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that viewers see. This poster was created in the same style as that established in 
1985, with bold black lettering on a plain white poster. Again, the choice of black 
lettering on a white poster provides a stark eye-popping contrast for viewers.


The Guerrilla Girls also use posters to confront the system, which supports the 
traditional role of women in the art world. According to Edelman, conventional 
categories, such as male artists, mask the consequences for other groups by 
obscuring the connections between the cause and effects. When applied to the 
art world, this theory is supported by the lack of perceived connection between 
the lack of representation of works by women artists and the prominent display 
of works by men artists. By conducting a “weenie count” in 1989, the Guerrilla 
Girls discovered that museums indirectly support the passive role of women in 
the art world. While researching the representation of women in art, the Guerrilla 
Girls decided to count the number of female and male nudes in the Metropolitan 
Museum of Art in New York City. The data collected by the Guerrilla Girls 
showed that an overwhelming 85% of the nudes displayed in the museum were 
female, but only 5% of the artists in the museum were female. This showed that 
the museum’s collection was almost entirely created by male artists and most of 
the nudes in the works of art were women, inevitably stuck in a passive role in 
the art world. In 2004, the Guerrilla Girls conducted a “weenie recount” to see if 
anything had changed in the Metropolitan Museum of Art’s collection. This time 
the data showed that less than 3% of the artists represented in the museum were 
women, and 83% of the nudes were females.


The Guerrilla Girls displayed the results of the “weenie count” in a now 
iconic poster (2005). Unlike earlier posters created by the Guerrilla Girls, this 
poster has several colors: black and white are used in addition to pink and yellow. 
Bright yellow is used as the eye-catching background of the poster. The question 
“Do women have to be naked to get into the Met. Museum?” appears at the top of 
the poster in a larger font than the results of the “weenie count.” All the lettering 
is a bold black font similar to the other posters created by the Guerrilla Girls. 
However, this poster has keywords printed in a stereotypically feminine hot pink. 
The words “artists” and “nudes” as well as the statistics 5% and 85% are written 
in hot pink, standing out against the bright yellow background of the poster. The 
image on the poster is the woman from Ingres’s famous Odalisque. This woman 
was transformed into a Guerrilla Girl with the addition of a gorilla mask on her 
head. The poster became controversial because the phallic-shaped fan in the 
woman’s hand now seemed like “more than a fan” in the eyes of authorities.


Another aspect of the art world that the Guerrilla Girls attack with their 
posters is the perceived value of art by female artists compared to the art of 
male artists. According to Edelman, “who benefits and who suffers from public 
policies rest on classifications that reflect both a failure to connect effects with 
their causes and strong emotions based on class, race, gender, and other readily 
aroused sources of affects.” Women artists suffer the most from the male artist 


stereotype since their own work is not valued equally by the institutions of the art 
world. Female artists have a hard enough time being represented in galleries and 
museums, let alone having their artwork bought by art collectors. The few female 
artists represented in museums are often put on display after their deaths; thus 
they cannot profit from their work. Female artists who happen to sell their work 
before their deaths find a huge discrepancy between the price tags of their art and 
the art by male artists. 


An early Guerrilla Girls’ poster (1989) attacked the lesser valuing of works 
created by women artists. In this instance, they were particularly angry when a 
single painting by Jasper Johns sold for $17.7 million. The Guerrilla Girls created 
a poster to show the gap between the price of art by male and female artists. This 
poster shows that an art collector could buy 67 paintings, each by a different 
female artist, for the price of that one Jasper Johns painting. These facts are 
displayed in the same bold black lettering as the Guerrilla Girls’ other posters. The 
bold question “When racism & sexism are no longer fashionable, what will your 
collection be worth?” targets the art collectors who buy mostly works created by 
male artists. This question is at the top of the poster and has the largest lettering, 
making it stand out the most to the viewers. The 67 female artists are listed in the 
bottom half of the poster, allowing viewers to recognize and learn their names. All 
the lettering stands out against the plain white background.


Another poster created by the Guerrilla Girls also attacks the issue of the 
lesser value of works by female artists. From their research, the Guerrilla Girls 
confirmed that women artists earn only one third of what men artists earn. Their 
research was presented in a poster during 1985. This poster reflects the Guerrilla 
Girls’ belief that women artists cannot gain economic equality just by “working 
hard and being good girls” because of how the system works. Under the current 
system, women artists have no legal protection under federal pay discrimination 
law even though “sexist bias can be demonstrated” because they are “viewed 
as independent contractors” rather than managed workers. The Guerrilla Girls’ 
research is displayed with a black and white image of one-dollar bill on a white 
background. The one-dollar bill has a dotted line indicating a two-thirds division 
on the bill. This image evokes a legal issue because the destruction of money, in 
this case the cutting of a one-dollar bill, is a federal crime. With this image, the 
Guerrilla Girls indirectly ask the government to legislate the income gap created 
by economic dealings of the art market. The image is above the lettering, making 
it the first part of the poster that viewers see. Underneath the image, the facts are 
displayed in two simple sentences. The lettering is in a bold black font like other 
posters created by the Guerrilla Girls. Both the image and the lettering jump out 
at the viewer against the plain white background.


The success of the Guerrilla Girls’ protests against the art world has prompted 
them to spread their message of equality elsewhere. Through the tracking of 
different institutions’ representation of female artists and the display of these 
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Many philosophers and great thinkers have contemplated the nature of 
politics and the role of the citizen in society. Thus, in ideas – in words – are the 
origins of all political action. The ebb and flow, the give and take, they dynamic 
process we call politics depends upon the written communication of ideas.


As students, we too have the opportunity and ability to join these ongoing 
conversations about politics, and the essays in this journal represent our diverse 
ideas about citizenship and the political process. The Sovereign exists as a forum 
for students, a place where we can showcase our critical capabilities and writing 
skills.
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A Review of Native Activism in Cold War 
America and A Lawyer in Indian Country


N O L A G A R C I A


Written for Dr. Erik Trump’s PS 325 Native American Politics Course
Author’s Majors: Political Science and Spanish


ALawyer in Indian Country and Native Activism in Cold War America are two 
books that shed light on a subject that may not receive as much attention as it is 


due. The topic that both authors seek to bring to life is the struggle for sovereignty 
among Native American tribes. In Native Activism in Cold War America, Daniel 
M. Cobb places Native American activism in the context of the Cold War and the 
Civil Rights Movement of the 1960s. When most people think about the Civil 
Rights movement, images of Martin Luther King Jr., sit-ins, and the march on 
Washington D.C. may come to mind. However, what many people do not know is 
that Native activists also demonstrated to call attention to the issues that they were 
fighting for. In some cases they were even side-by-side with African-American 
and Latino activists. Cobb not only describes Native Americans’ struggles against 
the United States government during the 1960s, but he also analyzes a transition 
of power among their leadership. As he vividly chronicles, the National Congress 
of American Indians lost ground to the National Indian Youth Council in a battle 
between “old-fashioned” forms of activism and the street-level, direct activism 
preferred by a younger generation. Though Cobb’s book is scholarly, he makes it 
an easy read by providing a rich back-story and bringing life to the various names 
on the pages. A Lawyer in Indian Country, on the other hand, is from the start a 
narrative read. Ziontz interweaves a personal narrative with a history of Native 
American activism. Although Ziontz and Cobb cover roughly the same time 
period (Ziontz’s story extends through the 1980s), Ziontz examines the successes 
and failures of achieving tribal sovereignty largely in the context of state and 
federal court decisions. In an autobiographical journey across Indian country, he 
encounters several tribes that need his legal help to assert their sovereign rights. 
For each tribe, he provides interesting details -- a brief history or perhaps a short 
biography of one of the respected tribal members. In this way Ziontz makes it 
clear that his book is not a documentation of his life; it is actually a biography of 
each Indian tribe that he has had the fortunate opportunity to work with to fight 
for something that he believes in—tribal sovereignty.


Cobb begins Native Activism in Cold War America by introducing the reader 
to the various players involved in the post-WWII Indian rights movement. D’Arcy 


McNickle, former Bureau of Indian Affairs (BIA) employee turned leader of the 
National Congress of American Indians (NCAI), reoccurs throughout the book 
as a defining leader for the movement. Where McNickle is presented as a hero 
of sorts, Stewart Udall, who was the Secretary of Interior (1961-1969), is the 
villain, creating obstacles for Native American activists every step of the way. 
McNickle and NCAI believed activism meant going directly to the government 
and lobbying for tribal sovereignty in a very planned and composed way. In the 
beginning, the NCAI petitioned the government, held town hall meetings, and 
sought to get legislation passed that would provide tribal governments with more 
resources and powers. The achieve this goal, the NCAI employed a clever “inside 
out” strategy similar to that used by developing nations vying for benefits from 
both the United States and Russia during the Cold War. Vine Deloria Jr., another 
leading member of the NCAI, coordinated this strategy, which pitted the BIA 
against the Office of Economic Opportunity (OEO). Deloria said that the key was 
to “praise one agency while kicking…another” (Cobb 126). The OEO was priding 
itself on its grand support from Indians, so it continued to bend to their wishes. 
The BIA, on the other hand, was being viewed as the enemy and scrambled to find 
a way to please the NCAI so they would become favored by Native Americans. 
By using this technique, the NCAI was able to have the upper hand for once 
in Indian affairs. Through the OEO, tribes won grants for Community Action 
programs; these were programs that would give tribes autonomy to manage their 
own programs such as Head Start, Legal Services, or Neighborhood Youth Corps 
without asking the BIA for permission first (Cobb 126). Using this tactic, the 
number of tribal Community Action programs rose to more than sixty across the 
country—a definite accomplishment for Native Americans, who sought greater 
powers and roles for their tribal governments. 


However, the tactics that the NCAI employed were time-consuming, and 
change was slow to come. The National Indian Youth Council (NIYC), a group 
comprised of Indian youth who attended the Workshop on American Indian 
Affairs (begun in the 1950s and supported by the NCAI), was getting frustrating 
with their elders’ slow pace. A rift occurred between the NIYC and the NCAI after 
the Vietnam War escalated, causing the War on Poverty to be shoved aside on the 
agenda. The NIYC believed in using direct action to strengthen tribal sovereignty. 
Mel Thom, the president of NIYC, headed the Committee of 100, which 
subsequently led to the creation of the Poor People Campaign of 1968, drawing 
Indians from all areas of the country to meet at Washington D.C. and present 
their charges against the United States government to members of President 
Johnson’s cabinet. Taking their cues from the black youth who were active in 
the Civil Rights movement, the NIYC also coordinated fish-ins, a sit-in in the 
middle of Washington D.C. that lasted several weeks, and even a protest at the 
Supreme Court. This form of direct action is what they believed the elders were 
missing. However zealous the NIYC was in taking control of the fight for Indian 
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Theatrical Components of the Presidency of 
George W. Bush


N AT H A N  J E R RY


Written for Dr. Erik Trump’s PS 320 Art and Politics Course
Author’s Major: Political Science 
Minor: History


“All the world’s a stage, and all the men and women merely players” 
–From William Shakespeare’s As You Like It


 


The events we view in a daily life often provoke a variety of feelings. These 
feelings can range from anger, to sorrow, to intrigue, to astonishment, and 


everywhere in between. These events, however, have one aspect in common in 
that each is conducted in a setting. Settings vary greatly, and each can influence 
ones interpretation of or relation to the events that occur therein. In relation to 
the American political system, the setting in which an event takes place can have 
an enormous effect on how the public perceives that event. A politician will 
never choose a dimly lit room for a national address because those watching will 
perceive his message as a reflection of what they see, not what the substance of 
the message is. Thus, important political speeches are almost always performed 
under flattering lighting and with carefully chosen background props that support 
an image of what a politician should (in the minds of Americans) look like. 


Political scientist Murray Edelman provides theoretical insight about the role 
setting plays in the messages of politicians. Edelman outlines the effect of political 
theatre on the psyche of those who witness it by noting that such performances 
“condense a wide range of individual fears, hopes, and cognitions into a focus 
on a narrow set of socially reinforced perceptions [that] help resolve…anxiety” 
(Edelman, 74). Edelman is suggesting that the American public has become 
accustomed to such political performances and would react negatively if a 
politician varied from the status quo. This reaction, however, does not necessarily 
have a positive effect on democracy. In essence, the politician who offers the 
best performance becomes the politician who is elected or who has their agenda 
pushed forward. Edelman offers a very pessimistic view of politics by noting that 
“although we see largely what we think we know exists, what we ‘know’ is often 
wrong, and especially so in politics” (Edelman, 17). Edelman’s insight is crucial 
to the analysis of political speeches as theatre because it implies that political 
speeches may often offer us “knowledge” that simply is not credible.


During perhaps one of the greatest periods in political theatre, President 


George W. Bush showcased his talents as a performer. The incredible spectrum 
of both high and low points during his Presidency led to many unforgettable 
headlines, as well as to several powerful speeches that shaped the way the 
American public perceived, not only him, but his actions in directing the nation. 
Although Presidential speeches in the age of political correctness have become 
nothing short of uniform, there were several subtle elements in the settings of 
Bush’s speeches that aimed to appeal to citizens on a subconscious level and 
support the messages President Bush was trying to convey. Why do political 
figures such as George W. Bush create a “setting” for their speeches as if they 
were actors in a play? The political settings selected by President Bush -- the Oval 
Office, Ground Zero, as well as an aircraft carrier, to name a few -- supported 
specific purposes. Usually, this purpose was to show the power and strength of 
the American leader, but Edelman notes that “public spaces symbolize widely 
held beliefs that are clear because they reflect psychological needs” (Edelman, 
75). Using Edelman’s theory, a space like the Oval Office, to some degree, calms 
the passions of the masses because it is a setting of strength and security. If the 
country sees their President in his White House office, one can assume that he 
feels safe being there, leading the public to believe that the country is safe for the 
time being. 


Drawing upon the idea that the Oval Office is a sign of strength and security, 
President Bush calmly and effectively addressed the nation after the attacks on 
September 11, 2001 using his Office as the setting to shape his message. The 
speech, as shown on CNN, opens with President Bush at his desk, hands folded. 
This simple hand position, to borrow an idea from Aristotle, calms the passions 
of the individuals, leading the way for reason. It demonstrates that the President 
is calm, collected, and ready to address his people in a moment of crisis, which 
is a highly scrutinized characteristic that a President must demonstrate during 
the campaign process. Also apparent in the picture are two constants in the Oval 
Office, the Presidential flag to the President’s left, and the American flag to the 
President’s right. These flags are a gentle reminder that the President is representing 
the American people, and also serve to reinforce the importance of the office of 
Presidency by having its own flag on display. It is important to also note that there 
is only one recognizable picture of his family in this photo, which is located over 
his left shoulder. The reason for this is that Bush is trying to portray the leader of 
the United States and wants to be the focal point of the image. Although President 
Bush appeared to be calm, cool, and collected while addressing the nation, his 
true feelings were being concealed because of his need to project a positive image 
on the American people. Author Bob Woodward reveals Bush’s true feelings 
about the attacks, noting that President Bush lamented to Vice President Dick 
Cheney “we’re going to find out who did this, and we’re going to kick their asses” 
(Woodward, 18). This emotional display is a far removed from the calm image of 
the President addressing the nation from the Oval Office. 
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Frank Rich, was simply another instance of the Bush administration “retrieving 
the limelight at an opportune moment” (Rich, 88). The purpose of this setting 
can easily be attributed to the image that resonates in the minds of the citizens of 
their American President standing on a warship during war-time. It presents the 
idea that America is clearly winning the war, as the President is standing on an 
instrument for war feeling completely safe. The theatre involved in this speech 
not only provides credibility among the masses by demonstrating that Bush was 
a strong and literal Commander in Chief, but it also reinforces the belief that 
the Republican Party is the heroic party of defense. This speech, in particular, 
emphasizes the importance of setting over the actual content of his message. 
When citizens viewed this speech, they were mesmerized with the banner reading 
“Mission Accomplished” in the background, and assumed that the content of the 
President’s speech was simply detailing the intricacies of the war effort. Author 
Robert Draper analyzes the setting of the “Mission Accomplished” speech and 
provides contextual background to emphasize the theatrics of the event. This was 
a time in which United States policymakers were being deployed into Iraq to help 
establish a democratic government, which would seemingly be a major talking 
point for the President. Draper notes, however, that “the President said nothing 
whatsoever about policymakers on May 1, 2003, when he stood aboard the USS 
Abraham Lincoln—although if he had, no one would have noticed it anyway, 
since the theatrics of that event would loom in the months, and even years to 
come, long after the message of Bush’s words had long been forgotten (Draper, 
192). This pessimistic, but insightful, view about Bush’s speech reinforces the 
idea that messages embedded in a setting can influence viewers more than the 
actual words spoken. 


The props used in President Bush’s speeches are not limited to pictures or 
banners. In Bush’s speech informing the public about the capture of Iraqi dictator 
Saddam Hussein, he appears standing in front of a podium in the White House 
dressed in the traditional business attire the Presidents typically wear. One crucial 
difference between this setting and other speeches he has delivered in the White 
House is the statue of George Washington over the President’s right shoulder. 
While this may seem like a simple tribute to the United States’ first President, 
its significance is much more than that of a tribute. Bush is indirectly comparing 
himself to George Washington in the sense that both men were concerned with 
ridding the world of tyranny and oppression, something Washington did by 
defeating the British, and something Bush did by capturing a tyrant in Saddam 
Hussein. This is a demonstration of Edelman’s belief that citizens do not always 
“know” what they think they “know.” The layman would view this as President 
Bush paying homage to one of the greatest men in American history, while a 
closer look reveals the meaning behind the setting in which Bush conveys his 
message.  


The actor that has become known as the American President uses a multitude 


of settings, props, and political rhetoric to create an image of himself that 
resonates well with the general public. By using more common props such as the 
American flag and family photos, the President can create an image of himself as 
a freedom-loving family man, who acts with the concerns of the entire nation in 
mind. These props greatly assist the President in securing support for domestic 
policies, but props and settings used for speeches can also gain him popularity 
when it comes to foreign policy. George Washington’s likeness lingering in the 
background creates a subtle connection between the two men, and President Bush 
appearing on a battleship while the nation is at war projects a powerful image as 
well. The use of these settings will not disappear in the near future, as the majority 
of citizens are unaware of the subtle psychological appeals that politicians use to 
convey their messages. Because of the use of these appeals to human emotion, the 
President often seems more like an actor on a stage than a leader in a struggle for 
continued freedom. 
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realized. Though there was great potential for a distinctly American culture, 
Whitman stated that “America has yet morally and artistically originated nothing.” 
But the environment that existed in the nation during the time of Whitman’s 
writings was, in his opinion, perfect for crafting a culture separate from Europe’s. 
Whitman attempted to show that violence and struggle are inherent in democracy, 
and are in themselves something to be desired. In America this struggle pitted 
the founding fathers against oppressive European monarchs, and drove settlers 
west to achieve manifest destiny. American’s drive to overcome, to triumph over 
crisis, is reflected upon positively in “Democratic Vistas,” and reflects the period 
of great turmoil in which he penned the work. For it was written during a period 
in America’s history that found the Union divided, and brother slaying brother. 


Walt Whitman insisted that America’s failure to create a distinctive culture 
would be its demise. If America failed to create its own culture, it would fail to 
utilize the demographics that already existed within it, and risk these demographics 
turning against one another. He wrote this with the feud between the north and 
south in mind, for American was in dire need of a foundation. Conflict would 
happen, but it was in his opinion necessary that “human nature expand itself 
in numberless and evenly conflicting directions.” Whitman believed that an 
American aesthetic must incorporate the nation’s diversity and vastness, that it 
must “play, soar, and grow” to become as large as the “engines in the factories or 
the granite stones that are their foundations.”  


Whitman’s warning were picked up in 1929, when a pamphlet entitled, 
American Taste by Lewis Mumford commented that the cause of the Great 
Depression could be traced to the “repeated ‘transfusions from other cultures’” 
(Saab 1). Mumford too was now more than ever interested in crafting a unique 
American aesthetic. For he believed that the depression showed America needed 
to cast aside its dependence on “European styles, and its relegation to museum 
halls, ancient homes, and forgotten attics” (Saab 1). Mumford would quote the 
sentiments of Whitman in his essay, lamenting that it was time for “a program 
of culture, drawn out, not for a single class alone, or for the parlors or lecture 
rooms, but with an eye to practical life” (Saab 1). Once again America utilized 
the conflict that was the depression in a way Whitman would have applauded. 
Conflict is inherent in democracy, as Whitman and Mumford concurred, but must 
be utilized properly not by lamenting on bygone eras, but creating an active taste, 
which must “live primarily in its own time” (Saab 2).  Here Mumford followed 
Whitman, who advocated an aesthetic that utilized the current landscape; as he 
wrote, America grows not from “the feudal and the old,” but from the “democratic 
and modern.” 


As economic crisis and tyrannical fascism during the 1930s threatened the 
liberty Whitman had penned as an element of this American aura, the Roosevelt 
Administration sought to harness the American aesthetic to defend the nation. 
Artists employed by the newly-created Works Progress Administration (WPA) 
would wield an American aesthetic to combat unemployment, economic 


Levi Strauss & Co. and the American Aesthetic   


depression, and tyranny abroad.       
The Works Progress Administration responded to America’s economic crisis 


by providing public works jobs for the unemployed, including artists, who were 
given positions in the Federal Art Project (FAP). Thus, the stage was set for the 
United States to create a culture of its own. It was then, from great conflict and 
strife that an American aesthetic would be born. As discussed in Saab’s For The 
Millions, the FAP artists self-consciously sought to create a culture that would be 
“divorced from an imported past and firmly rooted in the tenets of participatory 
democracy” (Saab 1). This desire to “transform American society in positive 
ways” was exactly what Whitman had described in his work when he pleaded for 
art which would fill the soul of America, and send it sailing into “space forever, 
visiting every region, as a ship on the sea.”


 This idea of an American “nature” as Whitman called it, was finally realized 
through the public works of the FAP. Through public murals, paintings, and 
posters, the American aesthetic Whitman dreamed of became a reality. It was 
then that Americans could firmly show their own culture through this distinctly 
democratic aesthetic. These works celebrated the individual as a part of the 
national whole, while still an entity in itself, or as Whitman stressed, “the origin-
idea of the singleness of man.” 


This aesthetic continues to grow today, but is an ever-changing beast that 
is pursued by artists of all fields, ad men included.  Advertisements are art, as 
Edelman reminds us, and if companies can successfully pin down this shape-
shifting aesthetic in its most current of forms, they have a chance at “uplifting the 
masses out of their slough” (Whitman). Yet as Edelman wrote, ads are immediately 
political because of mechanical reproduction. The use of technology changes the 
“aura of the piece” simply because technology allows them to reach the entire 
population (Edelman 34-5). These kitsch pieces differ from classical works, as 
their powers to infiltrate know no boundaries. This explains why the ads by Levi’s 
are so powerful. Under the definition of kitsch, they are almost inescapable. These 
ads make their way into the homes of millions of Americans, many times a day, 
via television. 


Levi Strauss & Co. has used an American aesthetic to promote more than 
just the sale of jeans.  Instead, a belief that art can be used to positively transform 
American society is promoted in these commercials, a belief that transcends 
the aesthetic used by the WPA. Like the WPA posters from the 1930s, these 
commercials appeal to Americans through their use of the faceless American 
worker as a cultural icon. Levi’s jeans launched their ad campaign during a period 
of historical turmoil, “the recession,” creating a sense of timelessness in their ads. 
For just as Whitman experienced the Civil War, and Lewis Mumford had the Great 
Depression, the Americans of today live in a post-911, post-Katrina United States 
in financial crisis. The argument Levi’s is making is simple: Americans have been 
through all that, and are prepared to take on whatever is thrown at them in the 
future. Americans donned Levi’s riveted jeans when Whitman wrote “Democratic 
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“teach [him] how to see.” This enthusiasm for “seeing” life and experiencing “the 
joy that comes with it” is a desire of every human being, according to Cameron 
(Cieply). As he spends more time with the Na’vi and forms a special connection 
with them, especially through his intimate relationship with Neytiri, he develops 
his eco-awareness. This is proved to the audience towards the end of the film when 
Jake tells the Na’vi that although at first he was only obeying orders, “everything 
changed. I fell in love. I fell in love with the forest, with the Omaticaya people.” 
By the end, Jake becomes so attached to Pandora that he was willing to become a 
“warrior for the Earth [Pandora] regardless of the consequences” (Foreman 35), 
putting his life on the line for the Na’vi and their planet. As stated by Robert Ray 
in “The Thematic Paradigm,” this change of heart of the hero towards the end, 
from individualism to collectivism, is another aspect that draws the American 
audience to such films. 


In addition to the change from rationality to emotional thinking, like Foreman, 
Avatar encourages human beings to develop a relationship with the planet 
that resembles that of the Na’vi. Foreman states that “all things are connected, 
.interrelated, that human beings are merely one of the millions of species that have 
shaped by the process of evolution for three and half billion years” (3). Foreman 
argues that because all species in some way rely on others, no one species – not 
even humans -- can claim superiority over another. This idea takes physical form 
in the trees on Pandora, which Grace describes (after the humans destroyed a 
number of trees) by saying, “there’s some kind of electrochemical communication 
between the roots of the trees. Like the synapses between neurons.” The connection 
Grace describes is “a network- a global network [with] more connections than the 
human brain.” This is the kind of connection that leads Foreman and the Na’vi to 
value all life. Avatar sends the message that human beings are not above any of 
the other species, when Neytiri, Jake’s Na’vi love interest, expresses grief after 
killing the Thanator (a dog-like predator) that attacked Jake. She says, “This is 
sad. Very sad only . . . They did not need to die.” She, along with the rest of the 
Na’vi, would agree with Foreman’s view that “all living beings have the same 
right to be here” (3), and for that reason, she felt she did not have the right to kill 
the Thanator. 


To honor this relationship between all living things, Avatar, like Foreman, 
encourages humans to stop destroying the planet and learn to respect and preserve 
what is left of it. For example, when Jake is praying to Eywa, the diety of the 
Na’vi, for help, he says, “See, the world we come from: there’s no green there. 
They’ve killed their mother, and they’re gonna do the same thing here.” He is 
explaining how humans have completely extracted all of the valuable resources 
available on Earth, so they now believe that they have every right to go to 
Pandora and strip it of its resources as well. Foreman critiques this perspective 
by saying that “the picture that most humans have of the natural world is that of a 
smorgasbord table, continually replenished by a magic kitchen hidden somewhere 


in the background” (3). This is clearly not true, and thus respecting the Earth and 
preserving it is “a battle for life itself” (2), as demonstrated by the Na’vi, who 
literally are fighting for their lives because the whole environment of Pandora is 
critical to their survival. 


In the final analysis, though Avatar’s typical Hollywood plot is what brings 
it so much popularity with American audiences, its connection to Foreman’s dark 
green political ideology is what encourages the audience to think twice about 
taking for granted the resources given to us by our planet. As Jake exchanges 
individualism for communitarianism, Avatar stresses to its audience the importance 
of preserving the planet and keeping it habitable for future generations. By getting 
all the Na’vi to work together to protect Pandora from being destroyed by the 
humans, Jake saves the Na’vi and their planet. Ultimately, he chooses to become 
one of them, leaving his human body behind to become a full-time Na’vi. Up until 
this point, he always considered himself to be a human who donned the Na’vi 
form for his own selfish interests. As Jake began to feel more like he belonged 
with the Na’vi, however, he felt as if his true place was among the Na’vi, and 
that his human form was just a costume he donned when not on Pandora. He 
decided he wanted to permanently stay on Pandora among the Na’vi and thus, 
Jake disconnected himself from the Earth and his human form by connecting 
himself, literally and emotionally, to Pandora. 
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performer are the clearest proof that Levi’s has captured the aura of a moment in 
America. The search for the American aesthetic may be an ongoing quest in an 
ever-changing nation, yet Levi Strauss’s successfully tapped into this aesthetic to 
capture the political and societal anxiety occurring during the time the ads were 
filmed. These ads prove to be more than brilliant marketing strategy; they were a 
successful utilization of the American “nature” Whitman dreamed about. These 
ads have cemented Levi’s not only as a product, but as an American icon.       
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Presidential monuments are usually thought of as being classical style structures 
that reside in Washington, D.C. The Jefferson, Lincoln, and Washington 


memorials all look as if they have been transported right out of Athens and put in 
the nation’s capitol. But ever since Franklin D. Roosevelt decided to dedicate a 
place where his presidential papers could be archived and researched, Presidential 
Libraries have become, in essence, the new style of presidential memorials. Unlike 
the classical Greek style memorials found in Washington, D.C, these newer library 
memorials are built while the former president is living and are therefore subject 
to his review and specifications. 


Moreover, presidential libraries differ in function from typical research 
libraries. They are actually two separate institutions. One part is the actual library 
where many of the former president’s papers are archived. Researchers and 
historians use this part of the library to research the president with the help of 
the presidential library staff. The other part of the library is actually a museum. 
This is where visitors and tourists view the president’s personal and public history 
through displays, models, exhibits, and media.  


A living ex-president being able to essentially design his own memorial 
is a very important aspect of the presidential libraries. Looking at political 
scientist Murray Edelman’s theory on politics and art, one can imagine how 
presidents can potentially have a significant role in determining how history and 
future generations perceive them. Edelman’s theory on art states that “art is a 
fountainhead from which beliefs about politics and political actions ultimately 
spring” (Edelman, 2). Architecture is a form of art that Edelman identifies as 
being uniquely powerful. He states that “settings subtly but powerfully evoke 
authority, dignity, independence, competence, creativity, and the opposites of all 
of these quantities.” Interestingly, this power that architecture has in influencing 
people is covert; people do not know that the surroundings they inhabit everyday 
are influencing them emotionally and subliminally (Edelman, 73). Applying this 
theory of art and architecture to the architecture of presidential libraries reveals 
the great power that former presidents have in influencing how they are viewed 
by visitors to their libraries. 
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unions between Portuguese males and their African slave females (Lobban, 1995, 
p. 16-17). Nigeria was colonized much later by the British, and formal colonization 
and administration did not take place until after the 1884 Berlin Conference around 
the turn of the century in 1900 (Aborisade & Mundt, 1998). Like the Portuguese, 
the British installed a local governor but, unlike their European contemporary, did 
not institute a local aristocracy, leaving the indigenous peoples local rule so long as 
they did not challenge British control (Aborisade & Mundt, 1998). To that end, the 
British governed Nigeria along racial lines, dividing the country into regions that 
were dominated by single ethnic groups (Aborisade & Mundt, 1998, p. 10). This 
ethnic division rapidly became the cornerstone of Nigerian politics and today is 
the root of Nigeria’s ethnic and religious sectionalism (Aborisade & Mundt, 1998; 
Pierce, 2006, p. 887).


Ethnicity and Politics: Recipe for Disaster


Today, both Cape Verde and Nigeria offer strong contrasts in their colonial 
legacies that serve as the backdrop to their current political and social landscapes. 
Nigeria achieved independence in 1960 from Britain, with Cape Verde following in 
1975 after a prolonged conflict with Portugal to achieve sovereignty (Ojie, 2006, p. 
550; Lobban, 1995, p. 110). Both institutionalized themselves as republics following 
independence, but the similarities between both nations end there. Today, only 
Cape Verde is considered a true democracy, achieving a “free” ranking on Freedom 
House’s Democracy Report (2010). Nigeria, on the other hand, is considered only 
“partially free” on the same index (Freedom House, 2010). The differing levels of 
democracy in both of these countries offer a clear illustration of greater Africa, as a 
majority of African states are classified as either “partially” or “not free” (Freedom 
House, 2010). This disparity in democracy between Cape Verde and Nigeria (and 
Africa in general) can be found in both of their colonial histories as well as their 
current political arrangements in regards to the countries’ ethnicity.


As the discussion on colonialism above alluded to, Cape Verdean society 
largely is a collection of mixed African and European characteristics. These 
characteristics include not just racial connotations, however, as Cape Verdeans 
today share a similar language and culture, essentially creating one uniform ethnic 
group from what formerly would have been considered separate entities (Lobban, 
1995, p. 57). From this conglomeration, the ethnic identify of Crioulo has emerged 
to become the dominate ethnicity in Cape Verde (Lobban, 1995). This dominance 
has proven to be enduring, as well, as the Portuguese failed to successfully divide 
the country along ethnic or racial lines during the protracted struggle for the islands’ 
independence (Lobban, 1995, p. 97). The result has been that Cape Verde, unlike 
its African contemporaries, has “been free of the violent upheavals” that have 
plagued other African nations (Meyns, 2002, p. 154). Within the larger African 
context, therefore, the lack of violence that has emerged due to the absence of a 


diverse ethnic heterogeneity in Cape Verde, or in other words the emergence of a 
homogenous society, has ensured its stability as a democratic nation (Meyns, 2002).


Nigerian colonialism and post-colonial history demonstrate a remarkably 
different set of events regarding both democratization and ethnicity in the country. 
Since the start of British imperialism, ethnicity played a central role in governing the 
colony (Pierce, 2006, p. 894). While governed collectively by a single administrator, 
locally Nigeria was divided into three regions, each the constituency of one of 
Nigeria’s three major ethnic groups (Ojie, 2006; Aborisade & Mundt, 1998). This 
division into separate regions based upon a defined ethnic characteristic helped to 
lay the “foundation for separate political development and ethnicity in Nigeria” 
(Ojie, 2006, p. 550). Whereas Cape Verde came to be dominated by the Crioulo 
identity group, Nigeria was fractured along the northern Hausa-Fulani, the western 
Yoruba, and the eastern Igbo ethnic groups (Ojie, 2006, p. 550). These three groups 
were united by the British, when no such previous arrangement existed. During 
the colonial era, the local rule employed by the British insulated each group from 
interacting with each other, essentially allowing each to govern its own territory 
and people without regard for the other groups’ concerns or views (Aborisade & 
Mundt, 1998). However, upon the consolidation of Nigeria into one united nation, 
the three groups found themselves competing politically for control of the national 
government.


Cape Verde did not suffer from this competition along ethnic lines since in 
reality there was only one ethnic group in the country. While various factions 
existed within the Crioulo ethnic group, the extent of conflict between such 
factions was reserved for ideological and procedural debates; the Crioulo largely 
kept an intact and united political culture amongst members (Lobban, 1995). 
Nigeria’s political culture, however, was an artificial creation at best and almost 
immediately was replaced with the pursuits of each of the dominant ethnic groups 
(Aborisade & Mundt, 1998, p. 55-56). This fractured political culture has turned 
the Nigerian system of governance into one that has become preoccupied with 
controlling and channeling the wants and needs of ethnic groups in exchange for 
the political power that the particular members of an ethnic group can wield, such 
as votes in the national government (Ojie, 2006, p. 551). However, with three ethnic 
groups to appease, this approach to politics has resulted in each group alienating 
the others for their own benefit, and the result has been significant violence and 
political instability (Vanhanen, 1999, p. 72). While Cape Verde has suffered from 
one ideological military coup, with democracy being restored quickly thereafter, 
Nigeria has suffered from six military coups since 1966, all with strong roots in 
ethnic tensions and conflicts, and only recently has democracy (in some sense of the 
word) been restored (Lobban, 1995; Aborisade & Mundt, 1998, p. 17).


With the return of civilian rule in 1999, Nigeria has begun the long process 
of transitioning to democracy, although considerable authoritarianism remains 
today and still invites ethnic conflict to occur. Today, such conflicts focus more 
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2009. President Obama revoked Executive Order 13233 in order to keep his 
promise of making government more transparent. President Obama decided to 
return to former president Reagan’s 1989 procedure that established a mandatory 
release timeline of records through FOIA.


Presidential libraries’ function and change throughout their existence is 
a topic that has attracted some scholarly attention. Linda Fisher’s essay “The 
Role and Function of Presidential Libraries” extensively maps out the function 
of presidential libraries. Fisher states that presidential libraries are mainly “a 
manuscript repository and showcase for presidential artifacts” (Fisher, 3).  In her 
essay, she examines a life cycle that the libraries go through, which was developed 
by Dr. Don Wilson, who was the Archivist of the United States from 1987 to 
1993 (Fisher, 15). There are three different stages that libraries go through in 
throughout their lifespan and each change in stage that takes place also results in 
a change in the function of a library. 


The first stage or function of a presidential library is described as being 
the nascent stage. The organization of the archives and the development of the 
museum exhibits are carefully undertaken by the presidential library staff during 
this period. Moreover, public relations are developed in this period. Scholars 
and journalists review the newly released documents, hoping to shed some light 
on a president’s time in office. Especially in the newer libraries, the amount of 
material needed for review and placement makes this stage in the presidential 
library life cycle an important one, and one that determines the success of library 
as it ages (Fisher, 19) . The second stage of the life cycle of a presidential library 
is identified by Fisher as taking place about 25 years after a library has opened. 
The function during this period of presidential libraries is mostly defined by the 
research of scholars and is fittingly called the research phase. Research is at the 
library’s all-time high in this phase because of the mandatory release of sensitive 
materials, which adds to the clamor of researchers looking and hoping for a 
startling discovery (Fisher, 21). Fisher describes phase three as the mature library. 
In this phase research draws to a close. About 50 years after a library’s opening, 
most of the presidential documents have been released. Interest by researchers and 
scholars greatly decreases with the lack of new material. In effect, the museum 
portion of the presidential library becomes more important than ever, with most 
visitors using that portion of the building (Fisher 23).


The function of presidential libraries thus changes throughout their lifespan. 
First they act as depositories for the large amounts of newly released presidential 
papers. Community ties are also established as part of a purpose for them. Later 
they are a researcher’s source for material on a president. Lastly, the museum 
portion of the library becomes its main function. A library at this stage mostly 
resembles a memorial, where all the exhibits bring back some nostalgia from the 
past when the particular president was in office.     


Many scholars consider presidential libraries to be the new presidential 


Christopher Anaman Presidential Libraries: The Influence of Ideology on Architecture  


memorial. Usually, monuments and memorials are built after a person has 
passed on, such as the many memorials built around Washington, D.C. Many 
scholars, such as Benjamin Haufbauer, have written on how presidential libraries 
have essentially become living monuments to the former presidents. As in the 
title of his book, Haufbauer describes them as “Presidential Temples.” They are 
described as being like any other monuments, a testament to power (Haufbauer, 
1). In fact, Haufbauer states that many scholars dislike the libraries because “as 
sites of memory, presidential libraries have embedded within them an ideology 
that attempts to reify reverence for the presidency” (Haufbauer, 25). That quote 
is interesting because it relates to Edelman and the thesis of this essay, that 
president’s have a power of being able to evoke a certain ideology through the 
architecture of their libraries.   


Presidential libraries have been studied in respect to their history, function, 
and their role of being a memorial and monument to living presidents. The 
architecture of presidential libraries is an area of study that is rarely looked at 
in terms of being influenced by the ideology of the former presidents. Most 
academic studies of the architecture of presidential libraries offer subjective 
views on the particular architectural style that former presidents use and how the 
architecture style of their library reflects their arbitrary taste in what they believe 
is aesthetically memorable and fitting. If Edelman’s theory of art and politics 
is introduced into the study of presidential library architecture, it reveals that 
there could be a motive behind the architecture of the libraries besides just the 
subjective individual tastes of the presidents. Political and personal ideologies fit 
with the pattern of architectural design of the presidential libraries. From the first 
designed library by Roosevelt to George W. Bush’s beginning designs of his new 
library, each one has a president’s ideology built into it. The presidential libraries 
of Roosevelt, Truman, Eisenhower, and Hoover helped to create the foundation 
for ideologically influenced architectural design that subsequent presidents have 
followed. 


Franklin D. Roosevelt’s presidential library was the first of its kind, and that 
in of itself shows his ideology more than anything. Creating another government-
run institution like his library was something that Roosevelt was very familiar with 
and fits perfectly with his liberal ideology. He was the architect of the many New 
Deal programs throughout his presidency, expanding the power of the presidency 
and the federal government to new levels. His presidency is viewed historically as 
being full of new standards that he set for future presidents to follow, and building 
a presidential library is no exception to that. 


As far as the actual architecture of his library goes, it is difficult to pinpoint 
a specific ideological influence. For his library, Roosevelt selected a traditional, 
Dutch architectural style, common around Hyde Park, New York at the time. It 
is a very modest design compared to those of later presidents’ libraries. The most 
distinct feature of his library is its extremely sloped roof. With the structure being 
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Vista.” Levi’s were the uniform of pioneers like the gold rush 49ers as they made 
their way west. They clad the workers who “in performance, really enact to-day 
the grandest arts, poems, &c., by beating up the wilderness into fertile farms, and 
in her railroads, ships, and machinery” (Whitman). The ads remind us that Levi’s 
have always been and shall always be American, through the good times and 
the bad. This appeal to the American aesthetic is difficult to demonstrate, as the 
aesthetic is ever-changing—but the elements used in their ads can be analyzed in 
order of appearance to demonstrate just how effective these commercials are at 
weaving the Levi’s name into the fabric of America.


Their first ad, entitled “Go Forth” was filmed mostly in “Katrina-ravaged 
sections of New Orleans” showing actors “often barefoot, shirtless, and sweaty, 
and their jeans looking dirty and lived-in” (Stevenson). Beginning with a 
flickering sign reading “America” emerging from muddy waters, the voice of 
Walt Whitman, recites from the past via bees’-wax phonograph cylinder, his poem 
of the same name: America. “Equal sons and equal daughters,” Whitman reminds 
viewers, as images of suit-clad CEO types are mobbed in their limos by jeans-
wearing teens. The grainy black and white images flicker out waving wheat and 
urban sprawl. Thin but fit actors splash water on their faces in tenement housing, 
they jump chain-link fences and back-flip off concrete pylons. These actors ride 
Indian ponies next to federal highways, as the flag flaps from behind a cage of 
telephone wire. Throughout the ad, bombs burst in air, reminiscent of the National 
Anthem, every Fourth of July viewers could recall, or the night bombings in Iraq. 
It is grim while hopeful, and features Americans of all ages, and races, as it ends 
with the kiss of an inter-racial couple. The screen darkens with the last bursts of 
fireworks, and two youths run out into the darkness with a banner that reads, “GO 
FORTH,” a clear reference to Whitman’s poem “There Was a Child Went Forth.” 


The commercial is effective as kitsch, because it portrays Levi’s as the 
conductor in this American symphony, as the common thread in all these images 
of pure America. The company grabbed the present political and economic feel 
by the hair, and ran with it. This ad is almost a response to Whitman’s plea for a 
distinctly American “nature,” and Levi’s implies that if he were to view these ads, 
he would approve of the use of his poem, voice, and virtues.


The second ad is a bit different. Almost progressing forward through a 
corridor of nostalgia, the second ad of the campaign, entitled “We are workers,” 
seems to be a homage to the WPA and its public work projects. Featuring the 
city of Braddock  Pennsylvania, the ad depicts first the decay of the city, then the 
people in it. They are black and white, young and old, men and women, all of 
whom pull on jeans, shirts, and work-boots. The images are of the work projects 
in Braddock, the urban gardens, construction, and the renovation of a church. The 
mayor of Braddock, John Fetterman, explains that because so much of the city has 
fallen into disrepair, it will be Yankee know-how that will turn the town around. 
The ad ends with the words “There’s work to be done” flashed on the screen, as a 
dog runs free through an open field.        


Levi Strauss & Co. and the American Aesthetic    


The Levi Strauss corporation contributed to Fettermann’s WPA- reminiscent 
work projects by paying “over $1.5 million to turn an abandoned church into 
a new community center and to expand an urban farm program, and it shot 
the commercial using real people from town, paying them standard rates for 
a commercial appearance” (Rambow). Their use of Braddock is also fitting to 
Whitman’s ideology, for it is exactly the picture of democracy he hoped to realize 
when he wrote: 


I can conceive such a community organized in running order, powers 
judiciously delegated -- farming, building, trade, courts, mails, schools, 
elections, all attended to; and then the rest of life, the main thing, freely 
branching and blossoming in each individual, and bearing golden fruit. I can 
see there, in every young and old man, after his kind, and in every woman after 
hers, a true personality, develop’d, exercised proportionately in body, mind, 
and spirit. I can imagine this case as one not necessarily rare or difficult, but 
in buoyant accordance with the municipal and general requirements of our 
times. And I can realize in it the culmination of something better than any 
stereotyped eclat of history or poems.


In very similar language, Holger Cahill, National Director of the Federal Art 
Project, wrote in 1936:


There has been at least the promise of a broader and socially sounder base for 
American art with the suggestion that the age-old cleavage between artists 
and public is not dictated by the very nature of our society. New horizons 
have come into view. American artists have discovered that they have work 
to do in the world.


In its support for Braddock, Levi’s created a positive change in society, fulfilling 
the goal the WPA had set for itself when it tackled the problems facing America; 
simultaneously it wove this support into a commercial campaign that utilized 
the American aesthetic. The claim this paper makes -- that Levi’s has effectively 
utilized an elusive American aesthetic -- can be supported by noting the soundtrack 
to this particular ad. The ad shows the images of these urban farms, reminiscent 
to the victory gardens of yesteryear, attended by fedora-wearing citizens of 
Braddock, while the dwarfs’ marching theme (“Hi Ho, it’s off to work we go”) 
from Disney’s Snow White (1937) is played in big band jazz style.


Whitman had argued that all other nations of greatness had their own 
ballads. The Scotch, English, and Irish, but “What has America?” (Whitman). It 
wasn’t until Mumford cried out for an American aesthetic that jazz emerged as 
the American music. The birth of this style of music is the greatest example of 
America’s melting pot in action. Jazz came from the blend of African music and 
European styles that is a distinctly American genre of music. It was despised by 
the Nazis, while preformed in Europe at USO shows. There is one more element 
to reflect upon, that being the use of a song from a well-known Walt Disney 
cartoon. It is difficult to think of an element of American culture “blacker” than 
jazz music, or “whiter” than Walt Disney’s cartoons. This choice in song and 
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architecturally influenced by the liberal ideology. Like the Kennedy and Johnson 
libraries, the Clinton presidential library is massive, being around 150,000 square 
feet in size. Designed by a liberal president, and dedicated in 2004, the Clinton 
presidential library is the most modern in design. With the library being by the 
Arkansas River, it could easily be mistaken for a bridge, rather than an actual 
building, perhaps a reference to Clinton’s famous “bridge to the future.” The use 
of steel and glass to build the library adds to the modernist aesthetic and bridge-
like shape.


Kennedy, Johnson, and Clinton were all liberal presidents and the architecture 
of their libraries reflects this. They followed Truman’s same liberally influenced 
blueprint by making their libraries more modern and larger than what had 
previously been built. The Johnson and Kennedy libraries were a huge step forward 
in design for presidential libraries. The contemporary liberal ideology is forward 
thinking, progressive, and in favor of large government, and the architecture of 
all three of these libraries reveals all of those liberal characteristics. Each design 
is original, resembling nothing that came before it. The modernist design of these 
three libraries gives an impression that the president they belong to is always 
looking ahead to the future. Just the sheer size of the libraries demonstrates 
their willingness to expand in the same way that these presidents were willing 
to expand government. The grand scale of these three libraries also reflects the 
cultural elitism that is associated with liberal presidents. The towering effect 
that visitors feel enforces the liberal elitist stereotype, invoking a feeling of each 
president’s intellectual and cultural status. 


The architecture of former president Jimmy Carter contrasts with those of 
the Democratic presidents that came before and after him, in that his library is a 
blend of modern aesthetics and modest scale. Located on the outskirts of Atlanta, 
the library was dedicated in October of 1986. Unlike his liberal predecessors 
Kennedy and Johnson, Carter did not build his library to be bigger and better 
than the previous ones. Instead, the Carter Presidential Center is quite small in 
scale. It consists of five interconnected buildings that form a crescent shape. An 
important design of the buildings is that they are all round. Also, all the buildings 
are no more than three stories tall. The landscape around the library reinforces the 
modest, calm, and quiet style of the buidlings. Incorporated in the landscape are 
two ponds, and among the large amounts of flora surrounding the library is a Zen 
garden. Nature and tranquility are two themes that the Carter library plays upon 
in its landscape design.  


The architecture of Carter’s presidential library is very reflective of his 
ideology. Jimmy Carter was a Democratic president but was essentially a moderate 
in practice. He had very conservative traits, expressed in his Deep South image 
and his strong Christian beliefs. The combination of the modern aesthetic and the 
small scale of his library plays to his moderate ideology perfectly. By taking those 
two design elements from both liberal and conservative architecture, his library 


incorporates the forwardness that a modern aesthetic evokes and the conservative 
small town family values that the small scale demonstrates.  


The presidential libraries of Nixon and Reagan look back to the early 
presidential libraries of Roosevelt and Hoover. Although they are quite large in 
comparison to those earlier libraries, they still achieve the effect of appearing 
homely and modest. The Richard Nixon Presidential Library and Museum was 
privately owned and operated from its dedication in 1990 to when NARA took 
it over in 2007. The Ronald Reagan Presidential Library and Center for Public 
Affairs was dedicated just one year later in 1991. The Hoover presidential library 
can easily be seen as an influence on these two libraries. Both of the libraries have 
a modest, residentially-influenced architectural style. The imposing stature of the 
liberally influenced libraries of Kennedy, Johnson, and Clinton are not seen with 
the Nixon and Reagan libraries. The Hoover library looks like an Iowan farmhouse 
in the same way that the Nixon and Reagan libraries look like they belong in 
California. In fact, the Nixon library looks like a California resort hotel. The lush 
landscape, complete with palm trees surrounding a pond, enforces the California 
influence. Interestingly, the Nixon library is built on Nixon’s childhood family-
owned orchard in Yorba Linda, California. In fact, Nixon’s childhood home is 
even a part of the library for visitors. The Reagan library also uses a California 
aesthetic, the Spanish mission style. Not coincidently, the Reagan library is 
located Simi Valley, which is in southern California. The style of architecture used 
for the Reagan library is prevalent in the southwestern United States and Mexico. 


The Gerald R. Ford Museum is another library that has a conservative 
influence. Ford’s presidential library is actually in two locations. The museum 
is located in Grand Rapids, Michigan, and the library is located in Ann Arbor, 
Michigan. The museum in Grand Rapids will be analyzed because it is the most 
visited of the two. It too, takes design elements from the local area. So, instead 
of a California influence like Nixon and Reagan, the Ford library has a Michigan 
influence. The Michigan influence makes the Ford library look like the corporate 
headquarters of a large industrial company. The plain looking concrete building 
with large tinted windows, along with the lighted Gerald R. Ford Presidential 
Museum sign, evokes a feeling of corporate power, which is synonymous with 
Michigan’s big three automakers and dozens of other large industrial related 
businesses.


The Nixon, Reagan, and Ford presidential libraries all continue the 
conservative architecture tradition that started with Hoover and Eisenhower. All 
three former presidents built their libraries with the local architecture in mind. 
Nixon and Reagan have design elements that are prevalent in California, and Ford 
has design elements in his library architecture that are prevalent in Michigan. 
Nixon and Ford also located their libraries in their hometowns and by doing 
so, they stay true to their ideology of holding family values in high regard. 
The scale of the three libraries evokes conservatism. They do not resemble the 
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The role of women in art and politics of 1930’s America and Germany was 
based on each nation’s unique ideology and future goals. Under Adolf Hitler’s 


reign, Nazi Germany imposed strict social order for men, women, and children. 
In particular, women were subject to men‘s authority, both reproductively and 
socially. In America, Franklin Delano Roosevelt’s New Deal Liberalism defined 
women as free and equal with nearly the same rights as men. However, American 
women were also affected by the trials and tribulations of the economy and the 
workplace. The following exhibition of art, which represents only a fraction of the 
works of art portraying women, offers a visual analysis of how the United States 
and Germany justified gender roles. Germany placed a firm foundation upon the 
delicate, fragile woman whereas America promoted the strong exterior, freedom, 
and potential of the woman.


The National Socialist German Workers Party reigned in Germany under 
Adolf Hitler from 1933 until 1945. Nazism was the forefront of Germany’s fascist 
ideology, which emphasized individualism as dangerous and argued that nature 
was determined by race. Only certain physical characteristics were accepted; 
the only true German race was blonde haired and blue eyed, the “Aryan.” Since 
individuals were unequal, the German people were to seek order, take pride in 
hard work, and learn obedience in order to become productive members of the 
state. Furthermore, Adolf Hitler promoted happiness through the nation’s success.  
Germany expected clean conditions, mass security to prevent crime, prosperity, 
a strong culture, an orderly society, a single leader, and the state as the center of 
people’s lives. The good of the German people was prized over the well being of 
the individual. This ideology rejected the concepts of “man,” “individual,” and 
“common humanity” (Etlin 2).


A crucial tool Hitler used to enhance the power and order of Germany was 
art. Art was considered a powerful influence, and Nazi leaders demanded that it 
be controlled by the state.  Nazism, the German version of fascism, evoked the 
ideology of a powerful nation state that could spark economic and moral renewal.  
Nazi policy argued against intellectual freedom and classified equality as absurd 
(Etlin 3).  The German woman’s role in society was important to the state, but 


ideas about women’s roles had to be controlled in order to keep the social order. 
Accordingly, Nazism patronized and controlled artistic expression.  Adolf Hitler 
tolerated only art that highlighted the good of the German nation and its pure 
Aryan race. More specifically, German women were displayed as representatives 
of the strong Aryan race, primarily through motherhood.  In support of this 
image, the League of German Girls, similar to the male league called Hitler’s 
Youth, fashioned exercises and education for young women.  Such education was 
centered around loyalty to the German nation, gave the young women a sense of 
community, and ultimately prepared them to be mothers (Hitler‘s Children). This 
league emphasized that only young women were able to participate in recreation 
activities. However, this recreation included uniforms, forced marching, and 
only occurred until they were wed and given the role as mother. Women were 
expected to bear as many German children as possible to keep the strong Aryan 
race thriving. Thus, motherhood was an essential role for German women. Even 
during wartime, mothers were encouraged to solely care for their and mainly 
work around the house doing domestic chores and duties. 


Because uman biology was also used extensively to explain the German 
identity and to dehumanize the Jews, a woman’s beauty and physical appearance 
were very important (Etlin 5).  The appropriate image of the female Aryan was 
emphasized through sculpture, painting, and political propaganda (Etlin 4). Women 
were portrayed as physically fit like the German male’s muscular counterpart. In 
every piece of art, women were shown as submissive to men; men were superior 
to their wives, daughters, and any other women. Furthermore, all Nazi art featured 
a positive female image, exuding happy, smiling women enjoying their life of 
motherhood, subordination to men, and their loyalty to the German nation.


Across the Atlantic in 1930’s America, the economic depression was the 
central focus and fear for many Americans. It led to Franklin Delano Roosevelt’s 
election as president in 1932. He ushered in an ideology known as New Deal 
liberalism. This liberalism retained the necessity of individual opportunity to 
pursue the best life, but it gave the state a much stronger role in creating those 
opportunities. The American people would exercise their rights by freedom of 
choice. New Deal liberalism strived to create a peaceful nation and stressed “life, 
liberty, and pursuit of happiness.”  Moreover, this ideology protected individuals 
and prevented state infringement, guaranteeing that citizens enjoyed and took pride 
in their rights as well. Thus, equality of opportunity, a fair wage, a decent home, 
adequate medical care, and a good education were fundamentals of liberalism. 


Also, Americans were considered independent and competitive, even as 
the state expanded the social safety net.  Franklin Delano Roosevelt (FDR) 
created several federal programs during the Depression that were designed to 
put unemployed Americans, including artists, back to work. Liberal individuality 
and freedom of expression in the arts was exemplified through the Federal Art 
Project, a sector of the Works Progress Administration (WPA), a national work 


Women, Art, and Politics in 1930s America and Germany  








26 27


will be on the Women as Children gallery and the Woman as Workers gallery).
The Women as Children gallery displays German propaganda posters and 


American photographs. The challenge was to depict the role of the young female. 
On the wall visitors will find a quote from Franklins Delano Roosevelt: “no greater 
obligation faces the government than to justify the faith of its young people in 
the fundamental rightness of our democratic institutions” (Youth Agencies of the 
New Deal) and a contrasting one from Adolf Hitler, ““...Knowledge would spoil 
my young people. I prefer that they learn only what they pick up by following 
their own play instinct. But they must learn self-control. I will have them master 
the fear of death through the most difficult trials. That is the heroic stage of youth. 
Out of it will grow the stage of the free man, a human being who is the measure 
and center of the world” (Hitler Youth). 


The Women as Mothers gallery displays German sculptures and propaganda 
as well as American painting and propaganda.  This gallery features a sculpture 
by Arno Breker, one of Hitler’s favorite artists, entitled “You and I” (See written 
guide). Breker’s sculpture conveys the ideal man and his power over the German 
woman.


The Women’s Beauty and Appearance gallery depicts women through 
German sculpture and painting, as well as in American paintings and photographs. 
Dorothea Lange’s famous “Migrant Mother” hangs in this gallery.  Lange’s images 
portray the struggles of American families and the physical toll the Depression 
took on women. 


The Women and Recreation gallery displays German photographs as well 
as American paintings.  An example within this gallery is a Vertis Hayes WPA 
mural, “Pursuit of Happiness.” The title of Hayes’ mural emphasizes the equality 
of opportunity given to Americans, including women.  Hayes’ portrays women 
pursuing their dreams and desires in America.


The Working Women gallery depicts women through German and American 
political propaganda posters.  The propaganda identified what type of work was 
suitable for women. In Germany, motherhood and domestic life were advertised 
as the primary occupations for women.  In contrast, American posters revealed 
strong, working women carrying out duties and responsibilities similar to men.


The Women during Wartime gallery displays German and American 
propaganda posters.  These government-sponsored posters conveyed the duties 
and responsibilities of women while their nations battled in World War II. A 
German woman was only accepted as the nurturing mother, whereas American 
posters promoted a woman’s work in the medical field and factories. 


“This exhibition,” the curator concludes, “is about a woman’s image.” The 
role of women from early childhood development into mothers, workers, and 
citizens is evaluated. Each country attempted to justify the rights women had and 
their status in society.  The curator wanted female visitors to leave with a sense 
of empowerment after viewing this exhibition.  Her goal was to have viewers 


question their individual roles in society and the power of politics and art to shape 
those roles.


Women as Children Gallery
  


America and Germany prepared female children for their future roles. In pre-
World War II Germany, female children were expected to learn the role Adolf 
Hitler envisioned. In America, female children were seen as susceptible to the 
same economic pressures as were young men and adults. Education was essential 
in both countries, but the content was vastly different. For young women, America 
stressed education for better jobs and pay while Germany forced education for 
motherhood. 


In 1930, Hitler established the all male Hitler Youth and the League of German 
Girls in order to teach children how to be respectable adults. The Bund Deutscher 
Mädel, also known as the BDM (The League of German Girls), was the only 
female youth organization in Nazi Germany (American-Israeli Cooperative). The 
main motto for the BDM girls was “Be Faithful, Be Pure, Be German!” (Hitler 
Youth). Propaganda posters from this era highlighted the unity of the League 
of German Girls under Hitler’s rule. The fascist government created numerous 
political propaganda posters to convey messages to Germans of all ages. The 
BDM had propaganda posters to advertise the importance and necessity of the 
youth movement. In one example, a young female, clearly of the blonde-haired, 
blue eyed, Aryan race, appears as a happy, smiling child. Her facial features show 
a content, proud, BDM girl growing up in Nazi Germany. Additionally, the mass 
of German people in the background demonstrate the uniform loyalty of Germany 
under Hitler’s reign, and its female youth participation. The devotion and respect 
for Nazi Germany thrived in BDM political posters.


Adolf Hitler took pride in his German youth through this young female 
movement and stated, “The German youth must be slender and supple, fast as 
a greyhound, tough as leather, and hard as Krupp steel. He must learn to do 
without, to endure criticism and injustice, to be reliable, discreet, decent, and 
loyal” (Hitler Youth). Therefore, in 1939, membership to the League of German 
Girls was enforced for eligible girls between the ages 10 and 18, but they had 
to be pure German, citizens of the state, and healthy as well (American-Israeli 
Cooperative). Similar to the male version, entitled Hitler Youth, separate sections 
of the BDM existed, each based on the children’s age. Girls between the age range 
of 10 and 14 were members of the Young Girl’s League (Jungmädelbund, JM), 
girls between the ages of 14 and 18 were members of the Bund Deutscher Mädel 
(BDM), and a third section, known as Belief and Beauty (Glaube und Schönheit), 
was voluntary and open to women between 17 and 21 years old (American-Israeli 
Cooperative). The multiple sections of the League of German Girls enhanced the 
social order of Germany and the unity of the female community.
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propaganda as a weapon.  During the New Deal and into World War II, American 
propaganda evolved ideas and created symbols of women as workers participating 
in the same jobs as men. German propaganda established the idea of the women as 
the safe, secure mother and domestic helper on the home front.  


Consequently, German and American art was motivated by ideology 
(Edelman 10). 
 Nazi Germany refused to let the German people construct their own conclusions 
about art (Edelman 12). Instead, Nazi Germany controlled every aspect of 
art. Women were only publicized as mothers; to show otherwise would be 
contradictory to the state’s purposes. In contrast, American women who were 
targeted by propaganda posters were given the opportunity to reverse roles with 
men by taking jobs in agriculture, medical fields, and factories.  


Germany molded the female’s career as mother, only allowing her to move 
into male roles when the war created a severe shortage of men. In political 
propaganda, a women’s work was identified through nurturing and domestic 
duties. A typical poster reads, “Get rid of old cloth and shoes,” reminding women 
that their work consisted of rallying the German people for clothing drives, food 
drives, and relief programs (Trueman). As previously discussed, female children 
were also encouraged and taught to carry out this type of relief work. Therefore, 
the characteristics that were involved in a German woman’s work involved 
caring, consoling, and providing aid for others. Similarly, another propaganda 
poster depicts a woman plowing the field while her husband fights at the war.  This 
captured the essence of the women’s role primarily on the home front with their 
responsibilities around the house and caring for the children.


In 1933, Hitler established the Law for the Encouragement of Marriage, 
which stated that all newly married couples would get a government loan of 1000 
marks or about 9 months average income (Trueman).  This loan did not have to 
be paid back if the couple had children. The birth of one child meant that 25% 
of the loan did not have to be paid back, two children meant that 50% of the 
loan did not need be paid back, and four children meant that the entire loan was 
cleared (Trueman). The aim of this law was to encourage newlyweds to have as 
many children as possible to continue the Aryan race. Thus, women worked to get 
married and have many German children, for the good of the nation.


American political propaganda also had an effect on women.  The Depression 
hit workers hard, including women (Bernikow 1).  In America, domestic work 
was not considered real work, so typical jobs for women included teaching and 
nursing. However, it was difficult for women to find work until the beginning 
of World War II. Then, instead of women caring for the children and fulfilling 
domestics duties, they were encouraged to work, filling the jobs of the men who 
were abroad fighting in war. Propaganda posters proposed that women work in the 
medical field, factories, agriculture, and business. However, the war propaganda 
implied that women’s work in these traditionally male fields would be only 


temporary (Bernikow 1). Despite the short-term work options for women, they 
were at least still given the opportunity to thrive in the workplace during this 
time period. For example, one poster reads, “For Every Fighter: The Female 
Worker. Care for her through the YWCA.”  This poster exuded the equality of 
opportunity and support for women to work.  The woman pictured is not showing 
her feminine figure. She has on a factory-style jumpsuit, her hair is pinned up, 
and she is willing to get dirty at work for payment. This image exemplified how 
American women could do work like men and be successful at it. Gender and 
physical appearance did not matter for the job. Another poster reads, “She’s a 
Wow. Women Ordinance Worker.” This poster conveys the American woman’s 
ability to fulfill the requirements of the job. Also this poster advertised a woman’s 
options for work, including jobs as ordinance worker, army corps, army or navy 
nurse, and the Red Cross. The woman resembles the more famous Rosie the 
Riveter. She has on similar factor-style clothes and seems confident to do the job 
accurately and efficiently. Since Rosie is so well known, other types of women 
were able to echo the individuality, diversity, and opportunities of the American 
female worker.  


Political propaganda was a useful tool that helped establish the roles for 
working women.  Nazi Germany created a career for women as the mother and 
as an aide to families and others in need. Germany established a strict role for the 
Aryan female, who worked on the home front for the good of the family. America 
chose to emphasize women’s broader employment opportunities during World 
War II. These new roles gave them knowledge, training, and confidence in job 
equality and gender neutrality. The German image of the woman was narrow.  The 
American view of women was multi-faceted.  The German woman solely served 
for the purity of nation; the American woman labored for her own economic 
survival and career potential.
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of Painting and Sculpture” exhibit, which was “an up-to-the-minute summary of 
the most significant contemporary art in the world.” However, only 13 of the 169 
artists included in the exhibit were women. The curator also said that “any artist 
who wasn’t in the show should rethink ‘his’ career.” The Guerrilla Girls protested 
this prejudiced exhibit by having a picket line and holding placards. In this pivotal 
event, the Guerrilla Girls began their quest of fighting the stereotype that women 
should not be artists.


With further research, the Guerrilla Girls discovered that the rest of the art 
world directly or indirectly supported the male artist stereotype. The Guerrilla 
Girls confronted the most influential galleries and museum exhibits about 
representing few or no female artists in their shows, but those in power blamed 
others. However, the Guerrilla Girls knew this was not an issue of the quality of 
female artists’ work or unchangeable discrimination inherent in the system. Rather, 
the art world uses the myth that marketability equals quality to justify its focus 
on art created by male artists. The Guerrilla Girls decided to take action against 
those in the art world who “passed the buck” by blaming others for wrongdoing 
against female artists. From their research as well as personal experience in the 
art world, the Guerrilla Girls know that the curators, collectors, critics, and artists 
are responsible for accepting the system’s lack of representation of women by not 
speaking out against it.


The Guerrilla Girls work to change the viewpoints of existing institutions in 
the art world by targeting those that discriminate against female artists. One group 
that the Guerrilla Girls confront is art collectors. Elitist art collectors, especially 
newer collectors, contribute to the problem because they “are interested in buying 
into a certain social life, rather than buying art that they believe in.” In these cases, 
the collectors invest in art solely based on its price tag. Some argue that more 
women need to collect art because “[u]ntil women support women and collect 
each other, things will never change.” The Guerrilla Girls also believe that art 
dealers are at fault because they cater to the tastes of the wealthy in order to earn 
more money. Others blame an elitist culture by noting that “The big money art 
world is a world of privilege, and the patriarchy of western culture is accentuated 
in arenas of privilege.” 


The Guerrilla Girls also act to place more female artists in influential exhibits 
and galleries. Museums and galleries showcase works of art, thus elevating these 
artworks’ status in the eyes of those who view them. Both institutions tend to 
single out works of art based on a defining feature of their artists to create their 
perceived worth. The Guerrilla Girls often critique museums and galleries for 
“tokenism” since they advertise having a single exclusive female or minority 
artist. Tokenism excludes many artists from being represented because “[r]ather 
than showing the vast multitudes of women and artists of color, you find the same 
ones shown over and over.”


One way that the Guerrilla Girls target institutions in the art world is by 


displaying statistics on posters. The Guerrilla Girls use “statistics and other 
verifiable data” in order to “demonstrate general patterns of discrimination against 
women…and focus on practical and material results.” This technique gives the 
group credibility by having their actions backed up by facts rather than by just 
“ideological and personal grandstanding.” The Guerrilla Girls compile these 
statistics by getting data from the galleries and museums they target or by using 
statistics published in “established sources such as the Art in America Annual.” 
Members of the Guerrilla Girls also research galleries and museums by counting 
information in newspapers and interpreting information that the institutions 
provide for the public. The gathered statistics are then added to eye catching 
posters displayed via mass media techniques to reach as many people as possible. 
Their statistical posters have been displayed as billboards, bus ads, magazine 
spreads, and even broadsheets in bathrooms of major museums. Ironically, the 
Guerrilla Girls’ posters have been considered works of art themselves by being 
collected by museums and libraries for public collections.


One of the Guerrilla Girls’ first posters was created in 1985 and targeted 
specific galleries by naming those who had 10% or no female artists in their 
shows. The Guerrilla Girls used bold black letters on a plain white poster, making 
the names and their message stand out. The use of bold lettering instead of flowery 
script shows that the Guerrilla Girls are fighting the perceived image of women’s 
passive voice in the art world by adopting a masculine font for the poster. This 
poster is straightforward because it lists the names of the guilty galleries. 


Many of the posters created by the Guerrilla Girls attack the injustice of the 
popular belief and stereotype that only men are artists. Today two stereotypes 
exist in the art world: men as artists and women as objects of art. According to the 
theory of contestable categories, labels such as “artist” are created by the system 
that reinforces them. In the case of art, Americans are socialized according to the 
“dominant ideology” of patriarchy in the culture of the Western world. Hundreds 
of years of art history exclude the efforts of female artists by portraying solely 
the works of male artists. To this day, children learn about famous male artists 
as part of their school education. Women are left out of textbooks because they 
are in the subordinate and passive role of objects of art, muses, or models, rather 
than active creative geniuses. This role of women in the art world stems from 
the long-standing view of women’s role in a male dominated society. In a male 
dominated society, men are the leaders, thinkers, and creators; women are the 
support network rather than active participants. Thus, the Guerrilla Girls create 
posters to attack women’s “patriarchally designated position” in society. 


The Guerrilla Girls’ “Advantages of Being a Woman Artist” poster (1988) 
attempts to make light of the dire position of female artists. This poster encourages 
female artists “to look on the sunny side.” It mocks the advantages that the system 
gives male artists by calling them “advantages” for women artists as well. The 
word “advantages” is at the top of the poster, making it the first non-article word 
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statistics, the Guerrilla Girls have held those in the art world accountable for 
their actions. Some of these institutions have been embarrassed by these publicly 
displayed statistics and have worked to include more female artists in their 
collections. However, other institutions have not made progress and have been 
targets of additional campaigns created by the Guerrilla Girls. In addition, the 
Guerrilla Girls have begun to take action against the art world for not representing 
artists of racial minorities, especially women who are minorities. The Guerrilla 
Girls have also adapted their message of equal representation of women and 
minorities to the theatre and movie industries by attacking their major institutions 
that reward white males and exclude women and minorities from receiving 
recognition for their work. And so, the Guerrilla Girls continue to spread their 
message of equal representation for female and minority artists, challenging the 
art world’s narrow definition of “artist.”


Editor’s Note: All of the posters examined by the author may be viewed online at 
www.guerrillagirls.com.
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sovereignty, Cobb never states which organization had the better strategy. Both 
the NCAI and the NIYC had some successes, yet they faced even more failures. 
The rise of the Vietnam War and the end of the War on Poverty created obstacles 
for the Indian rights movement; however, it continued to hold the government’s 
attention throughout the 20th century. 


Cobb leaves the reader with a bitter taste in the mouth as he concludes his 
book. The reader is left with the impression that the United States is still against 
tribal sovereignty even as recently as 2007, when it chose to not adopt the United 
Nations resolution on the Declaration on the Rights of Indigenous Peoples (Cobb 
204). Alvin J. Ziontz, on the other hand, sends a much more uplifting message in 
A Lawyer in Indian Country. As stated earlier, both books describe the attempts 
by various tribes and tribal organizations to strengthen tribal sovereignty. Where 
Cobb studies the NCAI’s attempts to empower tribal governments in general, 
Ziontz takes a more local approach. Ziontz dedicates each chapter to a different 
tribe, and in a sense we see him slowly chipping away at the obstacles individual 
tribes faced. While the NCAI and the NIYC were in Washington D.C. actively 
lobbying the government for universal tribal sovereignty, Ziontz was in the field 
with the Indians litigating individual tribe’s sovereign rights. 


Alvin J. Ziontz was not the typical activist for Native American rights. He 
stumbled into the world of Native Americans and in it found a place where he 
could make a change to better the lives of Indians. His journey starts out small, 
litigating for family members on behalf of a young Indian named Bruce Wilkie. 
Meeting Bruce Wilkie, a member of the Makah Tribe, leads him to take on what 
he calls the “touchstone of my Indian world” (Ziontz 59), earning a victory for 
the Makah Tribe of Neah Bay. The Makah tribe was one of the tribes that reaped 
the benefits of the Community Action Programs created during the Johnson 
administration, and Ziontz describes the vast changes that affected the tribe 
during the War on Poverty. The tribal government, for example, grew from a 
council of five men to an infrastructure that consisted of committees and both a 
fire and police department. While the Makah tribe benefitted from Community 
Action programs, there was still work to be done by Ziontz. Ziontz’s first step 
into Indian litigation was helping the Makah tribe hold on to precious reservation 
land that was being sought after by the Olympic Park Associates (OPA). He did 
this by setting up negotiations between the OPA and the Makah tribe. Through the 
negotiations, OPA decided to settle before matters were taken to court, and the 
Makah tribe gained their first victory in land rights. However, bigger things were 
on the horizon for the Makah tribe: the Supreme Court case U.S. v. Washington 
was Ziontz’s most profound court battle for tribes in the state of Washington. 


U.S. v. Washington was meant to determine who indeed held fishing rights over 
two rivers. Initially the case only had two plaintiffs, the Puyallup and Nisqually 
tribes, but the case grew to include fourteen tribes (including the Makah tribe). 
The presiding Federal District Court Judge, George Boldt, decided in favor of 


the tribes, stating that their 19th century treaties included off-reservation fishing 
rights on the Puyallup and Nisqually rivers. However, non-Indian sports fishing 
groups refused to abide by the ruling. The State of Washington appealed the case 
to the U.S. Ninth Circuit Court of Appeals where the decision was upheld in favor 
of the tribes. At this time, the Supreme Court refused to grant certiorari to the 
case, but few years later, it agreed to review the case and its affirmation drove “a 
stake through the heart of resistance to the Boldt decision” (Ziontz 127). This was 
a huge victory for the fourteen tribes in Washington, but it also provided hope for 
Indian tribes across the country fighting state governments for rights guaranteed 
them in treaties. Though Ziontz remains humble by never taking responsibility for 
the successes that several tribes that he touched had achieved, it is obvious that 
he made an impact on Indian rights. He does not forget to mention that not every 
tribe he encountered was victorious in securing its sovereign rights, but he never 
fails to remain optimistic for the future. 


By reading A Lawyer in Indian Country and Native Activism in Cold War 
America one is able to gain a perspective on the difficulties Native American 
tribes have faced in protecting their sovereignty. Both Ziontz and Cobb provide 
the reader with a narrative that is easy to get entrenched in. What both authors 
have shown is that there were several roads to securing tribal sovereignty. The 
NCAI and NIYC differed on their approaches, but appealed largely to legislators 
and public opinion. Ziontz ,on the other hand, settled matters in the courts with 
several of his cases reaching the Supreme Court. The Indian activists in Native 
Activism in Cold War America were fighting on the federal level, while Ziontz 
profiles tribal leaders litigating their rights on a local and state level. Both books 
bring to light a topic that has been well-hidden among American history. As stated 
previously, most people reflect on the 1960s and think of either the Civil Rights 
Movement or the Vietnam War. It may be easy to overlook the fact that Native 
Americans have been struggling for their rights so long a time. Daniel M. Cobb 
and Alvin J. Ziontz remind us that Native Americans too made significant political 
gains during the 1960s. 
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Another 9/11-related speech in which President George W. Bush conveys a 
powerful message through the use of his setting is the Bullhorn Speech given at 
Ground Zero on September 14, 2001. This speech is conducted on a pile of rubble, 
opening with the President’s arm around a fireman as Bush begins to speak into a 
megaphone. This is an excellent use of setting by the President because not only 
does it demonstrate that he is quick to react to the demands of the nation but also 
because it shows Bush’s ability to make a connection with the “average” person. 
Furthermore, his ability to connect with the “average” person is emphasized by 
the President’s attire, as he is in a casual shirt as opposed to a business suit. In the 
background of this setting, there appears to be a building that has been partially 
destroyed, which appeals to the viewer’s sense of sight and links the destruction 
of the 9-11 attacks with President Bush’s ability to react swiftly and courageously. 
As Edelman notes, the space in which the President is standing adds a significant 
element to the presentation he is delivering. Another element that resonates in the 
minds of viewers is the abundance of construction equipment in the background. 
This shows Bush’s blue-collar nature, and his willingness to be around such 
equipment, which is something that always wins over the hearts of American 
voters. This is an example of Edelman’s theory that people “think” they know 
what exists, when in reality they are being deceived. President Bush appears to a 
man of the people, caring about hard-working citizens like construction workers 
and firemen, which is far from reality. Bush, a graduate of Yale University, is the 
son of a former President, and has been wealthy all of his life. While Bush does a 
great job of selling the belief that he is a “commoner,” it is hard for an educated 
individual to perceive President Bush as a “man of the people.” 


One of Bush’s most important speeches, his speech informing the public of 
his decision to invade Iraq in March 2003, is similar to his post-9/11 speech in that 
they are both delivered from the Oval Office within the White House. This speech, 
like the post-9/11 speech, is conducted in a way that implies the significance of the 
President’s message. Traditionally, Presidents are seen sitting at their desk when 
delivering important information, from John Kennedy’s speech about the Cuban 
Missile Crisis to Ronald Reagan’s address to the nation after the destruction of the 
space shuttle Challenger. Bush is no different, speaking on the most significant 
issues of his Presidency, including 9/11 and Iraq, from the Oval Office. While there 
are many similarities between his 9/11 speech and his Invasion of Iraq speech, 
there is one significant difference that changes the way the President’s message 
is perceived. President Bush, as in his 9/11 speech, appears on television with his 
hands folded, both flags behind him, with pictures over both of his shoulders. The 
main difference in the two aforementioned speeches is that the 9/11 speech has 
one recognizable picture of his family, while the Invasion of Iraq speech has two 
noticeable pictures of a child over his left shoulder, and his two daughters over 
his right shoulder. The purpose of this placement is to let the American public 
know that President Bush is a family man, and is as reluctant as anyone to send 


America’s children off to fight a war, being a father himself. With this in mind, the 
American public would be more willing to support an invasion of Iraq.  


As with many political speeches, the context and background information 
about a certain issue may help to reveal the true intentions of the presenter. 
Edelman notes that “it is…necessary to focus as much on the background 
assumptions of a work of art as on its explicit content in order to understand its 
social and political import” (Edelman, 17). Using George W. Bush’s Invasion of 
Iraq speech, one might question Bush’s motives if they had some understanding 
of Bush as a person. As some of his critics pointed out, it would seem like more 
than a coincidence that George W. Bush sought to invade Iraq more than ten years 
after his father undertook the same campaign. Although George H.W. Bush was 
in the Middle East to liberate Kuwait, he received much criticism for not toppling 
Iraqi dictator Saddam Hussein, something George W. Bush aimed to accomplish, 
among other things. Given this historical information about the Bush family, their 
Presidencies, and George W. Bush’s eagerness to get involved in a war less than 
two years after 9/11, it is only fair to give credit to George W. Bush for exploiting 
the circumstances surrounding the early part of his Presidency and selling his 
product to the American people. 


To what extent political figures use theatre in their speeches to sway public 
opinion is apparent in Bush’s speech notifying the people of an invasion of Iraq. 
In addition to his familiar Oval Office setting, President Bush also uses familiar 
phrases -- “my fellow citizens” and “may God bless our country, and all who 
defend her” -- to bookend a speech in which he is announcing to the nation that 
he is undertaking a massive military operation. The phrase “my fellow citizens” 
allows the President to make a connection with his viewers, making himself appear 
as if, in this moment in time, he is simply another American citizen. Combining 
this phrase with his use of religious components at the end, he is invoking an 
image of a virtuous, morally just person, sending the message to the American 
people that he would never mislead them or unnecessarily put them in the face 
of danger. This analysis reverts back to Edelman’s belief that we often accept 
what we see at face value, failing to recognize the motives or true intentions of 
a political figure that delivers a message. Keeping the public uninformed is a 
way for politicians to remain the faction of society that is informed, making it 
more likely that the public will yield to the leadership of elected officials without 
questioning their actions of motives. This goal is maximized through theatrical 
performances by “polished politicians,” who take advantage of the knowledge 
gap between themselves and the “uninformed public.” 


The theatrical performances of George W. Bush are not limited to the 
traditional setting of the American mainland, however, as one of his most popular 
speeches, his “Mission Accomplished” speech, was not given in an office but 
rather aboard the USS Abraham Lincoln, making Bush the first President to 
address the nation from a warship at sea. This maneuver, according to author 
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James Cameron’s popular film Avatar (2009) shows the horrible way that 
humans entered the faraway planet of Pandora to attain unobtainium and, in 


doing so, almost completely destroyed the Na’vi, the native people, as well as other 
creatures and wildlife present on the planet. Despite this depressing undertone, 
the movie was a huge success at the box office, in no small part because it follows 
the paradigmatic plot that Robert Ray describes as so typical of Hollywood 
movies. In his article “The Thematic Paradigm,” Ray argues that the outlaw hero, 
who often times lives with “two sets of ‘truths’” tries to escape civilization and 
then finds himself in a situation in which he has to choose between his own self 
interest or that of the community. In Avatar, Jake Sully (Sam Worthington), the 
ex-marine who replaces his scientist twin brother in an experiment, lives as a 
paralyzed marine on Earth, and – through his “avatar” -- as a powerful, physically 
fit Na’vi on Pandora. In his Na’vi form, he roams freely on Pandora, escaping 
his everyday reality of being stuck in a wheelchair. As learns about and becomes 
close to the Na’vi people, however, he has to decide whether to help them protect 
their planet, or deceive them and help his corporate employers, who will pay for 
corrective surgery to allow him to walk again. Within this typical Hollywood plot 
lies a political message that Cameron tries to convey to his audience, a message 
that draws heavily from Dave Foreman’s dark green political ideology. Foreman, 
author of Confessions of an Eco-Warrior, argues that planet Earth is suffering 
from humans’ assaults on the environment. Avatar’s ability to draw in audiences 
with its typical Hollywood plot brings it much popularity, but it leaves us with 
Foreman’s idea that because they think too rationally, many anthropocentric 
(human centered) people are far too careless about the planet’s valuable resources 
and should develop a proper relationship with the planet in which they learn to 
appreciate all that it provides. 


Like Foreman, Avatar illustrates how human beings are greedy and 
anthropocentric. Foreman refers to them as “fiends who hold nothing of value 
but a greasy dollar bill [and] are tearing down the pillars of evolution” (5). This 
perfectly describes the humans in Avatar, who are there only to profit financially. 
As Parker Selfridge (Giovanni Ribisi), who runs the mining operation, states early 


in the movie, “This is why we are here. Unobtainium. Because this little gray rock 
sells for $20 million a kilo. That’s the only reason.” This comment emphasizes 
the humans’ lack of concern for all life on Pandora. To attain the unobtainium, 
they literally tear down the pillars of the enormous cathedral-like tree on Pandora 
in which the Na’vi make their home. As Cameron states in an interview, “it’s 
the nature of business, it’s the nature of all the economies of the last thousand 
years, to ‘just take’ what they want” (Cieply). Avatar proves the truth in this 
statement when the humans tear down the trees that are so essential to the Na’vi. 
Though Jake starts off as no different from the rest of the humans, he changes as 
the movie progresses. Initially, he is motivated to take the mission for the sole 
reason of attaining his legs, promised to him by Colonel Miles Quaritch (Stephen 
Lang) in exchange for information about how to defeat the Na’vi. Jake is a typical 
anthropocentric human being who cares only for himself. This selfish and childish 
behavior, common in outlaw heroes, makes him appeal to us, according to Robert 
Ray’s “The Thematic Paradigm.” It is not until after he learns the plight of the 
Na’vi by experiencing it firsthand that he realize he must help them. To further 
emphasize the greed of the humans, Cameron contrasts them to the biocentric 
Na’vi, who live their lives completely immersed in nature. They sleep in trees 
and have learned to coexist with all the other creatures on Pandora. Foreman 
encourages this biocentric view by explaining that “all living things have the same 
right to be here” (3). 


In an argument against anthropocentrism, Avatar, like Foreman, encourages 
the audience to give up rationality and to start to think more emotionally. Foreman 
states that although “rationality is a fine and useful tool, equally valid, perhaps 
more so, is intuitive, instinctive awareness” (29). Foreman feels that not all 
decisions regarding the planet should stem from rational cost-benefit analyses. 
Some are better decided intuitively, which privileges our emotional connections 
to the earth. This switch from rational to emotional thinking is shown in Jake’s 
character as the movie progresses. At the beginning of the movie, Jake is a rational 
thinker. Though he is not a scientist, the main reason he is helping them is to attain 
his legs. When he first meets the Na’vi and tells them that he wants to learn (solely 
for the sake of his legs), he is told by Mo’at (CCH Pounder), the spiritual leader 
of the Omaticaya clan, that “it is difficult to fill a cup which is already full.” Mo’at 
is referring to the fact that Jake and the other humans think so rationally that they 
leave no room to reason emotionally. This rational emphasis is exemplified by 
the humans’ reliance on computers and all the other technology that they brought 
with them to Pandora, especially the oxygen masks that they would die without. 
It is not until Grace Augustine (Sigourney Weaver), the head scientist, tells Jake 
to “try to see the forest through [Neytiri’s] eyes,” that he starts to understand the 
Na’vi point of view. He begins to empathize with the Na’vi as he becomes one 
of them, gaining some real emotional insight into their lives. His enthusiasm to 
learn about the Na’vi way of life takes off when he asks Neytiri (Zoe Saldana) to 
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many African nations becoming fractured to the point that their citizens lack a sense 
of common national identity, instead choosing to more closely associate themselves 
with their preferred ethnic denomination. This is comparable in the United States 
to a person calling herself a Michigander first, an American second. While at first 
glance this may not seem particularly harmful, as for instance Americans take great 
pride in their state identification, it becomes an issue when competition between 
these “families” of people begins to occur in the social and political life of the nation 
(Vanhanen, 1999, p. 57).


In Africa, ethnic lines have become a dominant force in people’s lives, as well 
as defining the political agenda of entire nations. Democracy in Africa, therefore, 
“has tended to take the form of competition among [ethnic] communities rather than 
individuals, parties, and administrative subunits” (Joseph, 1997, p. 366). Instead of 
Nigerians coming together to decide the nation’s problems, individual groups are 
representing only their views and ignoring the views of the other “nonmembers” of 
society, all in the name of national governance. The result has been political conflict 
and instability, which have plagued the transition to democracy for many African 
nations (Easterly & Levine, 1997; Smith, 1996). The vast majority of these ethnic 
divisions are vestiges of the late ninetieth and early twentieth century European 
imperialism, which saw the conquering powers essentially superimpose borders 
without regard for already predefined ethnic areas (Easterly & Levine, 1997). 
The result was the infamous “divide and conquer” strategy, in which rival ethnic 
groups were pitted against each other. The Europeans, after ensuring that hostility 
between groups would occur, would then move in, “restore” order, and colonize 
the area and begin its process of authoritarian rule. During this colonial era, the 
European nations continued to play each group off of each other to ensure that the 
rivals did not become allies against their European overlords. Thus, any potential 
threat of collective action was completely and utterly repressed. With the advent 
of independence following the collapse of European colonialism, these ethnic 
divisions, held in check by the European armies, boiled over (Easterly & Levine, 
1997, p. 1214). The result has been intense political infighting between rival ethnic 
groups for power over their artificially created European states (Smith, 1996).


Neither Cape Verde nor Nigeria escaped this European colonialism and 
strategy. Cape Verde was colonized by the Portuguese in 1460 and rapidly became 
the premier slave trading port for the Portuguese maritime empire and the center 
of Portuguese colonization efforts on the African continent for the next several 
centuries (Lobban, 1995). From the onset, however, Portugal incorporated the 
Cape Verdean islands into the political structure of the mother country, instituting a 
landed aristocracy loyal to the regime in Lisbon to control and administer the colony 
(Lobban, 1995). The presence of Portuguese land owners on the island helped to 
foster the creation of a unique identity for the islanders, as Cape Verdean society 
today is not descended from the native population (as the islands lacked one), but 
instead has become a mixed European and African ethnicity, based upon the sexual 
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Democracy in Africa is a relatively new concept for the indigenous peoples who, 
until recently, were subjected to European hegemony. With the rapid decline 


of the former European world empires following the end of World War Two and 
the resulting world reconstruction, many African nations found themselves for the 
first time in modern history independent and completely self-responsible for their 
own futures. However, this freedom and responsibility have proven to be essentially 
a goal, a goal that even today has proven remarkably difficult to achieve. Within 
the plethora of African nations, only a select few, including Cape Verde, have 
managed to grasp and achieve the democratic ideal of government. Cape Verde 
is the exception, however, when compared to the vast majority of its neighbors, 
including Nigeria, which, despite all its economical potential, has still not managed 
to be ranked among the democracies of the world. So what has made Cape Verde 
succeed when Nigeria, like so many others, have failed? The answer lies in the 
concept of ethnicity. Where Nigeria is a collection of several ethnic groups, Cape 
Verde is resounding ethnically homogenous. This homogeneity has benefited Cape 
Verde’s transition to democracy, whereas Nigeria has been plagued and held back 
by its various ethnic conflicts. From this comparison of Cape Verde and Nigeria, 
therefore, the relationship between homogeneity and democracy is apparent: 
countries that are ethnically homogenous are more likely to be democratic than 
those countries who are ethnically heterogeneous.


The Question of Ethnicity


Ethnic conflicts are not confined to Africa, but instead are prevalent worldwide 
(Vanhanen, 1999). The definition for what constitutes an ethnic group does vary and 
is dependent on how one divides people into such a group, and therefore is unique 
to each society that creates the division to begin with (Vanhanen, 1999; Smith, 
1996, p. 447). In the case of Africa, ethnic lines have been drawn based on such 
characteristics as race, language, tribe, and religion (Vanhanen, 1999). This division 
of society into these units, or groups, of people has fostered a feeling of kinship to 
develop amongst the members (Vanhanen, 1999, p. 57). This kinship has resulted in 
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on religious than racial themes, but the ethnic group identity still remains strongly 
in the debate (Ojie, 2006). Further, Nigeria today has strong undertones of a 
neopatrimonial regime, or a regime that relies on patron-client linkages to govern, 
largely based upon “ethnic, linguistic, and regional heterogeneity” (Bratton & Van 
de Walle, 1994, p. 469). These linkages have hampered the transition to democracy, 
however, underscoring an important point as to why Nigeria has not completely 
become a democracy whereas Cape Verde has (Ojie, 2006, p. 555). This point is 
that ethnic polarization of a society into a heterogeneous collection of interests 
makes democracy impossible (Ojie, 2006, p. 548). Cape Verde, with its ethnically 
homogenous population, has been able to transition to and maintain its democracy, 
while Nigeria has suffered from the instability of ethnic heterogeneity.


Ethnicity and Democracy


Why is democracy impossible to achieve for heterogeneous societies that are 
divided along ethnic lines, like Nigeria? The answer lies in how polarized ethnic 
groups interact with democratic institutions. In the cases of Cape Verde and Nigeria, 
both nations practice presidential democracy, with Cape Verde following the semi-
presidential model enshrined by France and practiced in Portugal (where Cape 
Verde imported it from). Both offer slightly different takes on the concentration of 
governing power, but the importance of both systems is that only one individual can 
be president. This distinction has proven to be an issue for Nigeria, as the office of 
president has become linked to the ethnic debate since only one person, and therefore 
only one ethnic group, can be, or hold the office of, president (Ojie, 2006, p. 561-
562). The result has been that presidential elections in Nigeria are not polarized 
along party or ideological lines, but instead along regional and ethnic lines.


The presidential nature of Nigeria’s government has been criticized as 
exacerbating the ethnic tensions within Nigeria to the point that political deadlock 
and violence become inevitable (Aborisade & Mundt, 1998, p. 129). The nature of 
a presidential system in an ethnically heterogeneous nation is that while it may in 
theory provide stability in fixed terms of office, it actually has the opposite effect 
since fixed terms help to ensure extended conflict between groups, particularly over 
policy debates (Aborisade & Mundt, 1998, p. 129). This system, however, would 
work exceptionally well in a homogenous society, such as Cape Verde (where it 
does), since ethnic undertones of conflict would not dominate, or even be considered, 
within the election for president nor the resulting policy debates or decisions that are 
implemented. Cape Verde’s success with this system, thus, can be attributed to its 
lack of ethnic competition for the office, whereas the Nigerian presidency is linked 
with persons campaigning on their ethnicity instead of their merits. The Nigerian 
presidency has become an office that each ethnic group seeks in order to “award” 
their members with political patronage and power, thereby not just polarizing, but 
also ethno-polarizing, the office (Aborisade & Mundt, 1998; Ojie, 2006).


The examples above of Cape Verde and Nigeria illustrate why there is a drive in 
modern states for “cultural homogeneity and the universalization of ideals” among 
rival groups in an effort to do away with ethnic divisions and achieve political 
stability (Smith, 1996, p. 457). Further, many heterogeneous societies are adopting 
institutions that better allow for channeling and, at least partially, subduing ethnic 
tensions, such as the adoption of parliamentarian and federal systems of government 
(Vanhanen, 1999, p. 66). This is partly the case in Nigeria, where a federal system 
of government allows for the various ethnic communities to control their own states 
below the federal government, free of influence from the other groups. For Cape 
Verde, however, ethnic conflict is virtually unheard of and the political conflict in 
Cape Verde is associated with democratic debates not unlike those seen in many 
First World countries (Vanhanen, 1996, p. 72; Lobban, 1995). For ethnically 
heterogeneous countries like Nigeria, therefore, it is important for ethnic conflicts 
to be both addressed and contained if any transition to democracy is to be achieved 
(Smith, 1996, p. 458).


Conclusion


For much of Africa, the transition from European hegemony to democratic self-
government has proven to be problematic and difficult at best. As the examples 
of Cape Verde and Nigeria demonstrate, ethnicity has a profound impact on the 
democratic transitions of many African nations. For Cape Verde, the ethnic 
homogeneity of its populace allowed the country to create a cohesive society 
in which democracy has thrived, making the nation today one of Africa’s rare 
democratic states. In sharp contrast to this is Nigeria, which, like so much of the 
continent, has been plagued by intense social and political violence rooted in the 
deep ethnic divisions that have come to dominate Nigerian society. It is this ethnic 
heterogeneity that has served to hamper both Nigeria’s and Africa’s transitions to 
democracy. In order for Africa to move beyond this ethnic violence and achieve the 
coveted democratic ideal, the ethnic divisions that currently exist must be replaced 
or, at the very least, subdued, allowing for a more unified national identity to take 
hold. For without this homogeneity, democracy will not take root and flourish.
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12 13    Christopher Anamman Presidential Libraries: The Influence of Ideology on Architecture  


fear ultimately led to his decision to build his library in Hyde Park, New York, 
his boyhood home, which also started the tradition of building libraries not in 
nationally significant locations, but in locations that reflect on a presidents’ past 
personal history, such as achildhood home or congressional district where the past 
president had served. In order for his library to be run by the federal government, 
Roosevelt had to introduce legislation that would make his planned library part of 
the National Archives. After some debate and criticism, the legislation passed in 
July of 1939 and the first cornerstone for his library was laid in November of that 
year (Haufbauer, 322). 


Roosevelt had set the course for future presidential libraries to be administered 
federally and be part of the National Archives. Subsequent legislation has further 
incorporated presidential papers into the National Archives. In 1955, Harry S. 
Truman decided to follow his predecessor and donated his presidential papers to 
the federal government. Consequently, Congress passed the Presidential Libraries 
Act (PLA). The PLA established that any living president could build a library, 
which explains why Hoover built his after Roosevelt’s and Truman’s (Stuckey, 
139). In 1978 Congress passed the Presidential Records Act (PRA), which 
established that all presidential papers were property of the U.S government. 
Previously, presidential papers were considered the private property of the 
respected president. The PRA, however, made Carter uneasy because many critics 
thought that advisors would not want to give counsel on some matters, knowing 
that their conversations would eventually become public. Also, there was concern 
over the distinction between official presidential papers and personal papers. 


In all, what the PRA encouraged was government transparency and trust 
between the president and the public (Stuckey 140). Carter signed the PRA 
into law, but Reagan was actually the first president to be affected by the act. 
In January of 1989, Reagan issued Executive Order 12667 that established how 
former presidents’ records will be released. For the first five years after office, a 
president has the authority to keep his records classified except to Congress, the 
courts, and former and current presidents. For the next seven years, the public 
may access former presidents’ records through the Freedom of Information Act 
(FOIA). Sensitive records that are concerned with national security are still 
exempt from being released through FOIA. Finally, after twelve years, everything 
can be accessed by the public through FOIA (Stuckey 141). 


In November of 2001, former president George W. Bush issued Executive 
Order 13233, which changed the procedure of releasing records that Reagan had 
originally established. Bush’s Executive Order gave presidents more power in 
deciding what records to make public and what records to keep classified and 
also increased the power for presidents to use executive privilege. In light of this, 
many scholars such as Mary E. Stuckey argued that presidential libraries were in 
jeopardy of becoming a basin for subpar research because the lack of transparency 
would make it much harder for scholars to accurately research a president. The 
last piece of legislation dealing with presidential libraries happened in January 


Through art and architecture, former presidents can influence the way visitors 
and researchers view their presidency. Where the library is located, the landscaping, 
the architectural style, the artwork inside the library, and the museum exhibits 
themselves all have the capacity of being able to influence how people view the 
respective president. In theory, the relationship between architecture and politics 
is complex. That is, the presidents, who have the ultimate say in the design of their 
library, are also influenced by art and architecture, whether they are aware of that 
influence or not. But, as sculptors of their own legacies, former presidents wield 
the power that architecture can potentially have, and thus we discover a pattern 
in the design of these libraries. This pattern links a president’s ideology with his 
subsequent library design. In short, the architecture of the presidential libraries is 
essentially determined by ideology, not by the subjective aesthetic tastes of the 
former presidents.


Presidential libraries have a history dating back to Franklin D. Roosevelt. 
Roosevelt was the first president to make a presidential library that would be 
run by a government agency. The motive for Roosevelt, in making a government 
administered presidential library, was the poor track record that presidential papers 
had in surviving after a president has passed. Presidential papers historically 
have been the private property of the outgoing president. This practice led to 
unfortunate endings for many historical documents. The widow of Warren G. 
Harding famously burned all of his presidential papers, and many of John Tyler’s 
papers were lost during the burning of Richmond in 1865. Zachary Taylor lost 
many of his papers during the Civil War when his papers were taken by Union 
troops (Hyland, 4). Along with the freak accidents that have befallen many 
presidential papers, may have just disappeared because of the natural effects of 
time. Water, mice infestations, and dispersion to relatives and souvenir seekers 
contributed to most of the lost presidential papers before the modern practice of 
establishing presidential libraries (Hyland 50).


As can be seen, Roosevelt had a right to be worried about his presidential 
papers post presidency. Luckily, he did, however, have one former president that 
he could look to as an example on which he could base his new presidential library. 
This came from the presidential library of Rutherford B. Hayes. The Rutherford B. 
Hayes Memorial Museum and Library is located in Fremont, Ohio and was opened 
in 1916. The Hayes library is considered the first presidential library. It, however, 
is not run by the National Archives and Records Administration (NARA), which 
oversees all presidential libraries starting with the Herbert Hoover Presidential 
Library. The Hayes library set the blueprint for the library/museum model that is 
used for every presidential library (Hyland, 14). 


Roosevelt started the tradition of privately funding the building of a 
presidential library but having it federally administered after its completion. He 
also made the conscious effort not to build his library in Washington, D.C to 
avoid concentrating too many of the country’s national records in a single location 
where they would be in danger of being destroyed by war (Haufbauer, 30). That 
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only two stories, the sloped roof gives it more prominence while still allowing the 
library to keep its very modest, non-imposing touch. This architectural feature 
of the library reflects his liberal ideology of wanting more federal government 
power, while still wanting to be seen as a president that respects the democratic 
institution of local government. The balancing act that this ideology forced upon 
him during his presidency is seen in the design of his library. The political history 
of the library together with its overall modest appearance reflect the fact that he 
made the federal government more powerful than any previous president while 
still maintaining an image of being a supporter of the modest, average family. 
Thus, the library reflects the ideological traits that made Roosevelt such a 
successful politician.  


Presidents Truman, Eisenhower, and Hoover continued Roosevelt’s idea 
of building presidential libraries. Truman’s was the second presidential library 
constructed. Located in Independence, Missouri, it was dedicated in 1957. The 
structure is crescent shaped and built with Indiana limestone. From the front, one 
views a modern-looking structure with some traditional steps leading up to a plain 
façade. A notable feature of his library is how it is much larger than Roosevelt’s 
library. Also, it is not built in Truman’s childhood home of Grandview, Missouri 
because Independence offered to donate the land. A design point that should be 
noted is the use of square columns and large, rectangular windows for the library’s 
entrance, giving off an impression of the kind of no-nonsense and straight forward 
traits associated with Truman’s politics. 


Turning to Eisenhower’s library, we find it is strikingly similar to Truman’s. 
Dedicated in 1962, five years after Truman’s, Eisenhower’s library essentially 
reused the Truman design. It is a blocky, plain-looking structure with no 
architectural adornments. Limestone is also the material of choice used for the 
construction of Eisenhower’s library. The square columns at the entrance of 
the Eisenhower presidential library are almost identical in design to Truman’s, 
invoking the same impression of straight-forwardness. An important aspect of 
the Eisenhower presidential library, however, is the inclusion of the Eisenhower 
family home as part of the museum. The modest plainness of the Truman and 
Eisenhower libraries reminds us that neither president was particularly ideological.


The last of the early presidential libraries is the Herbert Hoover presidential 
library. The Hoover library was dedicated in August of 1962, a few months after 
Eisenhower’s. Instead of following in the footsteps of Truman and Eisenhower, 
Hoover went with a much more modest approach in his design. Like Eisenhower’s, 
the library was built in Hoover’s hometown of West Branch, Iowa and includes 
Hoover’s childhood cottage built by his father. The architectural style of his 
library resembles an Iowa farmhouse, complete with a weather vane. It is a very 
modest structure, even when compared to Roosevelt’s library.


The first four presidential libraries helped to create the architectural traditions 
that future liberal and conservative presidents would eventually use. The Truman 


presidential library established the liberal architecture staple of building larger 
and better than the library before. If Truman was a conservative rather than a 
liberal, his library would probably be very similar to Hoover’s, which looks more 
like continuation of Roosevelt’s design. Instead, he made his library bigger and 
better than Roosevelt’s. Truman’s library also looks more like a government 
building than like a house. Eisenhower and Hoover, both conservative, established 
many conservative characteristics that have become prevalent in conservative 
presidential library design. For example, Eisenhower’s library clearly followed 
with Truman’s library design. Their two libraries look very similar because of the 
use of the same building material, limestone, and overall simple design. Hoover 
took this conservative design a step further by not using Truman’s design, but 
instead going back and emulating Roosevelt’s even more modest design. The 
former presidents Eisenhower and Hoover were influenced by their conservative 
ideology because they did not innovate on the designs of Roosevelt and Truman, 
but just emulated them, keeping with an already established architectural tradition. 


The characteristic of ideologically conservative designed libraries to 
architecturally resemble the hometown architecture of a former president was 
also established by Hoover. He continued what Roosevelt started in building his 
library to match the local traditional style, which in Hoover’s case was Victorian-
style farm houses. The incorporation of the family home by Eisenhower was 
a significant development in the conservative design of presidential libraries 
because it demonstrated the conservative ideology’s focus on family values.  


The Kennedy and Johnson presidential libraries greatly expanded on what 
Truman accomplished with his liberally influenced library design. The Kennedy 
library of course was not overseen by Kennedy himself, but it nonetheless evokes 
the liberal tradition that Truman started. The John Fitzgerald Kennedy Presidential 
Library was dedicated in 1979, and the Lyndon Baines Johnson Presidential 
Library was dedicated eight years earlier in 1971. What stands out the most 
about the two libraries is the fact that they are much more massive in size than 
any of the previously built libraries, each being around 135,000 square feet. The 
architectural style of both libraries is very modern and aesthetically very different 
from mainstream architecture. Johnson’s library is probably the most strikingly 
imposing structure of all the presidential libraries. In comparison, Kennedy’s 
library invokes a somewhat more inviting and calming feeling. The use or lack of 
use, of windows really sets the two libraries apart from one another. Kennedy’s 
library incorporates a huge atrium that consists entirely of windows. That is in 
stark contrast to Johnson’s, which incorporates very few windows, especially on 
the lower floors that visitors would frequent the most. The Johnson presidential 
library was the first library to be located at a university (University of Texas at 
Austin). That aspect of Johnson’s library is important because it set in motion the 
possibility that future presidential libraries could be associated with universities. 


The Clinton Presidential Center is another presidential library that is 


Presidential Libraries: The Influence of Ideology on Architecture      Christopher Anamman








20 21


towering, attention grabbing libraries of Kennedy, Johnson, and Clinton. Instead, 
they are much more modest, devoting more attention to blending in to the local 
environment than to standing out. True to the conservative ideology, their libraries 
do not have a foreword-looking modern aesthetic. As mentioned above, they 
take on the aesthetic of the traditional local architecture, further showing their 
conservative devotion to traditional values and resistance the change. 


Under pressure from the NARA, recent presidential libraries have all been 
associated with a university. The Reagan presidential library will probably be the 
last library to not be associated with some sort of higher education institution. In 
light of this, the presidential library of George H.W Bush and the future library 
of George W. Bush are profoundly affected by the change. Their freedom to 
use conservative architectural elements that Reagan, Nixon, and Ford utilized 
is severely limited by being associated with institutions that already have an 
architectural style. For instance, their libraries can no longer be built in their 
hometowns or incorporate the local aesthetic as strongly as past conservative 
influenced libraries have done. The modest style that has been a staple of 
conservative presidents essentially goes away. Being involved with a university 
naturally forces the architecture of presidential libraries to be modern and large in 
scale, which can be attributed to the traditionally liberal ideology that universities 
have.


Looking at the presidential library of George Bush and the beginning designs 
of the George W. Bush presidential library, the effects of being associated with 
a higher educational system can be seen. George Bush’s library was dedicated 
in November of 1997 and is located on the campus of Texas A&M University 
in College Station, Texas. This library does not resemble any traditional Texas 
architecture for reasons mentioned above. It does, however, exhibit some 
features—a dome and rotunda—that are normally architectural trademarks of 
such traditional structures as courthouses and capitol buildings. The incorporation 
of flags in the entrance suggests that it is an official government building. The new 
designs of the George W. Bush Presidential Center have it located on the Southern 
Methodist University campus in University Park, Texas. The early designs reveal 
that the building will resemble the existing architecture of the university. The early 
design shows a large but essentially boring structure. The modest brick exterior 
and traditional design of the library would make it hard for one to distinguish this 
presidential library from just another building on campus.  


Applying the theory of politics and architecture developed by Edelman 
to the architecture of presidential libraries reveals the great power that former 
presidents have in influencing how they are viewed by visitors to their library. 
The earliest libraries such as Roosevelt’s, Hoover’s, and Truman’s helped usher in 
the ideological styles that later presidential libraries embraced. The conservative 
modesty of Reagan and Nixon are easily contrasted with the modern and large-
scale architecture styles of Kennedy and Clinton. The meshing of architecture 


and ideology creates a very powerful tool for altering a visitor’s feeling towards a 
person, object, or idea. Thus, presidential libraries have become an excellent way 
to shape how people view and remember a president.
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Writer Seth Stevenson was the first to note when Levi Strauss & Co. “ditched 
its old ad agency and signed on with Wieden & Kennedy” following the 


economic plunge in the autumn of 2008. Their original campaign, titled Live 
Unbuttoned, “featured smiling, attractive people dancing around to jumpy pop 
music.” Stevenson observed that the campaign seemed out of touch with the 
current political landscape: “watching those ads now, it seems clear they were 
conceived before the fall 2008 financial plunge.” Levi’s decision to change firms 
proved strategic for marketing their product during a time when many were 
having a hard time filling their gas tanks, yet it was also a perfect demonstration 
of the political potential kitsch art has when properly crafted. The “Go Forth” ad 
campaign demonstrates not only a very effective use of kitsch, but also a brilliant 
definition of the American aesthetic.


Political Scientist Murray Edelman -- whose book From Art to Politics argues 
that art shapes political conceptions and actions -- would instantly recognize the 
Levi campaign’s effective use of kitsch and its political undertones.  In the first 
television commercial from their Go Forth ad campaign, Levi’s used visuals, 
music, and the haunting “voice” of great American poet Walt Whitman to escape 
the zeitgeist other companies noticed evaporating around them, and to assert the 
company’s place in the pages of United States history. The ad agency marketed 
Levi’s not only as a product, but as a cultural icon. These ads did so much more 
than just sell a brand of jeans, an “American brand that was actually around when 
Whitman was alive” (Stevenson); they also utilized the American aesthetic, and 
established the role their company played in the creation of America. It is fitting 
that Whitman appears in their ads, as the advertisements echo his writings on the 
American aura. One attempting to breakdown the Go Forth campaign will note 
that while they follow the framework described by Edelman, the picture painted 
uses the major points of Whitman’s classic essay “Democratic Vistas.” One might 
think of this ad campaign like a framed work of art, the frame itself provided by 
Edelman, and the canvas merely a reapplication of paint provided by Whitman. 


Before diving into these ads, one should be familiar with the American 
aesthetic. Whitman wrote in 1871 of a distinctly American aesthetic yet to be 
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relief program established in the early 1930‘s (Saab 16). In America during this 
time, art was significant because it was presented as being able to have a positive 
influence on democratic citizenship. The goal of FDR and the United States was 
to rescue taste from elite control, desacralize art, make it “useful” and available 
to the public, and connect it to every day life (Saab 53). All of this would happen 
through education, participation, and appreciation. 


The Federal Art Project supported the creation of useful works that linked art 
and democracy for the masses to view.  In American art of the Federal Arts Project, 
women were often represented as young, happy children or nurturing mothers, but 
these were not their main or only roles. Women were accepted and viewed as 
mothers and playful children, but were also pictured as equal, productive members 
of society. In these works, women were not presented as subject to their husband 
or father; rather, they could make choices for themselves including where they 
worked and what activities they participated in, like dancing. Therefore, women 
in American art exemplified democratic individualism and freedom. Additionally, 
women’s physical appearance and beauty in sculpture and paintings during the 
1930’s showed the acceptance of different body types. Art of the United States 
also captured American racial diversity.  Black, Indian, as well as other ethnic 
women were themes for America art. 


During the Depression, artists portrayed women, as well as families, and the 
hardships of every day life.  American artists and photographers were not afraid 
to portray the sacrifices of American citizens. In America, it was acceptable to 
artistically demonstrate, through a style known as Social Realism, the rough times 
of unemployment, tears, and bread lines (Saab 29). Along with such struggle, there 
were also images of content American citizens signifying the American dream 
with perspectives of every day work, family, community, and overall happiness; 
this artistic style was known as the American Scene (Saab 29). Although there 
were several perspectives, American art emphasized the individuality of each 
citizen, especially women and their ability to progress and grow.  Women were 
also targeted in World War II wartime propaganda, which encouraged them to 
take over jobs on the home front while the men were at war.  These propaganda 
images displayed the strong, invincible female who was able to do everything a 
man could do. Women had equal rights and could live life the way they wanted.


Both nations were searching for a unique culture, one that reflected national 
values. Nazis knew what “good” art looked like and controlled it. Americans were 
open minded, inclusive, and willing to spread opportunity. The enemy of art for 
the Nazis was the Jews, whereas the United States’ enemy was the economic and 
social elite.  In both, governments played an active role in shaping art.  Germany 
and the United States justified their respective ideologies in part through artistic 
works that represented women’s appropriate image and roles.
 


The Design of the Installation


The design of “Women, Art and Politics in 1930’s America and Germany: The 
Portrayal of the Female and the Justification of Gender Roles” was an interesting 
challenge to the curator. For the gallery configuration, the curator adapted the 
design of the female gender symbol because she wanted the physical space to 
convey the artistic theme of the exhibition.


The female gender symbol was the sign for the planet Venus, as well as the 
Roman goddess of love and beauty (Lindemans).  Venus was viewed as a beautiful 
woman that every god desired. However, it was also a sign in Ancient Greece 
associated with Aphrodite and Athena (Lindemans). Aphrodite was also a Greek 
goddess of love, beauty, and sexual rapture. Since Greek origins were powerful 
in both American and German art and architecture, the female gender seemed 
an appropriate key to examining the role of women in the 1930’s. Symbolically, 
it unites the multiple roles of women in the exhibition, while the American and 
German art within the galleries remained different and unique from its structural 
counterpart.


When walking into the entrance of the museum, visitors will come in through 
the cross, or bottom of the gender symbol.  As one proceeds into the role galleries, 
they will notice the circular dimension of the museum.  The roundness of the 
exhibition explains the continuous and sometimes cyclical dynamic of women’s 
status in the 1930’s. 


A small-scale map of the entire exhibition guides visitors through the 
museum and the 34 works on display. The introductory gallery gives a brief 
cultural overview of America and Germany in the 1930‘s. Germany is explained 
through the National Socialist rise and the fascist ideology. America’s cultural 
overview explains the aftermath of the Great Depression and the establishment 
of New Deal Liberalism. In the introductory gallery the curator wanted to give 
a historical context so visitors could understand the underlying messages about 
gender in democratic and fascist art. 


In the film gallery, visitors can view the documentary Hitler’s Children, 
by Guido Knopp. This documentary examines Hitler’s Youth Movement and 
includes a section devoted to The League of German Girls.  This film guides a 
visitor’s understanding through history and helps them grasp the essence of the 
first gallery, Women as Children.


The arrangements of the six galleries exhibit the roles of women in America 
and Germany in the 1930’s. In each, visitors see women represented differently: 
as a child, as a mother, through their beauty and appearance, in their recreational 
activities, as workers, and during wartime. The goal is to compare and contrast 
the art from both countries to observe how women were perceived and how 
those perceptions shaped their future aspirations and/or careers possibilities. (An 
overview of the galleries will follow. However, the central focus of this catalog 
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The League of German Girls’ main goal was education. The education 
concentrated on preparation for marriage and domestic life. Ideally, girls were 
to be married and have children once they were of age, approximately from 
ages 17-21. Overall, each section of the BDM educated the young woman for 
motherhood, gave them the opportunity for organized exercise and marching, 
and also taught them clothing design, sewing, classical music, and other home 
economics (American-Israeli Cooperative). Furthermore, the BDM accepted 
only single women within leadership positions (American-Israeli Cooperative). 
Therefore, a young woman could only advance her career if she was helping teach 
the female youth.


When World War II began, the BDM helped the effort too. Young women 
of all ages assisted in collecting monetary donations as well as clothing or old 
newspapers for relief programs and other charitable organizations (American-
Israeli Cooperative).  One representative German political propaganda poster 
recognized the BDM’s duties and responsibilities. The political poster reads, 
“Build youth hostels and homes.” This poster sponsored safe and secure locations 
for German youth training, their inevitable future. Young women were also 
allowed to help and assist the soldiers of Germany as nurse aides, but it was a 
temporary position to be given up after marriage.


As a result, a young German woman’s path began the moment she was born. 
A women’s destiny was predetermined; motherhood was essential and side jobs 
involved the nurturing aide to soldiers and families through relief programs. As 
they grew to pursue these goals, loyal support of their nation was required as well. 


Franklin Delano Roosevelt established New Deal Liberalism during a 
challenging time for many Americans.  The Great Depression resulted in mass 
unemployment and day-to-day struggles. Families were suffering and the children 
in America were not immune.  


Approximately 25% of American workers were unemployed during the 
Depression (How the Depression Affected Children).  Numerous adults and 
children were faced with idleness in the job market because of the Depression.  
Since many men and woman were searching for jobs, even children were expected 
to find jobs. Many children, both female and male, in the city or on the farm were 
in need of work to support their family.  In rural areas, many children helped out 
on the farm with agricultural duties in order to be productive and useful. This 
reality was captured in a photograph taken by Dorothea Lange entitled, “Child and 
Mother.” As a photographer, Lange captured the hardships of the Depression on 
rural families.  In this particular photo, she pictured a young female outside aiding 
her mother with chores.  The young female seemed tired and worn; the economic 
downturn had affected her overall demeanor, attitude, and physical appearance. 
In America, artists in many genres were not afraid to express the struggles of the 
1930’s. This underlying, distressed image was artistically expressed in depictions 
of young women during the New Deal. 


Since there were not many jobs available to adults or children, the percentage 
of female college students rose from 33 percent to 39 percent during this era 
(Youth Agencies of the New Deal).  Although students were going to college, they 
still needed part time work in order to attend school and defray expenses.  In 1934, 
the New Deal authorized the Federal Emergency Relief Administration (FERA) 
to provide approximately 100,000 part time jobs for college students to remain 
in school (Youth Agencies of the New Deal). This Administration’s funding 
strengthened the importance of education in all subjects, for young women and 
men. The driving force was a better and brighter future, while simultaneously 
providing the United States with an intelligent, educated workforce to advance 
the nation as a whole.


In 1935, the National Youth Administration (NYA) was founded, which 
extended the FERA program to high school students, assisting 390, 000 students in 
the first year (Youth Agencies of the New Deal). The NYA was more progressive 
than the initial FERA, led by a liberal woman, Aubrey Williams. Furthermore, 
many of the NYA work projects were racially integrated, a fact captured by 
work relief photographers. For example, an image by Arthur Rothstein entitled, 
“Pettaway Girl” was taken in Gees Bend, Alabama in 1937. The photo – depicting 
a young black female -- communicates the individuality and freedom of all races.  
One race was not considered superior than the other.  The photo helped portray 
the diversity of the United States as well as acknowledge the equal rights of black 
Americans and their children.


Moreover, both American photographs were taken by individual artists 
employed, but not restricted, by the government. This is important to note because 
of the ultimate artistic freedom that the United States gave artists during this era. 
The photographers, through their images, promoted the recognition of all races, 
the realization of struggle, and the hope for survival.


Each country had a unique outlook on the development and progression of 
their young women, both with different outcomes. The Aryan children, especially 
the BDM, were the manifestation of Hitler’s grip on the German psyche.  The 
young German female was destined for motherhood and instilled with a cheerful 
attitude and respect for the nation. In contrast, the American female was deeply 
influenced by the economic depression of the 1930’s. Young American women 
were viewed as hard workers, but not always identified with a smiling, perky 
disposition. In America, if money was available, women had the opportunity of 
high school and college to pursue their ambitions and goals for a better future.
Women as Workers Gallery


During the 1930’s, government propaganda in both America and Germany 
promoted appropriate occupations for women. New Deal Liberalism propaganda 
stressed individuality and gender diversity in the workplace. Fascism desired 
complete state control and a superior Aryan race; women role was to produce 
and nurture more men for the state. Both America and Germany used political 
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Is the art world in need of a conscience? It is according to the Guerrilla Girls. 
The Guerrilla Girls act to hold the male dominated art world accountable 


for its lack of support for female artists. Although more women are trained in 
the arts, more men earn a living as professional artists. Regardless of gains 
in political rights, women are still being legally discriminated against in the 
art world. Museum directors, gallery owners, artists, art critics, and art critics 
uphold men’s stereotypical role as artists and women’s roles as muses, models, or 
objects of art. Murray Edelman’s theory of contestable categories ties into work 
of the Guerrilla Girls because “artist” is a term that has multiple connotations, 
each defined by a different perception. When considering the term “artist,” the 
spectrum of perception ranges from the conservative view of white males to the 
liberal view of feminists like the Guerrilla Girls. The term “artist” has a masculine 
connotation deriving from a Western art history of almost exclusively men’s work 
and the authority of men in the art world. As a result, “male artist” has became 
a conventional category unconsciously supported by the majority. The Guerrilla 
Girls use a variety of mass media techniques, especially posters, to get the art 
world to redefine the role of women in the art world. 


The Guerrilla Girls is an organization of feminist artists that stresses the 
importance of the group over individuals. This group is secretive, and all the 
members’ real identities remain anonymous to outsiders. The Guerrilla Girls must 
remain anonymous so that they can continue earning a living after exposing some 
of the most important people in the art world. The group identity also allows all 
members to have an equal voice since their outside careers are not impacted by 
their membership in the group. This enables the members to “focus…on the issues, 
not on [their] personalities or [their] own work.” The Guerrilla Girls successfully 
remain anonymous in public by donning gorilla masks and using pseudonyms of 
dead female artists.


Since their formation, the Guerrilla Girls have been active in fighting 
stereotypes of women in the art world. The organization of the Guerrilla Girls 
formed in New York City in 1985 as a protest against the Museum of Modern 
Art. In 1985, the Museum of Modern Art opened its “An International Survey 
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