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Three Dialogues




Prisoners’ Inventions: Three Dialogues

Three years ago Temporany Servioes invited Angelo, an incarcerated artist,
o write and illustrate a booklet about the ingeniows, practical, and some-
times bizarme things he has seen prisomers make. Argelo generated mone
than 100 pages of drawings and text - representing 7B different imventions
or skills. The collection offers a glimpse into the social enwironment of
prison, where inventiveness and ingenuity are needed to satisfy even the
most basic human desines.

This indtial invitation led bo an exhibition that included prints of Angelo’s
drawings and writings, slong with facsimiles of the inventions constructed
by Temporary Services and a long st of helpers. At Angelo’s reguest, a full-
size copy of his prison cell was also featured. The cell was built by follow-
ing Angelo’s drawirgs and measurements.

This booklet includes three dialogues about this project. Full ackngwl-
edgements for Prisoners’ Inventions. are included at the end of this publi-
cation but special thanks are due bo the participants in these dialogues who
allpwed them to be reprinted together for this booklet.

A book of Angelo’s complete Prisomers” Imventions writings and drawings
was published by White ‘Walls in 2002. It has since been reprinted {visit
wenswhitewalls.org for details).

angelo remains seemingly unaffected by the cinculation of the book (which
he still has not besn able to reveive)] and the press that has sunmunded tivis
project. He continues to actively read, write and draw - although sadly
without the company of his friend and former cellie Paul, who was recent-
by ransferred to another prison. We continually update Angelo (and Paul)
with mew developments for Prisoners’ Inventions and Angelo keeps s
informed as well. In a recent search, a guand discovensd the photos we sent
Amgelo of his recreated cell. Stunned and angered that an inmate had
somehow acquired photos of kis own cefl, the guard demanded information
on how he got the pictures. 'When Angelo pointed out the fabricators’ sub-
tle discrepamcies in the cell recreation and explained a little about the
exhibition, the guard’s anger quickly turned to wonder and amusement.

Temporary Services
[Brett Bloom, Salem Collo-Juin, Marc Fischer)
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Nato Thompson Interview

Massachusetts Museum of Contemporany Art (MASS MolCA)

Morth Adams, Massachuseils

March 12, 2003

Transcribed from video and edited by Audrey Peiper and Jennifer Breciner

This interview was conducted by a group from the Master of Arts i Arts
Admrinistration (MAAA) Program at The School of the At Instibsfe of
Chicago (SAIC), Chicapo, Wlinois, who weme emwplled in a class titled
"Collaborative Projects,” and Taylor Hokanson, also an SAIC student. The
group collaborated with the Chicago artist group Temporary Services (Brett
Bloom, Salem Collo-Julin and Manc Fischer) on a project called Prisoners’
Irrventions that was featured in Fantastic, am exhibition curated by Hako
Thompson at MASS MoCA. The fiollowing inberview was conducted as part of

Participants are:

JB: Jernier Breckner, MAAA candidate, SAIC

TH: Taylor Holanson, MFA candidate, SAIC

AP Audrey Peiper, NARA candidake, SR

NT: Mato Thompson, Assistant Curator, MASS MoCA

The interview was videotaped by Sebastiam Campos, MAA candidate al
SANC. Also present: Jeff McMillian, MAAA candidate at SAIC

AP Can you describe the genesis of Prisomers” Inventions?

NT: | knew that Temporary Senvices was 20ing to be in the show Fantastic.
Initially | wanted them to do a public project cutside of the museum. They
proposed the project called “Hearing Morth Adams™ that would display
these big ears in town where people could speak into them to discuss issues
and for storytelling. The sound would be relayed by these radio broadcast
intercoms into the gallery. | pictured [people responding with] a kot of
silenoe and then | pictured [people screaming inko them] “Tuck youw.™ | did-
n"t imaszine a Lok of productive converrsation happening with the communi-
ty. Mot that | think that there can"t be productive comversation, but | did-
n"t think big ears wene the way 1o go.

Temporary Services are used to operating in am wban center like Chicago.
In theese cenbers. the dymamics between the museum and the community are
very different becawse of dversite In North Adams | thowght it woold be a
very different situation because dealing with public art here takes a dif-



project. There's only so much he could do after that. So, that is a collab-
orakive element as well

Another important element of a positive collaborative process s people
inowing where their skill sets are and what they can contribute. A good
collaborative has people that compensate for other's lack of skills. The ool-
laborakive process with Richard and Migoel was just like that - Miguel can’t
build things, but Richard can. Richard neally brings a lot to the table. 5o,
that kind of process is really productive as opposed to everyone having the
same skill sets and battling it out ower witimate vision.

JB: Artists can be wary of working with administrators because they don’t
trust that the administrators hawe their best interest at heart.
Subsequently, the artists fail to see the positive aspect of the working rela-
tionship as collaboration. Administrators help artists realize projects by
foousing on peripheral elements such as fundraising, allowing artists to
wourmy mastly about their work. Don't you think this idea of the lone artist;
working in solitude s in some ways a myth?

NT: | think that's right. You know, everyone loves to bive in the nmyth
because it"s helpful, for one, to feel good about being on Earth, created by
this great god of humanity. | mean it's just such a given. That's why arts
administration s such a funmy thing because we all know administratively
how much of a collective process it is. You have a PR person, you have a
fundraiser, you have a secretary and you have a negistrar. Everybody-a fab-
ricator, mainterance, astodial-everybody coliaborates to make this thing
exist. If this jail cell were covered in dust and dirt and not clean it would
look crappy. If it weren't Lit it would Look crappy. Al these things are a col-
bureaucracy is collaboration. It's all the gears that go into the process.
That’s why | hate when people rail on bureaucracy because it seems some
peopbe just love to think and want everyone else o administrate.

What | tike about Temporary Services is that they actually create a
Beuysian, but better tham Bewys, sense of social sculpture. Evenybody
knows that with organizing any type of social space there are PR require-
ments, building reguirements. That is the sculpture. The administrative
ties to projects are an art form. § think that you can play with the art form
far more. Sou can be Dadaist abowt these kinds. of guestions. You can be a
Dadaist development officer. There are aesthetics to all of these thes. |
think that in the social sculpture that goes into producing social space,
there are already collaborative elemments being ignored. All of the artists n
this show, well most of them, have been pretty friendly about the situa-
tion. They understand how many people it requires to produce this space.
It's not like they just came in and made it. Well initially when | was talk-
ing about collaborakion | referred to artists but you are right, even beyond

that everybody is collaborating in this big spacs. The audience collabo-
rabes. Whak is it without them coming here booking at it and caring? Right?
For instance, | hate the text Babel. | hate the label, but it is important. 'We
hawe ithis thing called the Label and it has this name on . 'Whose name do
you put on that, everyone”™s? Ko one is going to read that. Somebody wants
ko know who came up with the idea. For instance when you go to a movie,
wiho has the big mame at the beginning? It's the director, but there is a big
crew list also and maybe the orew List should go first.

JB: In terms of this project, what is intriguing is that all this information s

coming from one person who is in prison who has dooomented imventions

that have been told to him by cellmates. Through Angelo’s comtact with

Marc Fischer and the subseguent inclusion of these inventions in the

Fantastic exhibition, the project is then seen as Temporary Services pro-

E.Mﬁﬁmﬁgﬁﬁﬁﬁufﬂl&hmﬂmﬁtmmﬁemﬁ
ir work?

NT: Tempaorary Services and Angelo are on the credit line, That makes serse
ko me Beecause Temporany Semvices proposed this project to me. The cred-
it for Angelo & tricky because ke did all the drawings, from which
Temporary Services and the SAIC group fabricated them. The oredit could
hawe been “Angelo and Temporany Serdoes”™ too, which | don’t think they
hawe a problem with, They ane very interested in making sure thak they
show the diversified oollaborative process. In the context of their work,
this piece makes a kot of sense in termes of thoase guestions. They prowide
this intermediary space between people and obther people.  Also, their
"art™ is basically taking ready-made social spaces and esploring the cre-
ative process, a5 well as also trying to generate new ways of looking at the
world in 2 politically motivated sense.

TH: And not to mention that "Angelo” is a psewdonym, right? Which then
adds another Layer to that complesx disosssion.

HT: Yes. Welll then there's that — the guestion of usine Anselo’s real name
in the showe [ think you've probably read the emails we've had back and

AP: 'We heard from Temporary Senvices the play-by-play, but yes, if you
could talk a little bit abowt the problems . . .

KT | was really frstrated [about not knowing what oime Angelo was
incarcerated for] and wenk to a thowsand different socorces in the art
world, to everyone | respect and said, "What do you think™ My frustration
is that ultimately, I"d love to use dude’s real name and just put it out
ithere. However, everyonse on my staff and everyone | talked bo, not just
staff, but everyone | first mentioned the project to - the first thing they



NT: People reacted strongly. You know it really resomates on a Lok of levels.
Mary people read the [accompanying didactic material]. In a museum,
when you see the people reading, you know they are interested because
people typically don"t read in those places. On busy days thene are croneds
sitting with the vitrines. These are testaments to the success of the pro-
ject.

JB: Were you friends with Temporary Services prior to Prisomers’
krventions?

HT: Yes.

JB: What is it Like to be working with your friemds? Would you do this
process again?

NT: I'll give you a wery candid response to all of it. | think in ithiss Life wou
have to build up your own mafia and you have to support things you Tike.
well, | like their work; 1I'm going to show it. People say, ™ou are helping
ot those that you know. ™ Yeah, but | 2lso koo people whose work 1 1ike.
| work in the art world, | gravitate towards people whose projects | kike. |
didn"t gravitate towards Vanessa Beecroft. | actually grawitate towards
relevant work. So, | don™t hawe any ethical quaims about showing mry
friends' stdf. Howewver it s difficult, as you mentioned, to work with your
friends. It is inevitable because | have bo sometimes tell them “no™ amd
sometimes they tell me “no™. There are things on the line and it can get
messy. It can destroy relationships. But, | ckilll like working with mey friends.
It’s hard to not take things personalty when you are friends. But, it was
actually wonderful because it worked well.

AP- Do you fieed Like you are in a difficult situation a5 a mecfiator between
the MASS MoCA institution and the artists, and trying to create something
that was the best for both?

NT- Always. That’s my job, but | don™t like that kind of job. in a sense, |
like to work on projects that stemn from my ideas and think anty about that.
Bust I"ve got to look out for a bot of diffenent things. | can't just be doing
exactly what 1'd like to do. And fortunately | work with a pretty great inski-
tution that’s flexible and who jumped at this project right away Hyde Park
Art Cenvter, which wouldn't have had a Lot of the complications we faced,
refused it. S0 MASS MoCA really went out on a limb.

JB: What do you have planned after this exhibition?
NT: Wedl. | have this show tentatively titled "Strategic Engagement™, which

is a survey of tactical media, basically political art of the 1990"%. Then= are
going to be about sixty artists but a lot of public projects; The Cemter for

Land Use Ir_i'.erp-retaﬁ:n. William Pope L., Critical Art Ensemble, Sub Rosa,
@™ark, Institute for Applied Autoncmy and Las Agencias, among others. ALl
of these groups, 3l of the collectives will tell you, they are resistant to

showing in museums: and they are all a big pain in the ass, but | lowe them
o deathe

Vitrines at MASS MolA comtaining Priscners’ Inventions recreations amd
Angelo'’s writings and drawings.



"Prisoners’ Inventions':
An Interview with Temporary Services

by Craig Buckley

The interview deals mainly with Prisoners Inventions, a book and an exhi-
bition that came owut of a collaboration between Angedo, a man wha is cur-
rently incarcerated in Califormia, and Temporary Services, a group based in
Chiczgo. The interview was developed via email in the summer and fall of
H003.

CB: Temporary Services had been in contact with Angelo for some time
prior o the Prisoners’ Inventions project. Can you describe how you imi-
tiafly met Angedo and haw you arrived at the collzboration that became the
Prisoners’ Imventions project?

TS: Angeln first contacted Marc Fischer from Temporary Servicss back im
1551 (Temparary Services began in 1993). At the time, Fischer was pub-
lishing a fanzine about underground mussic, politics, and ant. The "zine was
free to prisoners and Angelo™ cellmate reguested a copy which he shared
with Angello. Angefo contacted Fischer and sent him ome of his drawings,
this marked the beginning of thedr friendship and comespondence.

In 2000, Temporary Servioes mounted an exhibition of Angeln’s namative
drawings from a more personall and continuous body of work that he has
been producing for mamy years. The omnanization of this exfibition became
the group's larger introduction to Angelio’s wark and ideas. Since the begin-
ning of Temporary Servioes, we have been self-publishing booklets for our
projects and we regularly semd these to Angelo. He enjoys receiving them
and was greatly excited by the booklet that we produced in conjunction
with his exhibit.

We arrived at the idea for the Prisoners” Inventions project through a series
of casual discusssions about imventions that Angelo sometimes mentionad in
his Letters. We also talked about inventions that group members had read
about in varied sources or heard about in dialogues with other inmates. The
idea of prisoners inventing wildly creative things to maintain greater per-
sonal avkonomy and o bypass the resirictions that are imposed on them
was immensely appealing to wus.

We casually asked Angelo if Be"d Like to write and illustrabe a small book-
let on the subject of prisoners” inventions. 'We had been invited to partic-



ipate im a one-day event tithed “Automomous Termitories of Chicago™ orga-
nized by an initiative called the Department of Space and Land
Reclamation. We felt that a free booklet on this subject by Angelo would
be a nice contribution to this event. Angela took a while to think about the
imvitation. A first, he couldn’t think of many inventions of great interest.
Fortunately, Angelo has an astounding memory for  visual details. In time,
bhe began to remember, draw and write about bots of things he had seen.

He missed the deadline for the ewvent but as his work on this project
became more ambitious, it immediately became clear to us that Prisoners’
mventions should be something more than a photocopied booklet. The
amourkt of writing and drawing that Angelo was doing recessitated a real
book and an exhibition. After we began to receiwe the finished drawings
and writings from Amgelo in several separate mailings, we discussed
amongst oursetves, and with Angelo, how this project might be expanded.

CB: In any collaboration one of the hardest and most important parts is the
process of decision making. It sounds like your work with Angelo has large-
Iy been through comespondence, either through letters or perfaps email.
Given the fact of this distanced relationship how does the decision making
ook, was there a selection process? When you present the project as an
instalkation (such as the installation for Fantastic at Mass MolA, or recent-
ly for Get rid of yourself at Halle 14 in Leipzig) does Angelo work with you
pn the installation? In this prooess, what part of the work would you call
“yours” and what part would you call "his™

TS: All of our work with Angelo has been through written postal corme-
spondence. He does not hawe access to email and has never seen the
Internet. The communication process can be extremely slow because it
takes 2-3 weeks before Angelo receives a letter. Everything must be
inspected for contraband by the mail room so even if we respond to a let-
ter immediately and he responds immediately, it can still take nearly a
month for all of ws to get “on the same page’.

We spent a wvery long time communicating with Angelo and each other
before the exdhibition at MASS MoCA and the book were realized. Questions
froem Mato Thompson (the curator at MASS MoCA)--and from Anthoery Elmes-
-(the managing editor of the book's publisher) were all forwarded to Angelo
through Temporary Services to protect his privacy and limit the circulation
of his address. 'We continually generated questions for Angeln about how to
procesd with various aspects of the project and we filled him in on bow our
iowm Ehinking was progressing.

When we decided to mealize a book and an exhibit around Prisoners”
Inventions we immediately sought Angelo’™s input and shared ocur ideas. We

felt that the drawings alone would not be visually tactile enough a5 an
exhibit s0 we suggested making precse copies of some of the objects.
Aregelo then suggested that we build a copy of his cell or find people who
could build it for us. He even recommended Friends of ours--Tena Sakowski
and Rob Kelly--wha he thousht might be good osll builders. This sugsestion
came from his having seen a booklet we published on their work and
phaotos From one of their exhibitions.

&rpelo understands that we Fave to work under pressures and time and
budget constraints that are not always knowable to him given his situation.
He gives us his input on amything be thinks is important and then he trusts
s to do what we think is best and take or leave his advice. In the case of
the book, we used every drawing and piece of writing that Angelo sent.
Mothing was omitted. In the case of the first exhibit, we could not con-
struct the o=l exactly as Angelo had hoped, though he weas extremety
pleased with the resdt [we sent him many photos). The ool was Built
entirety from Angelo®s drawings by the fabricators at MASS MoCA and there
waen’t time or money for us to help or intervene in their process. Thene
were some deviations from what Angele wanted in the area of realism and
these ane things we might be able to correct in future showings of the pro-
jedt. Though we sent him sketches of some installation ideas early on, wlki-
maketly it was impossible ko really confer with Angelo on the precse instal-
lation at MASS MoCA and Halle 14. We did not fully understand how we
would install the work until we arrived ak the spaces.

After seeing photos of the cell and of the inventions, Asgelo offered
oormections wiere needed. In some cases he felt that things had been built
imoonrectly. I other cases he noticed that he could heve been clearer
about scale and proportions in some drawings and this accounted for ermors
that we can fix next time around. We have worked with Angelo long enough
that he trusts us to make decisions.

He will always conrect us if we make mistakes, We make it clear, in this col-
Laboration, thak the drawings are Angelo’s as was the idea Lo make a regli-
ca off s cell (for MASS MoCA). The book is clearty credited as Angelo’s work
with just some basic editorial notes about our irsolvement in the project.
Beyond that we don't make a bot of distinctiors:; we just present it as a
collaborative project. We also had many other people helping us out on
Prisoners” Inwentions. We calculated upwards of 200 people collaborating i
varirs capacities to make the entire thing happen. We do mol prowide
authaorship for wiho made any of the inventions but we do pablicty acknowd -
edge everyone that helped either in publications or on wall labels.

CE: That kind of distance reminds me of a striking story in the book, an
invention that is actually about this kind of distanced commumnication. In
an entry titled “A Fishing Tale™ Angelo writes about a story ke heard from



anotier immate about the Hall of Justice Jail im Los Aneeles. That partiou-
lar prison had & number of floors and somehow someons dsoovered tihe toi-
lets shared the same pipe, and that fishing wire flushed down the pipes
could be caught by a lower floor and used as a sysbem o pass messages,
lowe letters, objecks, pictures. Both the book and the installakions are mof
unlike letters, in that the experience they represent ane always distanoed.
Wideo and photograpty, such as the documentation of exonerated men fea-
tured in Tanm Simon’s The Innocents project, (a project that finks itself
very explicitly to inmate adwocacy) work o give you an impression of an
individual presence. Prisoners” Inventions, even though it & recounted in
the first person, remains anecdotal, fragmentang, writben by an author who
we cannot see, and about whom the reader knows little or mothing. While
this. distance may have been imposed by the system, it also seems Lo me o
be a decision, a strategy of presestation. Could you describe bow you

approached the strategies of presentation and how you see the kink
between the specificities of making your work and the ssses of inmate
advocacy?

T5: The dstance you desoribe is partly a reality of geographic and inskibu-
tional corstraints, partly a natural owtgrowth of how Angelo wanted o be
imcluded in this project, but it was atso a deliberate cholce on all of our
parts.

In the past, as when Temporary Semvices presented drawings of his i our
old office space, Angelo has been forthomming about many aspects of lis
tife {but he does not discuss his comviction). He has shared a lot of bio-
graphical information with us. Prisoners” Inventions is somewhat different
a5 Angelo & not telling his own story; be is acting as a wehicle through
which the inventions of prisoners are esplained. It is appropriate that the
specifics of his own Life or the lives of other inmates would not be in the
foreground of this project.

Angelo insists that he’s just trying ko stay same during the course of fis sen-
tence and be does not wank the attention that he might receive iff knowl-
edee of his full name, his comviction, or his exact bocation were made pub-
lic. He does not want the hassle of becoming a celebrity  prisoner. 50 some
distamce was created inorder to protect Areelo’™s privace This strabegy has
helped keep viewers more focused on the major themes of this woric the
inventions and the social context that forced their creation. The distanc-
ing prevents viewers From judging prisonsrs for thedr crimes and allows the
viewers bo think about aspects of their everyday lives that are given short
shrifit.

The themes of this project trarscend the biographées of the people that
made them. Ome can easily imagine that similar inventions exist in anmy
prison amywhere in the word where inmates are restricked from having
things that they feel are fundamental to their everyday comfort and exis-
tence. On a recent trip to Buchenwald Concentration Camp we saw home-
made chess and checdoers sets from the 1930 that look identical to the
things Angeln describes.

#Angelo has been quite clear in his letters that he is not trying to lead some
kind of revolution on behalf of other inmabes, or trying to take that adwo-
cating type of posithon. This project is not a focused type of adwocacy that
campaigns for one person’s case or individual rights. The project does how-
ever speak to the kind of extreme repression that is imposed on prisomners
amd Bt shows how maey of them are dealing with 5. Parts of the project
could probably be used by inmate adwocacy sroups to demonstrabe prison-
ers’ nesponses to their conditions. Mews about this project is being cirog-
lated among people who work in the field of Orimndnal Justice.



There is a possibility that this project oould generate profit and our
resporse bo that is something we would have to discuss. Marc supports
Angelo o a degnee and this support may remain a private arrangement in
order 1o retain a distinct separation befween state-funded institistions that
host Prisoners” Inventions and the publisher 'White Walls which is also part-
ly stabe funded. Angelo does share a copyright on the book |(abkong with us
and White 'Walls]. We wanted to make sure that if he gets out, he would
hawe a stake iin the success of this book. This project is ongoing and so far
we have not had a lot of conversations with Angelo about money because
we did not expect to generate any income from this project. Qur primany
drive has been to figure out how Lo realize Prisoners’ krwentions, nat how
to make money from it Just doing the project seemed daunting encugh! i
we do start secing money From the varous components of Prisomers'
Invenitions then this is something we will hawe to start dealing with. So far
it hasn't really been an isswe or a karge part of the public discourse around
the project bacause the project hasn't bemed a profit.

‘We have talked a little about ways of making a profit and safeguanding it
legally for Angelo if or when he gets cut of prison. It is incredible to us to
what an extient Amesican prison systems and civill society will go to put up
barriers bo a person’™s reintegration into the world--the stripging of funding
for exducation and rehabilitation & the first destructive step. The privati-
zathon of the prison imduetry has not belped and will be a perpetual banri-
er to prison reform. We didn't set out with this project to address these
issues, but have been forcoed to encounter them along the way

CE: I'd like to change directions fior 2 moment and ask what has informed
your commitment to collaboration, both as a group and with others. I am
also interested in how you relate to some of the writing about collabora-
kive practices in the art wordd. Authors like Miwon Evweon and Hal Fosber
(among others) have wsed the phrase “ethoographic turm™ to describe ithe
reseanch and collaborations artists conduct with individuals or institutions
outside the traditional fields of art practice. One thing they stress is the
need for a certain kind of meflexivity reganding the way that artists wit-
tingly or umwittingly adopt positions of ethnographic asthority, franming
“otterness” for public or institubonal consumption. 'Sour work sits ak an
interesting angle to these conversations im that Prisoners’ Inventions con-
tains much that could be consideraed "ethnograghic” yet it is not presented
as the product of youwr own participant cbservation or ethnographic author-
ity it relakes a wery complicated process of self-presentation, perhaps even
a kind of portraiture, authored by Angelo. You mentioned the term liaison
earlier to describe your relationship with Argelo; how do you see this
position relatine bo the ome desoribed in the debates aboutt the "artist-as-
ethnograpber™

TS- Om a basic Lewel, we collaborate with people that we consider friends

and whose work and ideas we nespect and adeavire. We work with people
that we want o know better, beam from, and whose ideas we want to
understand more deeply--2ll of thos= things become possible throwzh col-
laboration. Those neasons for collaborating are part of why the three of us
work itogether. 'OF course it is different collaborating with Angelo because
we can’t all be in the same room together. We can™t go out drinking or eat
meals or spend days making things together. We can’t even email badk and
forth like the three of us are doing right now wien we pass this text around
o answer ywour questions. But thats okay. The mechanics of collaborating

can be extremely vared.

The benefits of collaborating are mamye To borrow a litthe from a texd we
Fave written abowt this:

Collaboration is an important eotivity to us, bobh wibhin owr group st
ture and as g pre-oursor to dealing with obhers outside the group. Group
work already functions in almost ol ort profects —from those that are
labelled collective or collaborative to thase odverhised as “solo shows™, On
a practical level, working together gives us both the ability to do multiple
projects atb once ard bhe flexibitity to wse each other’s experiences b0 owr
oollective acheanbage. We alsa like collaboration becowse of bhe inherent
challenges and incredible possibilities that come with working with each
other and with persons oubside of our group. 'We nott only do more, but we
are exposed to varied perspectives and opdnians that we might never haove
to oddress om o own.

The writers you mention have no impact on our work or how we go about
it. We haven't paid diose enough attention to their ideas to specifically
comment on the relationship of our work Eo their writing nor do we cane
to. We try to avoid speaking and debating from within this academic frame-
work because it excludes too mary people from the conversation. 'We often
feel quite excluded From it ourselves. We look, rather, at how groups (and
not just artists) talk about their practice and articulate it from their own
perspectives.

It is passible to say a few things about ethnograpiny in general but to just
get stuck on making terms for art practice in this way really misses the
point. Art is about life and is deeply embedded in it no matter what - not
even if you try and claim some sort of aesthetic detachment. Angelo is
definitely closer to the role of the ethnographer in Prisoners” Inwenkions
than we are but &rerelo has never used that term to desoribe his involwe-
ment in this project. We aren't about to tack it onto Fim. The cabegoriza-
tion isn't mecessary. We do feel that Prisoners’ Inventions is a pretty
serious piece of research on Angelo’™s part and he did employ a lot of dinect
observation. We fully trust his findings but ultimately we have no easy way
of checking the precision and acouracy of bis work. Hio one is professing to



be an authority on the subject of Prisoners” Inventions. We can present
Angelo’s findings and make them more tactile for viewens amd wse bis work
a5 a sprirggboard for all kinds of dialogues that we want to answer to and
initiate, but we can™ claim the observations that be is making for
ourselves and won't give bis work a label like ethnography.

We are interesbed in vemaoolar vissal oolbure. It can teach us a lot about
Framan behawior and how what people do leaves visual dives and traces to
this behawvior and its meanings. In other projects we have directly record-
ed public urban phenomena that interests us sach as commencial sandwich
board signs, makeshift roadside memorials to accident victims, block club
signs that list the rules of behavior on  various streets, unusual street
fyers and public expressions, things people drag inbo the street to sawe
their shovelled out parking spaces after heavy Chicago snow sborms and
things like thar.

Prisoners’ Inventions is definitely not portraiture. The idea of portraiture
has been applied to so many kinds of contermporary art practice and has
been stretched so thin that it has been stripped of any useful meaning. 'We
dion’L ever talk about our work in this way We spend an enonmaous amount
of time trying to 2=t away from these kinds of conventions and all the dead
weight they pull along with them. This is one important way of breaking
down concentrations of power that swirl around writers like the ones you
mentioned and the way in which they get a dsproportionate influence over
art practithoners.

CE: I the work of paople like Foster and Kwon &'t of interest to you, per-
haps you could say a litte more about the models or perspectives of other
art or non-art groups thal you are interested in?

T5: Dm our website we hawe a section for readings that includes interviews
and articles by people like: WochenKlausur, Greg Sholette, Julie Ault (for-
merly of Group Material), Mato Thompson, NS5, Alan Moone, Guy Debard,
and Lars Bang Larsen. A recent bookdet we published compiled quotes
about coliaboration and included people and groups like: The Ex, Sanic
Youth, Act Up, Paper Tiger Telewision, Parliament / Funiadelic,
REPOhistany, Studs Terkel, Berjamin Netson, and Frederick 'Wiseman. Our
practice has been greatly affected by some of the people we have collab-
orated with like Zena Sakowski and Rob Kelly, Brenman MoGaffey, Deve
Whitman, and Angelo. The contributions of past members of Tesnporary
Services: Lora Lode, Kevin Kaempf, Mance Klehm and Lillian Yvonoe have
also helped to shape what Temporary Services is doing now.

CH: The antagomism you outlined i interesting and especiafly relevant
given the theme of Us vs. Them. While | do share your desire for a language
that is inclusive | am a Litthe wary of how anti-academicism is used. For

instance, populist “anti-acadesmic” critics (such as Dave Hickey) hawve just
& disproportionate an influence as "academic™ ones, often linking poputist
language bo quite corservative aesthetics. Forms of collaborative practice,
while they do resist certain features of how power is organioed in the art
world (the fotus om the individual, on olrject production, etc.) are not
without their own specific power dymasmics. One kind of power is the power
of being able to imitte the public to participate in a work: while this may
be in a spirit of democracy, it may ivolve subthe (and sometimes not so
subtle) forms of coencion. Often the forms of paticipation ane established
in adwance and the public®s role becomes that of fulfilling this function. |
am especially interested in moments of awkwardness, or wheane a work is
putright rejected, and the ability for conwversation to come oot of such
antagonisms. You mentioned vemmacular colture as one way of dealineg
directly with the dynamics of “evenpday life.” Can you say a little more
specifically how pou approach the use of vernacular outbure, and what nole,
if any, sociall antagonisms play in these situations?

TS: We don't try to constract am LIS vs. THEM® situation with our work at
all. We work to gett the ideas we value out inbo the world. 'We feel account-
able fior this work 5o we talk about it and explain what we do. Angelo may
feel that it"s the prisoners asainst the guards bt that is something else
entirely. 'We certainly didn't invite him to join hands with us to fizht imag-
inany oppressors on the front lines of critical theore We couldn™t care less
@bt their fucking squabibles.

We donm't concern oursehves with the writings or ideas of the people you
hawe mentioned. Asking s about these people really leaves us out in the
cold. Deferring to these external authorities that Bave mothing to do with
horm o tink or talk about owr work puts us i an awiovard position: all we
can dao is react and therefore look reactionany.

And it isn"t about making simple choices bebween “academic™ and “pop-
ulist™. We are neither of these; we work in many ways that try to articu-
late cur ideas From our desines and not positions of power that are exter-
nal to our concems. Everny sibuation ever imiolving humans has power issues
that have to be negotizted. This & unavoddable. What we can do is try to
avoid replicating this behavior. Complicated ideas can be communicated
without needing to rely on specialized language and creating a position of
power for yourself. One does not need to adopt an obsoure Languaze of the-
oretical pobbledy-gook and name-dropping to participate in the academic
waorld, nor does one have to speak on a third grade level to make things
ocomprehaensible to a more general audience. Both the academic world and
the popular press hawe been very supportive of this project. It & possible
fior artists o nawigate all of these areas in a variety of ways without haw-
ing to choose sides.



We alsn avoid terms like "everyday life” if we can. It is 5o loaded and ower-
used in conbempaorary practice. Generalizing about this, or about how
collaborative art a5 a whole might coerce an audience feels unproductive
and vagoe.

Looking at vermacular visual culture tells us a lot about how people use
their howses, streets, cities, and all kinds of other things in a direct way
that isn't about top-down planning or theorizing. In the past artists have
presented vemacular culture in museums in an effort to antagonize
audiences but this is not our intent ak all. We were really happy that MASS
MoCA did mot feel the need to justify the Prisomers” Inventions as works of
ant or “readymades” or examples of “abject low culture” or some shit Lo
that. One sucoess of this project is that people seem willing to accept the
imventions of prisoners as creative objects that mernit our attention and
theousght without ws having to force them into goofy critical constructs tike
"Outsider Art.” We wouldn®t do that. These objects don't need critical help
to become interesting. Mew terminology does not meed to be invented to
create a miche market or new genre for a stick of melted together tooth-
brnushes and bits of metal that can be used to make apple strudel in a prison
oell!

Craig Buckley, is an independent curator and wniter covrently based in
e York Ciby.
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The Cell Block and the White Cube
by Jennifer Schmidt

A dialogue between Jennifer Schmidt, Aron Fischer and Temporary Services
(Brett Bloom, Sabem Collo-Jutin, and Marc Fisdher)

Inbroduction:

This summer while browsing through a copy of A Jounal magarine, | came
across the articke “Practice in Critical Times, ™ a dialogue involving the Chiczgo-
based artist group Temporary Senvices, museum staff at the David and Alfred
Smart Museum at the University of Chicago, Dan 5. Wang, and Gregory Sholette
on the subject of activist and socially engaged approaches to art making. The
dhalogue participants gave a great deal of attention to how artists and muse-
ums can seek to redefine the ways artful representation of ideas can be
described and broadcast to a larger public—allowing for intevpretation, feed-
ack and perhaps interference from cutside the art world constroct.

This & not a new discussion. However, because it ussally takes place within ithe
familiar boundaries of museums, galleries, and art academia, it rancly tran-
scends #ts origin of spedialized influence to elicit genuine participation from
other disciplines of inguiry. When presented within art instibutions to ant audi-
ences, activist art speaks guiethy Typically, gallery- and museum-goers ane
atbened to art history and criticiem, and think about the relevanoe or spooess
of an artwork’s message based on elements such as the artist's point of view,
attention to craft, process of fabrication, and the use of information signifiers
that point to an idea, attitude or emotion. Viewed through such lenses, the
direct, immediate cause for activism is often diffused.

What struck me about the amiche was that Temporary Services ssemed gen-
uinely committed 1o questioning the ways in which socially activist ideas are
seen, heard, and esxperienced within artistic practice. Since | was in Uhicazo
for the summer, | decided to contact Temporary Servioes and see if we could
meet.

Ower dinner at the Chicago Diner, Marc Fischer and Salem Collo-Julin, members
of the group, introduced me to their most recent project: a book called
"Prisoners kventions™ featuring the writings and drawings of Angelo. The book
is partly a result of an on-going comespondence between Temporary Services
and Argelo, first sparked by Angelo’s intenest in ome of Marc Fischer's self-pub-
lished zines over ten years 2g0. A prisoner in Califormia, Angelo writes of his
kife in prison by describing his impressions, daily activities, and the physical
cedl that he lives in. His drawings illustrate irmeentions or problem sotving solu-
tions to biving under constant supervision on a daity basis. In book form, the
reader is able to inbemalize Angelo’s experience and kdentify with him 25 a fel-



low human being with practical needs, a desire to express himself through
writing and art, as well as to personatize and organize bis living space. Angelo’s
drawings illustrate inventions in situations where rescurces are Hmited and
time is immezsurable. The meader can reflect om the systemn of incanceration
and what that mecessitabes, while recognizing the inherent relevance of the
cbject as it pertains to an actual person's experience. Serving as a starting
point for investisation and inquiry into the penal system, "Prisomess”
Irmwenitions™ aMMMcmmmﬂmmm
dom of speech.

Laber that wesk, Manc and | found ocurssives in a conversation about Prisomers”
Inventions with Aron Fischer (no relation to Marc), who was working as a pub-
lic defender. As an advocate for defendants in the criminal justice systemn, Aron
was intenested in the way the project depicted the fill Bumanity of prisoners,
25 opposed to the narmower legal or political daims he was used to making on
their behalfl. Marc, in barn, weloomed the chance to disouss the political impli-
cations of the work with someone in that world, For my part, | saw this as 2n
cpportunity to engage the idea of "Prisoners” leventions™ in a manner that
books beyord the project’s identity as an art object, showecased within an am
wene. At the end of the evening. we alll felt there was mone to say and decid-
ed to continee the cormversakion in written form.

The following is a dialogue between Jermifer Schmidt, Aron Fischer, and
Temporary Services. It addreszes the legal implications associated with
“Prisomers’ Imventions™ and Angelo, as well as the display of Prisoners’
Inventions as part of the Fantastic exhibition at the Massachesetts Meseum of
Contemporary Art in Morth Adams, MA.

TS: Ome thing that came up as we were preparing for the exhibition of
Prisoners” Inventions at MASS MoCA, was a debate about the tee of morality
when working with incarcerated persons. 'We do not know what Angelo was
comvicted of. He has requested that we, and the people we work with, respect
his privacy by not pursuing the matter. Nonetheless, people commonly ask us
wiry Angelo is incarcerabed and how we oould work with someone without hay-
ing that knowledge. Thus far, Angelo has not asked us: to participate in his legal
use his art o glorify or advanoe criminality in any way that could hamm others
and he has been terrifically gemenous with us.

Originally we planned to put Angelo®s full name on the project but the muse-
um feared that they might be scandalized ¥ someons researched Angelo’s oon-
wiction and made it public. They loved the project but were concerned about
the ricks. To eliminate that concem, Angelo susgested that we either make him
2norymols. of use his "artist name” (Angelo) rather than his full mame. S0, in
order ko protect bis privacy. we no longer use Angeldo’s full name and 'we never
mention what prison he is in. He clearly likes that bis creative work i finding
an audience, but as long & he & incarcerated, he just wanks to "stay sane™
while serving his time. He's not interested in becoming a celebrity prisomer.

Perhaps bis work on this project will be personally helpful o him laber in life
if he gets pansled, but fior now, the public dispersal of his work seems o be
reward enough. He neally enjoys seeing bis drawings and writings exhibited amdl
pubdisted.

Where we're heading with this is the question of: how can prisoners usefully
participate in the wordd in spite of their convictions and the morad padements
that mamy might make against them? We don't think prisoners should have bo
wailt until they get out ko be prodisctive. We kaow that prisoners already par-
ticipate im our culbere in various ways: they do work for industries that use
prison labor: they make our street signs and boerse plates, they package
Starbucks coffee and they do telemarketing. And then of course, prisoners also
participate in our culture through 2l of the prison stang, fashions, and customs
that we see on TV and in movies. Many people in the world of Hip Hop know
about prison firsthand; James Brown bearmed o sing i prisoe.

ez thing we are trying to work with in Prisoners’ inventions is:c how can pris-
orers’ channel their experiences of incanceration into oonstrective culbural
work? How can prisoners make positive thoughtiul contributions to culture in
spite of their crimes? 'What kind of Banriers dowe have bo contend with in onder
ba get their work out inbo the world? 5o Aron, what can you add here? What ane
your thoughts on this from the legal work that you ane doing?

AF: 'What interests me about "Prisoners” leventions™ is thak it's by and about a
prisoner, it's about prison, but it doemn™t take amy of the conventional positions
on crime and punishmendt. ln my word, whenever people talk aboust oime and
purrishment, it's wasally from one of & few well-staked-out points of viewe One
view is that crime is the result of racism, inequatity, poverty, and s forth, not
immorality it Sollows From this that punishment shouldn't be 2bout revenge, it
shoubd be about rebabilitation, and maybe public safety. Another wiew is that
crime s immoral, so criminals deserve to suffer; punishement should be about
retribution. Then there are people who think punishment should Be about
detering people firom committing further crimes. Of course, elements of these
wiewpoinks can be mixed and matched.

Al of these positions share two things in common. First, they ane very gener-
al—they are rarely basad on carefil 2ttention to actual experiences of actual
people. And second, they all assume that orime and punishment ane inextrica-
bty Linkexd; what you think about orime determines what you think about pun-
shment, and vice-versa.

"Prisoners” Imventions” is different. it is, 2s youw say, a serious reseanch project
by a person with a bot of experience with what it's like to be a prisoner. And
Angelo says a lot about punishment—about prison—but refuses to talk about his
crime. The effect of bucking convention in these ways is to suggest a much
more humanistic way of thinking about prison than you see elsewhere. The
viewer & not allowed to think about penishment in the abstract, 2part from
how it actually fieets. The viewer is not allowed to let their ideas about crime:



woldor their ideas about how pusishment feels.

SHll, it's inevitable that questions are going to arise about the politics of the
thing. And it makes serse that thase questions ane directed at yous guys rather
than Angelo. Angelo can legitimately say that he's just writing and drawing
about his life, about what ke knows. You say, you work with Angelo because
you value s art and ideas, but, unlike Angelo, you chose to work with these
ideas over many other ones. Wiy? Obwiously, your work deats with the place of
prison 2nd prisoners in our oslbure. What are you saying about it?

I'm not saying you have to answer all those questions. But i you do—and it
sounds to me like you're trying to arswer those questions when you talk about
the comtributions other prisoners can make to society—then | think it will be
hard to avoid the questions of crime. When &7s just Aneelo, it's his dedsion not
to talk about his crise, and he's not Lrying o glonify or advance crime, and you
respect that, and the viewer respects that. But # Rs not just Angelo, and if
Mmdmﬁﬁgmmmmmﬁmmbmm
of them, or maybe more can be done to coordinate their participation in our
cufture—then why? Why do we want prisoners bo participate? Why do they
deserve it

I gess ywoun 0ould just say, theve are so many people incancerated #a the Lndted
States, many of them have something valuable to say, and, as long as what they
have to say doesa’t glorify crime; eweryone benefits from their saying . And
that works for people like Angelio, who can do their work sitting on their bunis
with balipoint pers. Legalty. prisoners have a constitutionad right 1o freedom of
speech as bong as the guards don't hawve 2 good reasonm to take it away from
them. But whal about those who can’t make a contribution with rothing more
than a balipgint pen? Should conditions be charged to allow them te? Wil that
cost money? Will it make it easier for them to escape? Wil it make prison too
pleasant?

T5: We chose to work on this project - to ask Angelo about this material and to
produce a book amed exhibiition - because of how compelling the material is. It
really has a broad appeal and its importance was clear to us immediately, We
seek out intense creativity wherewer it resides. The art world is a place where
you would expect to find a lot of creativity, but is probably the one Field where
it exists the least. For example, the biotech industry has harbored a frighten-
ing amount of creativity and experimentation - more than the art world has
ever seen. The imeentivensss and resowrcefulness in the prisoners” inventions
offers several profound bessons to those of us ot in prisoa.

Anyone can immediately see what 2n impoverished environment prisoners live
in when they are presented with this material. in addition, the way that this
project has been handbed short-circuits the desire that a lot of people have for
an “emotional target”™ - someplace to lewel blame and to justify or dismiss the
hommendous ciroumstances under which we warshouse prisoners. The conditions
most prisoners tiwe with are appalling iff not clearty human rights viclations. We

knarw that thines don't hawe to be this wane Prisons can be built im a way that
pounds. Our culture i a setfish one and won't spend the money or devote the
PESOUICES Necessarny o seriousty neduce crime and o rehabilitate those that
can be. The biggest evidence of this is the privatization of prisors and that
people will seek to increase profits from others' misery and mistakes.

Pecple are not their crimes. They are not committing the crime, that gokt them
i jail, over and ower again each day that they are in prisos. Howewes, our
penal system treats them this way and refuses to deal with them as persons. It -
was important 10 s to take this out of the equation when people encounter
IPrisoners” levenbions. They are not able o dismiss the work or to raﬂha:lfm
only focusing on the crime that Angelo, or the other inmates whose imrentions.
are presented, committed. 'We were accused of everything from being hyp-
ocrites, about the ethical standands we demand in our practice and that of oth-
ers, to being immoral for not knowing about Angelo’s crime.

ﬂﬁﬂtaﬂtﬁhmsﬁsdﬁhﬁﬁmaﬂmﬁdmm-ﬂﬁm.
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privilege will hawe for one inmate, another prisoner will immediately find 2
harmiful, wiolent, or desbruciive use of that same object or privilege. The drug
and weapors brade is a good example of this. Where Argelo is incancerabed,
mwmmwmwmuwﬂmm
becawse thens have been too many problems with individuals hiding dnegs in
books 2nd attesmpting to smuesle them: in thoough the mail. Even bubble mail-
ers can't be used o send things for this same reason. I-lm:l:n-dtmi:ane:
completely banned - in 2lll liketihood because the spines make good hiding
places for contraband. Restrictions ke these prevent us from casually passing
along a ot of books that a person bke Angelio might really berefit from. There
are a lot of restrictions that oot both ways like this.

One inmate (not Angeln), wha Tor over bwo decades had h-eml_r:ri'lg_l:ntreﬂgr
himdihﬂamhqm,mnﬂuemmmm
prison is. Like being the only sober permlmarua:lﬁledhﬁhh.li:{kr:-ers.
You waste so much energy just brying bo awoid getting hit by the other drivers
Mtﬁmmﬁfﬁuilmgelmawwmmgn:'
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a really tough situation because many of the other inmates practice behavior
fand imventivensss) that causes some of these restrictions. to be put into place.
For the prisoner that i trying to do something positive, the difficutties come
from 2l angles.

Moretheless. this project gives clear evidence that prisoners can make huge
contritutions. Mot everyone i guing to make these amaring imventions nor
should we expect them to; that would be ke expecting every panhandler to
Ibe a wirtuoso musician becawss you've seen that a couple can carmy a tune. But
it does give us a lot of hope. Certainty some people, as you sugeest, will alwarys



feel that doing anything with prisoners at all - that givirg them any kind of
woice - iis giving them something they don’™t deserve. One answer to that chal-
benge perhaps lies in the absurdly igh recidivism rate in this country. Based on
the number of people that retum to prison after they get parcled [often for
crimes worse tham the ones they commitbed the First time), it seems that we
can affond bo be a little more expesimental in what some prisoners ane able to
o daring their sentences. We can afford to rethink what they might contribube
o society while they are still in prison. 'We can affond to keep thinking about
how priconers might be able bo re-integrate into sockety upon release.

Mot every person in prison s goirg to be worth the effort that we have made
to collaborate with Angelo. But of course, this would be trse if you made gen-
eralizations about oollaborating with amy random person in aoy random situa-
tion. People in prison are certainty no more likely to produce interesting art,
writing, or ideas than any other random person. We certainly think that Angelo
is a really exceptional artist - i many ways nott even demorstrated in the
is that Angelo has highlighted the interesting achiewements of others wha, in
some cases, might be far less enmjoyable to work with than he Bas been.

AF: Angelo certainly is exceptional, and the material is certainly compelling.
is a hazand of my profession to lose sight of the particular person in the pur-
suit of “justice, ™ which is supposed to be blind and impersonal. This very haz-
ard is what made Prisoners’ Inventions attractive 1o me in the first place. And
this same harard, this same perception that it is necessany to debumanins in
order to do justios, also seems to undertie the undeniable creelty our society
tolerates in prisorns. Hevertheless, we seem bo Tall prey bo the same tendency
o depersonalipe every Lime we talk about the stnoctural injustices of the crim-
inal justice system. The best thing may be simply to refuse bo engage in gen-
eralized (and thersfione impersonal ) debates about justice and insist meethoch-
cally, rizgoroushy, on the humanity of each individual prisomer.

Asmpmrieg we wank 0 talk about the broader Bsue of prisons, we guickly run
into a difficult fact, which the prisoner you quote alludes toc mobody Enows
how run 2 good prison. When | sary a “good™ prison, | mean one that does both
of the things you talked about—has conditions that are not appalling, and
reduces recidivism. In the 1960s and 1970, the dominant wiew was. that pris-
ons were for nehabilitating prisoners, and there were a lot mone programs thean
thens are mow. Bt it tumed out thak for the most part these programs had wery
Fittle effect on recidiviem. The “failure”™ of these programs—along with a rise
in crime and the broader rightward shift in politics—bed to a backlash that
resulted in the mudh mone punitive sysberm that we have nowe OF course, meak-
ing life worse for prisoners hasn't reduced recidivism either, so | agree with you
that we can afford to experiment. Bat it & so much harder to make improve-
ments than it is to perceive the reed for them.

J5: I"d like bo talk more about how "Prisorers’ Inventions™ functions when dis-
played 2 art within a meseum or gallerg. Rarely & there immediate cause for

activism after paussing to read the wall label and to obseree the object pre-
serfed.

| agree that Angelo’s writings and drawings are compelling. But Tor me, what
stands out s mot so mach Angelo’s bechmical ability to draw, but kés ability to
remder and describe from a personal perspective what it is like to be a prison-
er within 2 regulated system. | saw pour recreations and the fabricabed cell 25
parrt of the Fantastic exhibition 2t MASS MoCA. | wonder if visitors will be able
to ‘rarscend the role of the art object 2nd the meutral space of the gallery to
think about and respond to the legal and political aspects of “Prisoners”
Imventions™. The exhibition tithe Fantastic implies the sensational or serreal, or
as described in the exhibition Hberagure:

in the fantastic, things could go efither way. Poised bebween the possible and
impassible, the fantastic is a destobilizing poose in the plowsible, o moment
Jor owr utopian dreams and dystopian fears to aoquire florm. _This fmageny,
popelated by alien lights, lewitating hippies. and utopian schemes, beeter in
the fantastic moment, beguiling us to Bimger there with them on the precipi-
tous cusp of possibilite. Philosopher Wolter Benjamin beliewed that meamning-
ful secial transformation required these disarienting moments: fust beyond ithe
real: b his view, the fentastic is g powerful tool for preconceiving - and
reardening - o worfd.,

Temporary Services, how did you approach showing “Prisoners” Inventions™ at
MASS Mol A and what kinds of decisions or considerations did you Bave to make
reganding its method and context of display?

I fieeed if “Prisoners” invenbions™ is meant ta be a means of education and insisht
into the peral system or isues sumounding freedom of expression, additional
sources of information and outhets fior response could be provided in conjunc-
tiom with the show. Some sugestions would be to prowide 2 study noom where
information could be easily accessed through pamphlets and books, provide
internet acosss to web addresses, andior 1o give related organization contact
information.

But perbaps this point is confusing because the book "Prisoners’ Imeenfions™

does not. pretend to have a particular agenda. It & the writings and drarwings

of Angelo. How important i it for there bo be a means of resposse from the
i

ViIEwWeET!

T5: We don™t wormy about iF the iwentions Angelo desoribes, or our recreations
of these inventions, are art objects. They are objects of enormous creativity
and imagination - for us that i enough. We often @y that the dEstinction
betwezn am and other areas of human creztivity & meaningless to us and this
i= one of those sin@ations. One of the great pleasures of working with Mato
Thompson (ourator of Fantastic) is that ke did not feel the need to justify the
inventions as art by calling them “readymades™ or trying to place them in some
kind of art historical trajectone Certainly the inventions were not thought of



art by the inmabes that made them o oook or light cigareties.

AS you notbe, the degres to which Anselo describes e prison espenience in ths.
wik is really important. it is tellfing, and exciting, that instead of people pet-
Lireg g wp o asking "How is this art?™, most people mowe right inba the oon-
bend. of the project and ask uws Tor more explanation about why things are
restriched, or they try to get a greater sense of other prison Bsues and whiat
Angelo’s situation is ke, In this way, viewers s2em o move beyond the muse-
im Contesl quihe easily

For MASS MolCA we decided by keep things fooused entirely on the drawings,
writings, inventions facsimiles and the recreated cell. There ane so many things.
that can be disossed in Prisoners’ breenlions and it & through dialogoes Like
this that we Bawve been able to illuminate other oancems. i the project that
are less easily disomsed i an exdhibition formak. 'We can dsouss prison amd
legal isswes in this dialogue becawse it is an opportune moment; this s Aon™s
Field.

W had space limitations 28 MASS MoCA and could not show amything more thean
what was included. 'We had to ol some of the irentions that we recneated.
W had greal budget constraings 5o our entire budget was wed bo get us therne
and to build the cell. 'We had to keep in mind that this project was also part of
a larger show and 7t would be wnnealistic to add too many additional elements
to what was already a complicated presentation. The presentation already
requines a great deal of reading. it would probably take at least 30-45 minstes
to read all of Angelo's irventions writines that are included in the vitrines_ It
has been a great complement that we saw marny visitors puthing in tthe time ito
do this.

But, to respond ba your sugeestions - we have generated a lot of supplemenital
re=segnch witile workieg on Ehis prdect - information about inmake imventions
that we Tound in other soorces - and something ke a study room could be 3
lngical part of 2 future presentation. We have been tossing around some ideas
about howe the project oould be expanded in different exhibitions. 'We' know
Angeln Fas mmade some mone irmentions drawings thart we haven't seen yet. We
don't see the show at MASS MoCA s defiinitivie and unchangeable,

The process of poposing, debabing, and wtimately realizing Prisoners’
Irrwenitions at MASS Mol A was incredibly intensive and much too Long o fullly
describe here. Students from the School of the Art Institute of Chicago that
helped us with the project conducted an exhawrstive interview with Kato
Thompson [included first in this booklet].

We don't view this project as a drect call to action in terms. of prison refoem
- it doesn't presoribe a partioslar type of response in order ity effect change.
That wasn't our reason for doing this work. There is an actvist component in
making sure that woices bike Argelo™s get heard. He, in tum artioulabes the
ide=2s (immventions) of 2 ot of past cellmates and so there is a chain of informa-

tion that he bas worked with us to get croslated. There has been a huge
amount of mairstream ULS. and international press on this project, wiich has
spread information about the creativity and imagination of people in prison far
and wide_ ‘We have been spending a lot of time following up on press inquiries.
It is impoetant ot for our owm promobion bt to promote these ideas aboot
prisoners’ responses (o their nepressive conditions. Amgelo™s drawing of a
motorized tatboo s weas featured in the "hdeas™ section of the Boston Globe.
His writings have been read on Hational Public Radio's "This American Life™
and they have been reprinbed in Harpers. Shows at MASS MolA stay wp for a
wear and reach a lot of people, but the press has Brought aspects of this work
to millions. of additional people.

'We hawe been participating in dialogues like this in onder to shed light on the
kind of weork: that it is possible to do with people that are incancerabed. 'We can
talk about the problems we ran into and how we resolved them. 'We have been
working (o make people aware thal prisoners ane a population that can siill
participate in the world. The press has probably Belped us to share that infor-
mation more stronghy than the exbibibion at MASS MoCA, however the exhibsi-
tion component provides peaple with a more tactile experience. The book that
‘White Walls published is morne intimabe so that s another kind of experdence.
There are multiple levels. All are important to us.

Jemnifer Scfimidt fves and works in Boston, MA. She curmently teach-
es withiin the Print and Paper Ares at the School af Hhe Museum of Fme
Arts Boston.
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