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not yet begun to collect DNA samples, though a
few independent projects in Zurcpe and Asia have
been launched. Meanwhile, various indigenous
peoples’ rights groups, amang them the Rural Ad-
vancement Foundation International, have con-
demned the HGDP as “vampiric” and charged that
it represents scientific imperialist, Measures are
still being worked out to ensure that only people
wha wish to donate'their DNA to the study will be
sampled, and that they wili be properly reim-
bursed for any medical patents developed from the
project. Proponents of the study believe that not
collecting the data is itself a form of exploitation—
exploitation by neglect—because any madical ben-
efits derived from the study may be applicable only
to those who have been sampled. Cavalli-Sforza
has warned that DNA sampling must begin socn,
because indigenous populations are disappearing
&s a result of intermarriage, migration, and oppres-
sign,

One of the most exciting possible results of the
HGDF may prove to be a resolution of the continu-
ing controversy over whether some races are “su-
perior” or “inferior” to others. In the early 1970s,
after accepting a position at the Stanford Universi-
ty School of Medicine, in California, Cavalli-Sforza
encountered several advocates of the view that
some races are “superior’——among them William
Shockley, a physicist at Stanford, and Arthur Jen-
sen, an education professor at the University of
California at Berkeley. Shockley even made the
outrageous proposal that the government give
African-American mothers $5,000 if they agree to
be sterilized. Mare recently, the idea of black infe-
riority has received attention through the publica-
tion of The Befl Curve, in 1994, by Charles Murray
and Richard ]. Herrnstein. In his own research on
the subject {as described, among other places, in
sections of his book The Genetics of Human Popu-
fations {1971}, written with W. Bodmer, and in the
postscript to The Great Human Diasporas), Caval-
li-Sforza has argued that Jensen, Shockley, Murray,
and Herrnstein each overestimated the correlation
between race and intellipence quotients, and that
they neglected to take into account the influence of
the environment on behavior and achievement.
Moreover, Cavalli-Sforza contends. the concept of
race is itself flawed. His research has shown that
the genetic variation among individuals is greater
than the variation among groups. In short, Cavalli-
Sforza has argued that there is no scientific evi-
dence whatsoever showing that cne race is inher-
ently superior to another. “It is because they are ex-
ternal that these racial differences strike us so forc-
ibly, and we autcmatically assume that differences
of similar magnitude exist below the surface, in the
rest of our genetic makeup,” he wrote in The Great
Human Diasporas. “This is simply not so: the re-
mainder of our genetic makeup hardly differs at
all.”

Cavalli-Sferza is the avthor of numerous books
and articles on subjects ranging from the histerical
spread of agriculture to the use of linguistics as a
tool for corroborating genetic evidence, the cultur-

al transmission of behavior, and the culture of
hunter-gatherers. Cavalli-Sforza believes  that
studying hunter-gatherers is particularly impor-
tant, because throughout 99 percent of human his-
tory, people obtained food by hunting and gather-
ing. His lzb team at Stanford is also investigating
several genetic diseases. They have located a re-
gion on chromosome 13 responsible for Wilson's
disease (a rare disorder in which copper accumu-
lates in the liver and brain), and they are trying to
locate genes responsible for autism.

Suggested Reading: New Yeork Times C pl July
27,1993, with photo: Science p1204+ Aug. 28,
1982; Scientist p1 Gcet. 14, 1898; Time p54+ Jan.
16, 1995; Cavalli-Sforza, Luigi Luca, and F.
Cavalli-Sforza. The Great Human Disaporas: The
History of Diversity and Evolution, 1995

Joseph Angeles/Galerie St. Etienne

Coe, Sue

Feb. 21, 1951- British artist; Hustrator. Address:
c/o Galerfe St. Etienne, 24 W. 57th St., New

York, NY 10018

Often compared to the French caricaturist and
painter Honoré Daumier (1808—1879), the British-
born artist and illustrator Sue Coe has sought to ex-
pose injustices of many stripes, especially those
that many people often prefer to ignore: the human
face of homelessness in New York City, famine in
Ethiopia, war in the Persian Gulf, economic explei-
tation, child prostitution, riots, the plight of politi-
cal prisoners, gang rape, the final stages of AIDS,
and the conditions of black South Africans during
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the long reign of apartheid. Since the mid-1980s,
while continuing to illustrate editorial material,
such as articles on the op-ed page of the New York
Times, Coe has concentrated on illuminating the
dehumanization of workers in slaughterhouses in
the United States and the suffering of the swine,
fowl, and cattle that serve as the raw material for
the meat industry. She is convinced that the only
hope of ending, or at least ameliorating, the pain
caused by any injustice lies in exposing it ta the
world. Coe’s paintings, collages, and mixed-media
or graphite drawings combine elements of expres-
sionism, surrealism, and social realism in a style
that is distinctly her own.

Sue Coe was born on February 21, 1951, in Tam-
worth, in the county of Staffordshire, England. Her
mother. an amateur painter, worked in a dol] facto-
Ty to support her family, and as a child, Coe herself
worked in a mothball factory for a time. In London,
where she and her sister, Mandy, grew up, destruc-
tion from World War 1l bombings was still very
much in evidence, and Coe has traced her earliest
political consciousness to childheod memories of
the ruins of bomb shelters and other structures, she
told Susan Gill of ARTnews (October 1987). “This
was an endless source of fascination for us,” she re-
called. “There were buildings in which you could
see parts of houses that were totally intact. You
could see the wallpaper ang the fireplaces and the
mantels and the little ornaments on the mantel
shelves, three stories up.” Some of Coe's first draw-
ings, which she produced at age four, were scenes
of war.

Ancther formative influence from Coe's child-
hood environment was the presence of a hog farm
and slaughterhouse a stone’s throw from her fami-
lv's house in Hersham, on the southwestern fringe
of Greater London. where she lived from 1960 to

1967, “The smell of hogs seeped into everything—,

clothes and hair,” she wrote in one of the eSSaYs
that accompany her illustrations in her book Dead
Meat (1895}. Every morning at 4 A.M., she would
be awakened by the screams of the pigs. “As a
child, T thought they would slaughter all the pigs
they had. then stap,” she wrote. I didn't under-
stand the regularity of it.”

That she eventually became an artist was due at
least partly to her failure on the mandatory exam
that wes administered to ail 11-year-cld school-
children in Great Britain, Coe recalled in the same
essay. "Lucky for me,” she wrote, “my parents pret-
ty much ignored me after that {their hopes shat-
tered}, and I was free to develop a malignant fanta-
sy warld, which could have turned into psychaosis,
or art. It was art. Also, lucky for me, my friends
failed, toc. They became radical lesbians who
jeined the marines. professional car thieves, drug
addicts who died, a rock star, and one sharthand
typist. These choices were highly preferable to the
other professions the middle classes offered worn-
en: wife of a bank clerk, airline stewardess, librari-
an. or nurse, with bank loans to buy furniture cov-
ered with plastic bags.”
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Perhaps already aware theat she would hecome
an artist—although it did not seem possible at the
time. given her family's lack of money—Coe en-
rolled at the age of 16 at the Chelsea School of Art,
Three years later, in 1970, she entered the Royal
College of Art, in London. “I got in for free—
otherwise I couldn't possibly have gene,” she told
Susan Gill, explaining that the governing Labour
Party had “encouraged education for working-
class students at the Royal College. . . . The ge-
nius of the British art-school system is that the kids
are given wonderful equipment to use and are left
on their own. If you want to talk to a professor, you
g0 'round to the pub. Out of this system came won-
derful industrial design and rock music.” While
she was still a student, British and European maga-
zinegs began publishing her drawings.

In 1972, before graduating from the Royal Col-
lege of Art, Coe moved to the United States, where
she hoped to find a larger market for her illustra-
tions. She obtained her first commission, from the
New York Times, within hours of her arrival in
what became her adopted country. While teaching
at the Schoo! of Visual Arts in New York City, from
1973 to 1978, she sold her illustrations 10 a wide
variety of periodicals, including Ms. and the Ng-
tional Lammpoon. Her themes were always political:
the racially motivated vislence committed by the
Ku Klux Klan, terrorism in Northern Ireland, the
famine in Ethiopia.

Among the events that aroused Coe's ire was the
death, in 1977, of Stephen Biko, the founder of the
South African Students Organization and the lead-
er of the Black Consciousness Movement in South
Africa. “When I found out more about how many
people had died in detention [in South Africa),
many of them young idealists, I became enraged,”
she has recalled. Coe documented the condition of
blacks in South Africa under apartheid in her first
book, whose ironic title, How to Cornmit Suicide in
South Africa (1983), referred to the authorities’
claim that the student activists and others who
died in prison had committed suicide. The book,
in which text by the journalist Holly Metz accom-
panied Coe's illustrations, had a first printing of
5,000 copies; its growing popularity on college
campuses in the mid-1980s, at the height of the
mevement to persuade public and private inves-
tars to divest themselves of stock in South African
corporations, ied te a second printing, also of 5,000
copies. "It became an organizing tool,” Coe ex-
plained to Gili, “which is our highest ideal of how
the book can be used.” _

The illustration South Africa, executed in black-
and-white graphite and mixed collage, which
served as the centerfold of How to Commit Suicide
in South Africa, was inspizred by a newspaper pho-
te {which appears as part of a collage in one corner)
of a woman about to be beaten by two men. A black
woman in the center of the illustration is about to
whipped by men in dog-skull masks: her hands are
bound by a rope held by President Ronald Reagan,
who is being shot at by a black man. In another
metaphorical image of conditions in Scuth Africa,
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We Come Grinning into Your Paradise (1982}, Coe
showed a man on a table, his limbs splavad, being
tortured by five monsters. The dollar sign and
pound sign that mark the palms of one of the five
denote what Coe sees as the inextricable links be-
tween capitalism and oppression.

The artist's next project was a series of seven
self-published photo-etchings based on earlier

works, including two versions~-one drawn. the
other painted—of a scene that was inspired by an
actual incident in which a 21-year-old woman was -

gang-raped in a bar in New Bedford, Massachu-
setts. In the drawing, Woman Walks inte Bar—Is
Raped by 4 Men on the Pool Table—While 20
Watch {1983}, Coe depicted the woman from the
perspective of someone above her; she appears as
a gray. skeletal figure being pulled in all directions
by her hair and limbs. The man about to take his
turn at raping her, and those in ling behind him,
are shown from above and behind. Her portrayal of
the onlookers is perhaps the most powerful aspect
of the work; some of them are looking at the viewer,
almost as though inviting collusion in the ¢crime. In
Artforum (September 1985), the eritic Donald
Kuspit described the painted version of the rape,
Romance in the Age of Raygun (1984), along with
ather pictures that Coe had rendered first as draw-
ings or other graphics and then as paintings, as
*somewhere between political cartoon and history
painting.”

Other notable works of this period include New
York 1985: Cor Hookers Age 13 (1985), a spooky
nighttime street scene in which steam in the shape
of a skeletal ghost rises from & manhole cover and
towers over a car with the license plate GHOST 1,
which passes between haggard-looking teenaged
prostitutes lining both sides of the street. Another,
U.S. Military Successfully Bombs o Mental Hospi-
tal in Grenada (1984), shows a burning figure fali-

ing into a caverncus dungeon in which cowering’

patients are apparently trying to shield themselves
from warplanes that fly against a backdrop of rag-
ing fire. One of the patients wears a crown, symbaol-
izing “the classic archetype of a mad king who
feels invuinerable to destruction,” as Coe ex-
plained in & 1993 interview with Frank Gettings,
the author of Directions: Sue Coe, the printed piece
that was produced in conjunction with a 1994 ex-
hibit of her work at the Hirshhorn Museum and
Sculpture Garden, & division of the Smithsonian
Institution. in Washington, D.C.

In 1986, Coe’s dedication to exposing injustice
found expression in her bock X (The Life and
Times of Malcelm X), which contains paintings
and drawings of the black Muslim leader, who was
assassinated in 1965. “After the South Africa
book.” Coe told Gill, “I wanted to do something
about America, about racism here, and not just as
something exotic and far away.” In a review of
Coe's Malcolm X series, which was exhibited a:
P.5. 1 in Long island City, In the New York City
borough of Queens. Michae! Brenson of the New
York Times (November 14, 1886) judged her draw-
ings to be more convincing than her oil paintings.

“In the deliberate medium of painting,” Brenson
wrote, “she is not yet at home. With black pencil
an white paper, however, this stark, utterly black-
and-white vision can generate powerful and chill-
ing effects. Coe is one of the most inventive and
gifted graphic artists around.” X (The Life and
Times of Maicoim X) contains texts by Coe and by
the Pulitzer Prize~winning cartoonist and writer
Art Spiegelman (the creator of the books Maus and
Maous 1), and, in additien, a chronclogy of “concur-
rent events” by the journalist Judith Moore. “With
Moore's satirical and highly readable text and col-
or plates, X stands on its own as an independent
work of art,” according to Gill.

Coe’s first one-woman exhibition took place in
1679, at the Thumb Gallery in London. Four years
later, she had her first sclo show in the United
States, at the P.P.O.W. Gallery in New York City;
another Coe exhibit was mounted there in 1985,
Earlier, in 1977, she began participating in group
shows, some overseas and scrne that toured inter-
nationally. Police State, a retrospective of Coe's
work from 1582 to 1986, toured the United States
ir 1987 and Europe in 1989. That show presented
about 30 of her works, including many of her illus-
trations for the op-ed page of the New York Times.

Since the mid-1980s, Coe has focused on the
suffering of animals that die in slaughternouses
and the dehumanizing aspects of the work that
goes on in such places. {Among the many notable
exceptions to this theme are Coe’s paintings and
drawings that relate to such ongoing problems as
homelessness and such events as the Persian Guif
War and the testimony of Arita F. Hil} during the
Senate confirmation hearings regarding Clarence
Thomas's fitness to sit on the Supreme Court.)
Coe's investigation of the meatpacking industry—
like every series she has produced on specific
themes—has involved meticulous research that in-
cludes reading, interviewing, and, where possible,
firsthand observation. Her Porkopolis series
{1989-1993), for which she produced over 104
drawings, and Dead Meat, a 1895 book and a 1996
exhibit at the Galerie St. Etienne in New York City,
emerged from her mezt-industry studies.

Coe’s first Porkopolis exhibit was at the Galerie
St. Etienne in 198¢. Noting that she “stops just
short of anthropomorphism when depicting par-
cine features,” a reviewer of the show for the New
Yorker {October 16, 1989) declared, “Coe is master-
ly: from Dickensian bombast through the graphic
sign-language invective of john Heartfield and the
beastly caricatures of George Grosz to the decep-
tively sensual tones of depravity of Honoré Dau-
mier, she knows every rhetorical trick in the book.”
An accompanying brochure, with text by Mandy
Coe, explains the connection between the meat in-
dustry and world hunger, noting that the grain that
feeds the animals could be used to avert famine
among humans. “Animal rights may be the overtis-
sue in the paintings,” Elizabeth Hess wrote in the
Village Voice (Qctober 10, 1988). “but the force of
this exhibition comes from Coe's ability to com-
ment on the state of human rights. . , . It's impos-
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sible, especiaily in light of Coe’s previcus works,
not to see this systematic slaughter as a metaphor
for the Holocaust.”

Although the artist did “not go into graphic de-
tail” in the first Porkopolis exhibit, according to
Roberta Smith of the New York Times {October 13,
1989}, she spared the viewer nothing in her book
Dead Meat (1995), which contains graphic depic-
tions of every processin the slaughterhouse, along
with essays by Coe derived from the journals she
kept of her visits to slaughterhouses. Evaluating
the Dead Meat exhibition at the Galerie St. Etienne,
Carol Diehl of ARTnews (September 1996) found
Coe's depictions of suffering—in gouache, graph-
ite, watercoler, ink, charcoal, crayon, pastel, and
various combinaticns of those media—"stylized
yet unabashedly confrontational.” In $hip of Fools,
the centerpiece of the exhibition, Coe managed “to
pack a compendium of society’s ills, from violence
in Bosnia to hot tubs, into a single painting,” ac-
cording to Diehl. Describing the work as “an over-
wrought jumble of colors and images [that] has the
effect of trivializing tragedy,” Dieh! suggested that
*Coe is most effective when she eschews her soap-
box and works from tenderness and compassion.
Her gentle, simple sketches of doomed ani-
mals . . . sayitall.”

When asked in 1987 by Susan Gill how she
tnaintains her idealism while immersing herself in
unrelenting bleakness and horror, the artist re-
plied, “When you are in touch with the people and
you feel you are part of their struggle, you realize
that simply maintaining your commitment to the
struggle is a victory.” Eight years later, in one of the
Dead Meat essays, she explained her art and her
work in less comforting terms. “My quest—to be a
witness to understanding ccllusion—has become
like a mirror facing a mirror,"” she wrote. “I require
witnesses. Reality has to be shared for it to be un-
derstood. Yet it is a contradiction: tc witness what
is concealed forces one into more isolation and sol-
itude.”

Sue Coe lives in New Yerk City.

Suggested Reading: Animals’ Agenda p7+ Feb.
1989; Artforum pl129+ Sept. 1985, with photo;
Art in America p23 Feb, 1984, p126+ Jan. 1990,
with photos; ARTnews p110+ Oct. 1887, with
photos, p161 Nov. 1994, with photo; Arts
Muagezine p21+ Apr. 1989, with photo; ID p28+
Jan./Feb. 1995; New Art Examiner p21+ Apr.
1987; Newsweek p60 Mar. 28, 1894, with photos;
FPrint p112+ Mar. 1992, with photo; Progressive
p33+ Mar. 1989, with photos; World Artists,
1960~-1930, 1991

Dawkins, Richard

Mar. 26, 1941~ British zooclogist; writer; educator.
Address: c/o Oxford University Museum, Parks
Rd., Oxford OX1 3PW, England

The science-fiction writer Dougles Adams once
wrote in jest that the answer to “life, the universe,
and everything” is 42. Richard Dawkins, a British
zoologist and evolutionary biologist who is a
friend of Adams’s, has a much more specific an-
swer than that, at least regarding questions about
life, and it lies in the theories of the great 19th-
century British naturalist Charlss Darwin. “I want
to persuade the reader, not just that the Darwinian
world-view happens to be true, but that it is the
only known theory that could, ir principle, solve
the mystery of our existence . . . ,” he wrote in
one of his bocks. “A good case can be made that
Darwinism is true, not fust on this planet but all
over the universe wherever life may bte found.”
Dawkins first read Darwin when he was 16 years
old, ard when he understood Darwin's theories, he
stopped helieving in God. Since the mid-1970s, he
has been one of Darwin's most impassioned
spokespersons, and he has achieved the status of
celebrity scientist. A best-selling author, he has
published five books—The Selfish Gene, The Ex-
tended Phenotype, The Blind Watchmaker, River
Out of Eden, and Climbing Mount Improbable—in
each of which he explains in laymen's terms how
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Lisa Lloydiw. W. Nerton

Darwin's theory of natural selection accounts for
the intricacy of everything from spiders’ webs to
human vision. Dawkins's explanations have be-
come exceedingly popular, especially in England;
&s Ravi Mirchandani, who was then with the Brit-
ish division of the publisher Viking, told Jan Parker




