when the work departs at these sites? Do departure sites contribute to the meaning of the work? Why
or why not?
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Exchange
How did you acquire materials, technology, and labor? By what means of exchange will the work be
encountered, promoted, and licensed? For example, I used cash to pay for paper, I borrowed a hammer,
I stole a police barricade, and community members used local currency to acquire the work.
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REFLECTION
What choices did you (have to) make? What power dynamics and social relationships are reproduced
in these exchanges? Do exchanges contribute to the meaning of the work? Why or why not?
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Subsidize
What other forms of support allow you to make your work? For example, do you use credit cards? Do
your day jobs cover (serve as a “cross-subsidy”) for your art practice? Do you have a rental property or
stocks or investments that pay dividends? Do your parents pay for something that allows you to make
your work? Do your friends support you? For example, my day job at Jo’s Food subsidizes my art practice.

Subsidy: _____________________________________________ a form of mutual aid.
Subsidy: ________________________________________________________ a grant.
Subsidy: _____________________________________________________ a cash gift.
Subsidy: __________________________________________ from grants/ past sales.
Subsidy: ______________________________________________________ a day job.
Subsidy: ____________________________________________ a rental / investment.
Subsidy: _____________________________________________ loans (credit / debt).

REFLECTION
What choices did you (have to) make? What power dynamics and social relationships are reproduced
with these subsidies? Do subsidies contribute to the meaning of the work? Why or why not?
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License
Who has permission to use, reuse, or distribute your work? What Creative Commons (or other) license
will you use? For example, my work Untitled has a NoAttribution license because I want it to be used
and remixed without crediting me. This writing, the Supply Chain Art Manifesto, has an Attribution NonCommercial ShakeAlike license because we want people to remix and build upon it but not for commercial
purposes, and to distributed with the same license.

Work / Text / Image: ___ Attribution (CC BY).
Work / Text / Image: ___ Attribution-ShareAlike (CC BY-SA).
Work / Text / Image: ___ Attribution-NoDerivs (CC BY-ND).
Work / Text / Image: ___ Attribution- NonCommercial (CC BY-NC).
Work / Text / Image: ___ Attribution- NonCommercial-Share Alike (CC BY-NC-SA).
Work / Text / Image: ___ Attribution- NonCommercial-NoDerivs (CC BY-NC-ND).
Work / Text / Image: ___ No Attribution (CC0).

REFLECTION
What choices did you (have to) make? What power dynamics and social relationships are reproduced
with these licenses? Do licenses contribute to the meaning of the work? Why or why not?
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Supply Chain Cards
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TEXT + WORKBOOK CITATION
Jahoda, Susan and Caroline Woolard. Of Supply Chains. New York, NY: Self-Published. 2015.

FULL CITATION
Text Authors: Susan Jahoda and Caroline Woolard
Design / Illustration Author: Emilio Reynaldo Martinez Poppe
Card / Wheel Authors: Susan Jahoda, Emilio Reynaldo Martinez Poppe, and Caroline Woolard
Materials: text, workbook, pedagogical tool
Date: 2015 (work in progress)

SUPPLY CHAIN
Source: Stores (New York Central, Canal Plastics, Blick Art Materials, Graphic Lab Printing Inc.)
Tool access: Students / Faculty (access to laser cutter / Adobe CS at Cooper Union, New School)
Labor: Do it Ourselves (BFAMFAPhD)
Feedback and copyedits: Do it Ourselves (BFAMFAPhD) and Friends and Family (Maureen
Connor, Jack Haskell, Stephen Korns, Leigh Claire La Berge, Katherine Pradt, Pedagogy Group]
Printing: Paid Internship [Emilio Reynaldo Martinez Poppe] and Employee / Boss [Chris
Campesi at Graphic Lab Printing Inc.]
Production: Do it Ourselves (BFAMFAPhD) and Friends and Family [Stephen Korns]
Promote: Institutional (Pedagogy Group, School of Visual Arts, University of Massachusetts,
Amherst, Creative Time, Malmo Art Academy) and Community (Threewall’s Phonebook 4)
Encounter: Public / Private Sites (see above)
Acquire: You / Your Group (BFAMFAPHD)
Depart: Recycling (landfill, compost)
Exchange: Cash / Stolen (paid internship, underpaid commission)
Subsidize: Grant (University of Massachusetts, Amherst), Commission (Creative Time), Day jobs
(teaching, writing, internship program), Cash Gifts (Severine von Tscharner Fleming)
License: CC BY-SA (sharealike with attribution)

Please email CarolineWoolard@gmail.com and Susan.E.Jahoda@gmail.com with feedback,
ideas, or edits. A first draft was published in Threewall’s Phonebook 4 and a final version will be
published to coincide with the College Art Association’s annual conference in 2016. This draft is
available online at: http://bfamfaphd.com
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