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“Beauty is one of the greatest dangers to documentary.”

—Paul Rotha, Documentary Filmmaker
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Introduction

 In February of 1976, the photographer Mary Ellen Mark (American, b. 1940) 

and her friend, social scientist and writer Dr. Karen Folger Jacobs (American, b. 1940?) 

entered Oregon State Hospital’s secure ward for mentally ill women as temporary 

residents.  Unlike most of her journalistic activities, Mark did not intend to photograph 

the patients for purposes of a magazine story; in her interview with Ronald H. Bailey 

for the magazine American Photographer in June of 1978, the photographer stated that, 

“Instead of the 1-2-3-4 of a picture story, I was interested in doing pictures that would 

stand alone.”1  

 This paper will demonstrate that Mary Ellen Mark’s Ward 81 (1976) 

photographic series is a visual marker of the popular interest in the United States in the 

1960’s and 70’s around mental illness, as supported by the photographs of other 

photographers, work in other disciplines—literature, feature and documentary film, 

and philosophy—plus independent advocacy and public policy.  More importantly, this 

thesis will explore Mark’s use of the documentary mode as a form of artistic 

production.  While the project was realized via the tradition of social documentary, the 

photographer subsequently pursued only fine art venues for the printed images, in 

addition to realizing a book, as opposed to using the photographs to educate, advocate 

or illustrate a story about mental illness or psychiatric healthcare.  

 Social and political concerns have proliferated around documentary 

11

1 Ronald H Bailey, “Ward 81: Mary Ellen Mark’s poignant scrapbook,” American Photographer, June, 
1978, http://www.maryellenmark.com/text/magazines/american%20photographer/911T-000-001.html

http://www.maryellenmark.com/text/magazines/american%20photographer/911T-000-001.html
http://www.maryellenmark.com/text/magazines/american%20photographer/911T-000-001.html


photography since the 1970’s—in the very decade when Ward 81 was created.  In 

exploring the issues brought up by critics, scholars and photographers, the inherent 

duality of Ward 81 will be addressed—its intuitive   nature as a work of documentary 

photography versus its intended function as art.  

 In setting the stage for this discussion, the paper will begin with the earliest 

known “normal” portraits of mentally ill patients and the history of photography as it 

relates to the practice of psychiatry, including the photographic documentation of 

patients, especially in the mid- to late 19th century (Chapter 1).  The section following 

(Chapter 2) will look at the earliest investigative journalism that targeted insane 

asylums to the use of photography by illustrated magazines and journalists to promote 

institutional reform in the mid 20th century.  The artistic, social and political activities 

in the U.S. in the 1960’s (Chapter 3) was greatly affected by the photojournalistic 

heritage of the mid-20th century.  Photojournalism was the greatest influence on Mary 

Ellen Mark as a photographer and informed her working method (Chapter 4).  The 

social and cultural changes in the 1960’s and the artistic activities of the early 1970’s 

laid the groundwork that allowed her to gain permission to live with and photograph 

the patients of Oregon State Hospital’s secure ward for mentally ill women, Ward 81 

(Chapter 4).  The last chapter of the thesis (Chapter 5) will examine the issues that 

circulate around the aestheticization of documentary photography.  The conclusion 

will review the traditional parameters for the genre and how the shift in context—from 

a record for advocacy to a rarefied commodity—undermines the potency of original 

intention(s) but can ensure legacy of a project.
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Chapter 1: Physician Directed Images, 1850’s - 1880’s

In the serene world of mental illness, modern man no longer 
communicates with the madman: on one hand, the man of reason 
delegates the physician to madness, thereby authorizing a relation only 
through the abstract universality of disease; on the other, the man of 
madness communicates with society only by the intermediary of an 
equally abstract reason which is order, physical and moral constraint, the 
anonymous pressure of the group, the requirements of conformity. 

—Michel Foucault2

 While living with mental patients in the process of photographing them may be 

extraordinary in the history of photography, photographing institutionalized patients is 

not.  The dominant thought among neurologists in the 19th century was that mental 

illness was a biological issue3 and a large number of physicians in Western Europe had 

folded both physiology and phrenology into their methods for diagnosis.  As a 

consequence, the camera became a particularly useful tool, as photographs were the 

most accurate form of illustration and contributed to the new visual character of 

madness in the 19th century, which countered the painted caricatures of previous 

centuries but reinforced the notion that women were more susceptible to mental 

13

2 Michel Foucault, Madness and civilization; a history of insanity in the Age of Reason( New York: New 
American Library, 1967), x.

3 Biological psychiatry is the, “[...] emphasis on brain chemistry and anatomy (biological psychiatry) and 
their insistence that the origin of mental illnesses is to be found "in the biology of the cerebral cortex" (p. 
26).” Gerald N. Grob, “A History of Psychiatry: From the Era of the Asylum to the Age of Prozac 
(review)” review of A History of Psychiatry: From the Era of the Asylum to the Age of Prozac by Edward 
Shorter, Bulletin of the History of Medicine 72, no. 1 (Spring 1998), accessed March 20, 2013, http://
muse.jhu.edu/login?auth=0&type=summary&url=/journals/bulletin_of_the_history_of_medicine/
v072/72.1br_shorter.html.

http://muse.jhu.edu/login?auth=0&type=summary&url=/journals/bulletin_of_the_history_of_medicine/v072/72.1br_shorter.html
http://muse.jhu.edu/login?auth=0&type=summary&url=/journals/bulletin_of_the_history_of_medicine/v072/72.1br_shorter.html
http://muse.jhu.edu/login?auth=0&type=summary&url=/journals/bulletin_of_the_history_of_medicine/v072/72.1br_shorter.html
http://muse.jhu.edu/login?auth=0&type=summary&url=/journals/bulletin_of_the_history_of_medicine/v072/72.1br_shorter.html
http://muse.jhu.edu/login?auth=0&type=summary&url=/journals/bulletin_of_the_history_of_medicine/v072/72.1br_shorter.html
http://muse.jhu.edu/login?auth=0&type=summary&url=/journals/bulletin_of_the_history_of_medicine/v072/72.1br_shorter.html


derangement then men, as women were more commonly institutionalized and, 

consequently, the most frequently photographed patients.

 The allegorical figure Folly was commonly depicted in Medieval Europe, as part 

of the tales of morality. [Fig. 1] “The Middle Ages had given madness a place in the 

hierarchy of vices.  Beginning with the thirteenth century, it is customarily ranked 

among the wicked soldiers of the psychomachy.”4 Between the 15th century and into 

the 19th century, depictions of the foolish or the “mad” tended to exemplify 

established stereotypes.5 [Fig. 2]  

 The shift in the depiction of the insane can first be seen just before the advent of 

photography, in a private series of oil paintings done by the French painter Théodore 

Géricault from the early 1820’s.  Potentially done for the psychiatrist Dr. Étienne-Jean 

Georget, the then director of the Hôpital Pitié-Salpêtrière lunatic asylum for women in 

Paris, Géricault’s five extant portraits of patients suffering from various forms of 

monomania [Fig. 3, 4, 5, 6 and 7] have been noted for their “severe objectivity”6 and 

“depart not only from earlier traditions in the representation of the insane, as persons 

possessed by the Devil, raving monsters, or grotesque buffoons, but they also contrast 

sharply with the sentimental or melodramatic stereotype of insanity in the romantic art 

and literature of his own time.”7  Essentially, the painter’s sober and realistic renderings 

14

4 Foucault, Madness and civilization; a history of insanity in the Age of Reason, 30

5 In painting, examples include Pieter Bruegel the Elder’s “Dulle Griet (Mad Meg)” completed ca. 1562, 
Hieronymus Bosch’s “The Cure for Folly”, 1475 – 1450 or “The Ship of Fools,” 1490-1500, and 
Francisco de Goya’s “Casa de locos”, 1812 – 1819.

6 Lorenz Eitner, Géricault, His Life and Work (London: Orbis Pub, 1983), 246.

7 Ibid., 246.



were a sincere attempt to document the individual with disturbed psyche, as opposed 

to a caricature of their affliction.  As well, and as commented on by one scholar, if 

photography had been available in the 1820’s, it probably would have been the 

medium of choice.8

 Géricault’s faithful representation of the patients in his Portraits of the Insane 

foreshadow the phenomena of photography and specifically the way in which 19th 

century physicians would use photography to substantiate their diagnoses of mental 

illness via a patient’s physiognomy, in addition to physiological considerations.  At the 

same time, Géricault’s Portraits are indicative of “art of a new attitude”9 in that they 

attempt to impart the psychology of the individual and mark the first instance of 

“normal portraits of disturbed individuals.”10 

 Géricault’s portraits are thought to be the product of a private endeavor.  It is 

known they were originally in the collection of Dr. Georget, but it is unknown as to 

whether the physician granted the painter access to the asylum as part of a 

commissioned project or a personal request by the artist.  In either case, what is 

significant is the doctor’s interest in the visual image of the patient, in terms of playing 

a significant role in representation of a mental ailment; that physiological aspects can 

be “read” via physical signs or attributes. 

 In addition, that Georget was the director of the Hôpital Pitié-Salpêtrière is 

noteworthy— as a research center and teaching hospital, the Hôpital Pitié-Salpêtrière 

took center stage in Europe for the entirety of the 19th century.  Dedicated to neurology 

15

8 Dr. Gayle Kurtz, conversation with the author, August 31, 2012.

9 Eitner, Géricault, His Life and Work, 246.

10 Ibid., 246.



and establishing the methods of diagnosis and treatment of hysteria, in particular, 

Georget’s most famed successor, Jean-Martin Charcot, popularized the use of 

photographs to illustrate treatises dedicated to hysteria research. 

 The Hôpital Pitié-Salpêtrière was the most infamous, and later famous, hospital in 

Paris for disturbed women.  Founded by King Louis XIV in 1656 on the site of a former 

arsenal factory (salpêtrière is a component of gunpowder), the Hôpital Général, as it 

was then called, was established to house the growing population of beggars that were 

crowding the city streets—a  tarnish on the king’s good image.  The Pitié-Salpêtrière did 

not actually engage in treatment initially; the paupers were, in fact, incarcerated, along 

with prostitutes, the criminally insane, the mentally disabled and epileptics.  Within 

just a few years of opening its doors, the hospital’s population was at 6,000, or one-

percent of the population of Paris, and most of the inmates were women.11  Eventually, 

it was determined that the hospital would be for women only.

  The Pitié-Salpêtrière was divided into 4 sections: The “Correction” section was 

usually used for bad adolescents who, presumably, could be rehabilitated; “Common” 

area was for prostitutes; “Jail” was for women who had been sentenced to prison or 

were waiting sentencing; and “Quarter of the Insane” was reserved for women who 

were sent to the hospital because their family could no longer care for them.  

In 1679, the institution housed 100 women who qualified as 
“mad” and 148 women with seizure disorders.  By 1833, the 
numbers had increased to 117 insane women under treatment, 
105 insane women labeled as sick, 923 women with mental 
illnesses characterized as incurable, and 266 women with seizure 

16

11 Foucault, Madness and civilization; a history of insanity in the Age of Reason, 50.



disorders (Charcot Library Archives, Hôpital Pitié-Salpêtrière, 
Paris).12

 At the close of the 18th century, the Pitié-Salpêtrière was reviled for chaining its 

“patients” and for its rat population.  In 1795 the pioneer psychiatrist Dr. Philippe Pinel

—Georget’s mentor—would become a hero in the midst of the French Revolution by 

demanding that the inmates of the Pitié-Salpêtrière women’s asylum be released from 

their chains. [Fig. 8]  His insistence on the humane treatment of the mentally ill would 

spark a reform movement in the subsequent decades that would spread from France to 

England and to the United States. This humanitarian legacy is said to be continued in 

Georget’s practice and medical treatises as well as in Géricault’s Portraits of the 

Insane.13

 Part of the driving force behind the visual accounting at that time was the belief 

that mental abnormalities manifest themselves in physical ways.  A year after Dr. Pinel 

initiated reforms at the Pitié-Salpêtrière in Paris, physician Franz Joseph Gall began 

lecturing on his theory of “organology” (“Schädellehre”) in Vienna.  Convinced that the 

innate traits of humans (and animals) are localized in specific regions of the cerebral 

cortex,14 Dr. Gall had developed a measuring system such that one’s character could 

be determined by the shape of the brain, which was considered an organ of the mind.  

For Gall, the brain organ had discrete areas devoted to specific functions, concepts and 

17

12 Ivan Berlin, “The Salpêtrière Hospital: From Confining the Poor to Freeing the Insane,” American 
Journal of Psychiatry, http://ajp.psychiatryonline.org/article.aspx?articleid=176407.

13 “Masterpieces - Théodore Gericault,” Musee des Beaux-Arts de Lyon, accessed March 24, 2013, http://
www.mba-lyon.fr/mba/sections/languages/english/collections/masterpieces/pieces1476/portrait-of-a-
woman?b_start:int=18#res_recherche.

14 Jon van Wyhe, “Franz Joseph Gall (1758 − 1828) the originator of what later became phrenology,” The 
History of Phrenology on the Web, http://www.historyofphrenology.org.uk/fjgall.html.

http://www.mba-lyon.fr/mba/sections/languages/english/collections/masterpieces/pieces1476/portrait-of-a-woman?b_start:int=18#res_recherche
http://www.mba-lyon.fr/mba/sections/languages/english/collections/masterpieces/pieces1476/portrait-of-a-woman?b_start:int=18#res_recherche
http://www.mba-lyon.fr/mba/sections/languages/english/collections/masterpieces/pieces1476/portrait-of-a-woman?b_start:int=18#res_recherche
http://www.mba-lyon.fr/mba/sections/languages/english/collections/masterpieces/pieces1476/portrait-of-a-woman?b_start:int=18#res_recherche
http://www.mba-lyon.fr/mba/sections/languages/english/collections/masterpieces/pieces1476/portrait-of-a-woman?b_start:int=18#res_recherche
http://www.mba-lyon.fr/mba/sections/languages/english/collections/masterpieces/pieces1476/portrait-of-a-woman?b_start:int=18#res_recherche
http://www.historyofphrenology.org.uk/fjgall.html
http://www.historyofphrenology.org.uk/fjgall.html


character traits like Language, Time, Tune, Self Esteem, Hope, Acquisitiveness, 

Cautionness, Destructiveness and Combativeness, among many others. [Fig. 9]  The 

thought was that these localized areas could be under- or over developed, and as such, 

by taking precise measurements of the cranium, Gall could provide a psychological 

profile of the individual.

 Later coined “Phrenology,” Gall’s methodology became popular around 1810 and 

remained so in Western Europe and abroad through much of the 19th century and into 

the 20th.  Because it was believed that one’s psychology manifests itself in physical 

ways, it’s not surprising that the scientists conducting physiological and phrenological 

research took advantage of the skills of artists and photographers to help support their 

theories.

 On January 9, 1839, the astronomer François Arago announced the invention of 

the Daguerreotype process to a joint chamber of the Acadamie des Sciences and the 

Chambre des Deputaes in Paris.  Six months later, on August 19, Louis-Jacques-Mandé 

Daguerre explained his image capturing process step-by-step to an assembly of the 

Academie des Sciences and the Academie des Beaux-Arts, with his Daguerrotype 

instruction manual being released shortly thereafter.  The French edition of the manual 

sold through 30 editions and was translated into eight languages within 18 months of 

its initial publication date.

 Within a few months of the January 9 announcement of the Daguerreotype, 

William Henry Fox Talbot in England published his own experiments and patented his 
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Calotype process the following year, in February of 1841.15  While the Daguerreotype 

was the more popular of the two in the 1840’s, in Europe and the United States, 

especially among scientists and entrepreneurs, both photographic processes were 

widely used.  By the time the wet collodion negative and the albumen print processes 

were invented—in 1851 and 1852, respectively—photography was well established in 

the West.  In addition, with each subsequent innovation and improvement of 

photographic methods, whether mechanical or chemical, the number of amateur users 

who took up the practice of taking pictures only continued to increase.  Also, 

considering the scientific community’s reverence for the medium’s accuracy, many 

physicians  were also amateur photographers.16

 In 1845, English Parliament required the civil commitment of every English 

county when it passed The Lunatics Act of 1845.17  The act obliged each district to 

provide adequate care facilities for pauper lunatics.  (Paupers were generally defined as 

persons who were in part or fully dependent on the welfare of the state.)18   Six years 

after the Lunatics Act took affect, Charles Dickens wrote a piece for the magazine 

Household Words about his visit to the St. Luke’s Hospital for the Insane on the night of 

their annual Christmas dance.  The article makes clear the striking imbalance of the 

patient population: 
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The experience of this asylum did not differ, I found, from that of similar 
establishments, in proving that insanity is more prevalent among women 
than among men. [...] Female servants are, as is well known, more 
frequently afflicted with lunacy than any other class of persons.19  

 Per a study conducted by the York Retreat superintendent John Thurnam in 1845, 

the private asylums and provincial houses had 30% more men in their care than 

women.20  In the following decades, however, those numbers would flip and women 

would in fact become the majority hospitalized for mental illness.  Likely factors 

include economics—more women than men received state relief—21and even asylum 

design, as some institutions were deliberately built “to accommodate one-third more 

female than male inmates.”22  In addition, the population density of the newly built 

asylums was overwhelming; the public facilities had been designed to accommodate 

several hundred patients, but they were, however, soon over capacity, with a thousand 

or more people in their care.23  Census takers two decades later would confirm the 

pattern Dickens had commented on, such that, in 1871, there were 18% - 24% more 

women lunatics24 in England and Wales than male lunatics. 

 The earliest known photographic portraits of institutionalized “lunatics” were 

taken by Dr. Hugh Welch Diamond. [Fig. 10]  Dr. Diamond was the resident physician 
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and owner of a privately run asylum for women in Surrey County, England, and an 

amateur photographer.  Beginning in the 1850’s, Diamond had begun a practice of 

photographing his patients upon admission and using the prints as reference in the 

course of treatment.25  It was the belief of Dr. Diamond that, “... the Photographer 

secures with unerring accuracy the external phenomena of each passion, as the really 

certain indication of internal derangement, and exhibits to the eye the well known 

sympathy which exists between the diseased brain and the organs and features of the 

body —”26  Dr. Diamond’s confidence in the physical indicators of mental illness and 

the camera’s precise record of the physical is more than clear and his appreciation of 

physiology was shared by most of his colleagues.

 In 1858 Diamond gave permission for the reproduction of his photographic 

portraits in the London-based Medical Times and Gazette.  The images were used as 

illustrations of case studies that appeared in a series of 13 articles written by Dr. John 

Conolly on the subject of “The Physiognomy of Insanity.” Published between January 

1858 and February 1859, each article provided detailed descriptions of a particular 

form of mental illness, including Mania, Melancholy, and Suicidal Tendencies, among 

others.  Of the 13 published pieces, 12 were accompanied by an illustration of a 

patient—engravings based on Diamond’s photographic portraits. [Fig. 11]  Of those 12 

illustrated essays, only two addressed the issues of male patients.
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 A decade later, in 1869, the very first medical journal ever to use original 

photographs as illustrations was the Revue photographique des hopitaux de Paris.  It 

was founded by the ophthalmologist A. de Montméja, who was also a photographer 

and the primary image maker for the publication.  The illustrations were tipped in 

albumen prints, sometimes hand-painted. The Revue Photographique was devoted to 

publishing papers and photographs of rare conditions, including physical 

abnormalities, deformities, visible infections and cancerous growths.  The photograph 

to grace the cover of Volume 3 from 1871 [Fig. 12] is considered to be the first 

photograph of a psychiatric patient to be published (as opposed to an engraving based 

on a photograph).  The piece accompanied the essay “De la Contracture Hystérique” 

by the neurologist Jean-Martin Charcot who consulted and taught at the Hôpital Pitié-

Salpêtrière.  Dr. Charcot would publish a second essay in the subsequent issue of the 

Revue.  Both case studies were on female patients suffering from hysteria. 

 Charcot hypothesized that hysteria, like other natural phenomena, could be 

expressed in terms of scientific law.  He was convinced that there were discrete 

muscular responses that correlated to the neurological disorder.  The patterns he 

observed in his patients who suffered hysterical attacks, broke down into four 

successive stages and were repeated for students and audiences using hypnosis.27  As 

Charcot could easily initiate an attack on demand, the episodes could be easily 

photographed.  Albert Londe, official photographer for the Hôpital Pitié-Salpêtrière in 

the 1880’s, is said to have taken thousands of images of neuropsychiatric subjects 
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while working for the hospital.  Londe even devised his own camera for photographing 

the progress of hypnosis induced attacks.  Equipped with 12 lenses and an intricate 

timing system, his device allowed him to take shots of successive movements more 

easily. [Fig. 13] 

 
 It is important to stress that photography not only played a role in legitimizing the 

nascent practice of psychiatry, but more so its reinforcement of a cultural stereotype in 

Europe which regarded women as psychologically unstable, by nature of their biology. 

As the accepted norms of feminine propriety became more and more limited in the 

Victorian era, physicians went out of their way to find cure-alls for aberrant social 

behavior.  The catchall diagnosis for everything from teenage obstinacy to sexual 

appetite would be regularly diagnosed as some form of psychosis.  Psychiatrists, along 

with neurologists and gynecologists, would wield a tremendous amount of power in 

this era.  The doctors not only controlled the patient’s story, they controlled the visual 

portrayal of their patients.  And again, it was more often women who were 

incarcerated, photographed and used as case studies.

 The prejudice can be easily sussed out of Conolly’s “The Physiognomy of 

Insanity” series from 1858/59.  Conolly was consulting physician to the Hanwell 

Asylum in London, Middlesex County’s public asylum for paupers with the largest 

patient population in Britain.28  Conolly was also one of the most respected 

psychiatrists at the time and his series published in the Medical Times and Gazette was 
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lauded as the first to clearly articulate the attributes of various mental maladies.  

Beyond that, the physician consistently made deprecating remarks about pauper class 

patients—believing that the poor are irredeemable, while an aristocrat with same or 

similar affliction is unjustly burdened—and women.  “Conolly too found the condition 

of the female mind deplorable, even in the highest classes; ‘the few accomplishments 

possessed by them have been taught for display in society....’”29

 This underlying current helps to clarify Conolly’s moral prerogative in his 

“Physiognomy of Insanity” series and imparts an insidious taint on the character of any 

of the women photographed by his colleague Dr. Diamond.  

In a society that not only perceived women as childlike, irrational, and 
sexually unstable but also rendered them legally powerless and 
economically marginal, it is not surprising that they should have formed 
the greater part of the residual categories of deviance from which doctors 
drew a lucrative practice and the asylums much of their population. 
Moreover, the medical belief that the instability of the female nervous 
and reproductive systems made women more vulnerable to derangement 
than men had extensive consequences for social policy.  It was used as a 
reason to keep women out of the professions, to deny them political 
rights, and to keep them under male control in the family and the state.  
Thus medical and political policies were mutually reinforcing.  As 
women’s demands became increasingly problematic for Victorian society 
as a whole, the achievements of the psychiatric profession in managing 
women’s minds would offer both a mirror of cultural attitudes and a 
model for other institutions.30

 The composition of Diamond’s portraits, as well, fortify the social inferiority of the 

patients depicted.  As noted earlier, physicians evaluating and treating the mentally ill 

in 19th century Europe incorporated the guidelines of physiognomy into their 

methodology of assessing their patients.  But physiognomic meanings had also been 
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applied more broadly in Western Europe during the Victorian Era and had implications 

on how an individual was portrayed visually, photographically or otherwise.31 

According to the historian John Tagg, well into the 19th century, the upper classes who 

could afford to have their portrait painted preferred the three-quarter view.  The other 

more affordable option come the 18th century was the Physionotrace, which, by 

nature of the mechanism, could only produce a profile of the sitter from their 

silhouette.  The full frontal pose, however, was anomalous in the 1850’s, and, 

according to Tagg:

... summoned up a complex historical iconography and elaborate codes 
of pose and posture readily understood within the societies in which 
such portrait images had currency. The head-on stare, so characteristic of 
simple portrait photography, was a pose which would have been read in 
contrast to the cultivated asymmetries of aristocratic portraiture [...] Rigid 
frontality signified the bluntness and ‘naturalness’ of a culturally 
unsophisticated class and had a history which predated photography. [...] 
The bourgeois figures in the mid-nineteenth century polyphoto images 
aped the mannerisms of eighteenth-century painted portraits and 
coveted their prestige.32 

With this in mind, and revisiting Diamond’s portraits reproduced in Conolly’s Medical 

Times series, we notice that, of the 14 photographs of women, half of them are frontal 

portraits.  The rest of the women, on the other hand, follow convention, and look down 

or away from the camera, demurely.  (For one illustration, the sitter’s pose was 

modified by the engraver, such that the young woman looks down, rather than at the 

viewer. [Fig. 14])
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 “The portrait is therefore a sign whose purpose is both the description of an 

individual and the inscription of social identity.”33  The sitters posture in front of the 

camera, thus, can be considered a reflection of their education and the norms 

established within a particular social structure.  Knowing that Dr. Diamond’s facility in 

Surrey County was a privately run asylum that catered to the strata of society that could 

afford private care, supports that precedent and pattern.  His patients who bucked 

convention and unabashedly presented themselves full-frontal toward the camera, 

instead of three-quarter, suggests that these ladies of high social upbringing were 

indeed without their mental faculties.  These ladies’ lack of propriety and 

unconventional behavior shocked even the male patients: 

Within the Asylums, female patients often shocked both doctors and 
male patients by their rowdiness, obscenity, and restlessness. “Female 
lunatics are less susceptible to control than males,” declared one male 
inmate of the Glasgow Royal Asylum. “They are more troublesome, more 
noisy, and more abusive in their language ...” [...] Such reports primarily 
reflect the expectations and wishes of male observers that women should 
be quiet, virtuous, and immobile.34

 Feminism claims Charlotte Perkins Gilman’s short story “The Yellow 

Wallpaper” (1892) as the first work of feminist literature.35  The tale is of a doctor’s wife 

confined to her bedroom and prescribed bed rest for her slight hysterical tendency, 

nervousness and depressive state.  Unable to convince her husband, and brother, who 

is also a physician, that she would benefit from being outside, taking walks and 

circulating the garden, she is ultimately locked into a top floor room of the house and 
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shortly thereafter begins to hallucinate that she has a döppelganger living in the 

wallpaper.  Like many works of this genre, “The Yellow Wallpaper” is semi-

autobiographical36 and illustrated not only the common prescription for Victorian 

women who have been diagnosed with hysteria and/or melancholia, it reiterates the 

generally accepted notion that women do not know what is best for them.  As well, the 

story explores “… the unspeakable representations of female sexuality, madness, and 

animality.”37  “The Yellow Wallpaper” was not a literary anomaly.  According to the 

literature scholar Elaine Showalter, “New Women writers in the 1890s, such as George 

Egerton, Olive Schreiner, Victoria Cross, Charlotte Perkins Gilman, or Rachilde, often 

used the term “hysteria” to describe the consciousness of heroines expressing their 

repressed desires in stories they called “fantasies,” “fragments,” or “dreams.””38

However, while “hysterical narrative” was used as a tool to explore and expound upon 

desirous topics inappropriate for the genteel in real life, hysteria had clear negative 

connotations among readers, as it was “… associated with effeminacy and 

deceitfulness.”39  Considering the proliferation of asylum culture that was established 

in the latter half of the 19th century in Europe and the U.S., the high percentage of 

female patients and the stalwart belief among physicians that hysteria was a woman’s 
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disease, it is, consequently, not surprising that the prevailing notion among readers of 

popular fin-de-siècle literature40 was that hysterical characters were moral degenerates. 

This stigma certainly carried forth well into the 20th century.  That said, it is generally 

understood that feminist writers were subverting hysteria as a vehicle for illustrating 

reactionary thoughts and expressions against accepted assumptions and definitions of 

women.  As will be discussed later, this mode among women writers will be of 

particular note during the 1960’s, as the poetry and prose of Sylvia Plath and Anne 

Sexton were noticeably embraced by the 1970’s Women’s Movement in the U.S.,41 a 

movement whose activities were known to Mary Ellen Mark and Karen Folger Jacobs 

prior to embarking on their Ward 81 project.
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Chapter 2 — Early Reform Movements and Journalism: 1880’s - 1950’s

 Asylums and mental health institutions are modern constructs in Western society.  

Prior to the 19th century, the mentally ill were generally incarcerated, treated like 

animals and/or put out to sea. [Fig. 15]42  Reform of one of the largest asylums in Paris, 

the Hôpital Pitié-Salpêtrière, during the French Revolution, inspired a wave of 

humanitarian reforms in the first half of the 19th century.  Thanks to advocacy and a 

push for political action, civil commitments were made in England to care for pauper 

lunatics beginning in the 1840’s, marked by the previously mentioned Lunatics Act of 

1845.  

 In the United States, Dorothea Dix, inspired by the reforms in England, began to 

lobby for political support of community care for the mentally ill, as well as to 

investigate abuses and report squalid conditions of existing asylums throughout the 

U.S.43  By 1860, Dix was a national figure who had pushed for legislation and 

appropriations at the state level, securing funding for underfunded institutions and for 

the building of much needed new facilities. 

 Between the 1860’s and the 1960’s, institutional reform would cycle through 

American history, and was often prompted by illustrated reportage.  In the 20th 
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century, the primary sources of information about state-run hospitals in the U.S. would 

reach the public because of efforts made by journalists, photojournalists and 

independent photographers, via newspapers, popular magazines and published books.  

While the earliest photographs of the mentally ill—between the 1850’s and 1880’s—

were directed and used by physicians, the images and photographs of psychiatric 

patients beginning in the last decade of the 19th century and into the 1960’s, would 

document the sick poor as neglected cast-offs of society.

 On September 22, 1887, Elizabeth Jane Cochran, a.k.a. Nellie Bly, was asked by 

the editor of Joseph Pulitzer's New York World if she would write a story about the 

mentally ill housed in Blackwell Island's Insane Asylum.44  By impersonating a mad 

person, Bly was able to get herself committed through the court system.  Though she 

only wanted to be inside for a week, she was incarcerated for ten days before the 

newspaper was able to get her released.  Her illustrated exposé of the unsanitary 

conditions, doctor incompetence and nurse cruelty and incidents of torture not only 

outraged the public and spurred politicians, it was the dawn of undercover, 

investigative journalism.

 Photojournalism would dominate the visual monologue in the U.S. in the 20th 

century.  Illustrated newspapers would play a significant role, but the surge was chiefly 

fueled by the proliferation of photography based illustrated magazines.  Publications 

that dominated the American market in the 1930’s were Collier’s, LIFE, Look, and TIME, 
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among others. [Fig. 16] These periodicals, in particular, embraced photojournalism, 

reporting on domestic issues and/or international concerns.  

 State run mental hospitals would again come to the public’s attention when an 

exposé by Albert Q. Maisel was published in LIFE magazine in May of 1946.  The 14 

page article, “Bedlam 1946: Most U.S. Mental Hospitals are a Shame and a Disgrace,” 

was illustrated with 15 photographs by Jerry Cooke. The piece was prompted by 

another reform movement to improve conditions and treatment.  Like Dix’s reports 

from a century earlier and Bly's tales 60 years prior, the common thread among 

mental institutions throughout the U.S. was overcrowding, undernourishment, use of 

restraints, abuse, unsanitary conditions, and unsafe buildings.

 Cooke’s photographs document the mentally ill as catatonic, withdrawn, some in 

straight jackets and many naked (and ashamed to be photographed as such). [Fig. 17 

and Fig. 18] Population density was also made clear, with hospital beds filling every 

bit of space available in the sleeping quarters, with just enough room for passage. [Fig. 

19]  Most of the photographs are boldly labeled in the upper left corner with titles like, 

“NEGLECT,” “RESTRAINT,” “NAKEDNESS,” “OVERCROWDING,” “FORCED LABOR,” 

“IDLENESS,” and “DESPAIR.” The purpose of Cooke’s photographs is blatant—the 

viewer is shown a truth of reprehensible conditions and ill regard for persons who are 

in the custody of authority; that the state treats sick citizens callously.

 “The crisis in state mental hospitals motivated Dr. Walter Freeman to devise a 

simple version of the lobotomy procedure, one that could be used on a mass scale.”45  
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Up until that point, lobotomies were performed surgically, under anesthesia.  The 

purpose of the procedure was to cut specific nerve strands that connected the brain to 

the thalmus, which would subsequently mollify mentally ill patients.  The requirements 

of anesthesia and the expertise of a neurosurgeon made the operation cost prohibitive 

for public institutions in general.  

 A year after Maisel’s exposé in LIFE magazine, Freeman successfully performed 

the first “transorbital lobotomy” on a live patient, a grossly simplified version of the 

traditional lobotomy procedure.  What Freeman had realized is that the bundle of 

nerve strands connected to the thalmus could be reached via the patient’s eye socket 

using an ordinary household icepick.  In addition, his point of entry allowed for the 

dispensing of the costly expense of anesthesia.  Freeman trained hundreds of 

psychiatrists and physicians working in mental institutions throughout the country and 

even performed the operation for the press.  It is said that Freeman could perform as 

many as 25 “trans orbitals” in one day and by 1949 5,000 transorbital lobotomies had 

been performed in the U.S. in one year, compared to just 150 lobotomies executed in 

the four years prior.46

 There had been no oversight by the medical community and the transorbital 

lobotomy procedure had never been subjected to clinical trials.  In the 1950’s negative 

reports began to amass regarding patients losing higher brain functionality.  This 

“medical miracle” that was meant to placate irrational or extreme behavior was 

suppose to allow the patient to reenter society as a pacified individual.  In many cases, 

however, the procedure incapacitated the patient completely, as with Rosemary 
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Kennedy,47 President John F. Kennedy’s sister.  As a consequence, the first long term 

clinical trials and research on lobotomized patients began in the mid-1950’s.  Many of 

the subsequent published papers highlighted that fact that lobotomies often left the 

patient in a vegetal state, lacking motivation and/or reverting to child-like behavior.48

 The 1950’s also saw an emergence of photographers who would self-direct, 

choosing stories or events that they wanted to cover versus the assignments of editors.  

Later characterized as “concerned photographers,”49 many of these photographers 

were associated with the Magnum Photo agency, founded in 1947 by four World War 

II veterans: Robert Capa, Henri Cartier-Bresson, George Roger and David “Chim” 

Seymour.  The founding four would not only be united in terms of their philosophy—to 

report and tell stories—but to do so as artists, “… emphasizing not only what is seen 

but also the way one sees it.”50  

 The reporter-as-artist is the concept from which Mary Ellen Mark will evolve as a 

photographer, directly influenced by later members of the Magnum agency, including 
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50 “History of Magnum,” Magnum Photos, accessed February 20, 2013, http://
www.magnumphotos.com/C.aspx?VP3=CMS3&VF=MAX_2&FRM=Frame:MAX_3#/
CMS3&VF=MAX_2&FRM=Frame:MAX_5
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W. Eugene Smith.51  In addition, interest in the mentally ill and issues around them will 

be a recurring topic for several Magnum members going forward.  In the 1950’s, for 

example, both Smith and his colleague Eve Arnold photographed an insane asylum in 

Haiti, where female patients were subjected to the testing of a tranquilizer being 

developed by an American pharmaceutical company. [Fig. 20 and 21] 

 As will be shown later, Mark not only models her method after Magnum style 

journalism and social documentary, she also appears to take the reporter-as-artist 

concept further by prioritizing the artistic over the documentation.  Also relevant is 

that, the year after Mark photographed the women on Ward 81, she was officially 

invited to join the Magnum Photo agency (1977).
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51 In her essay for 25 Years, Marianne Fulton notes that Mary Ellen Mark was directly influenced by the 
work of W. Eugene Smith, who joined Magnum in 1955. Mary Ellen Mark, and Marianne Fulton, Mary 
Ellen Mark: 25 Years (Boston: Little, Brown and Co, 1991), accessed November 22, 2012, http://
www.maryellenmark.com/text/books/25_years/text001_25years.html.
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Chapter 3 — Artistic, Social and Political Changes in the 1960’s

 Photographic advocacy was not confined to journalists.  20th century fashion 

photographer and portraitist, Richard Avedon would make a significant contribution to 

the mental healthcare reform movement in the early 1960’s.  After learning about John 

F. Kennedy’s efforts to push for legislation supporting community-based public care 

facilities for the mentally ill and handicapped, Avedon made arrangements to 

photograph the East Louisiana State Mental Hospital in Jackson, Louisiana in February 

of 1963. [Fig. 22, 23, 24 and 25]   

 Richard Avedon’s sister, Louise, had spent most of her adult life in a mental 

institution.  Also relevant is that Avedon photographed President Kennedy and his 

young family prior to the president’s inauguration in 1961.52   As noted earlier, it was 

publicly known that the president’s sister, Rosemary, with a history of psychological 

instability, was the victim of a botched lobotomy.53  Though not likely discussed during 

the ‘61 portrait sitting, both men had familial connections to and interest in mental 

illness.  

 After photographing the Louisiana State Mental Hospital, Avedon instructed staff 

to send prints of his images to President Kennedy as visual support for his Community 
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52 Shannon Perich, “Today In History: Richard Avedon Photographs The Kennedys,” NPR: The Picture 
Show, February 17, 2013, http://www.npr.org/blogs/pictureshow/2011/01/03/132616931/kennedys

53 Goodman and El-Hai, American experience. The lobotomist. DVD.

http://www.npr.org/blogs/pictureshow/2011/01/03/132616931/kennedys
http://www.npr.org/blogs/pictureshow/2011/01/03/132616931/kennedys


Mental Health Care Act, 54 which was in the process of being reviewed by 

congressional committees.55  Although it is not known whether or not the photographs 

were used as part of congressional debates, the legislation did pass seven months later, 

at the end of October, 1963.  In addition, Avedon allowed non-profit organizations in 

Louisiana the use of his photographs, without fee, as part of campaigns for raising 

awareness and fundraising for care facilities. 56  

 Themes of mental illness and the mental institution would play a prominent role 

in American cultural production in the 1960’s.  Not only did Avedon include a 

selection of the images from East Louisiana in his book Nothing Personal, published in 

1964, but there would also be several prominent films, works of literature and poetry 

that focussed on madness and hospitalization in this decade—works that would catch 

the attention of critics.  Most noteworthy among the feature films are Ingmar Bergman’s 
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54 Avedon’s plans were noted in a letter to the director of the Louisiana State Mental Hospital: “When 
the editing is done and the layouts made, I’ll send you some of the rejects for whatever use you can put 
them to, and also plan to send some to Pres. Kennedy for use in his Mental Health program, but all this 
seems months away.” Richard Avedon, letter to Dr. Curtis Steele, March 1, 1963, Avedon Foundation 
archive.

55 “S. 1576 Mental Retardation Facilities and Community Mental Health Centers Construction Act of 
1963” was signed into effect in October 31, 1963. “Remarks of the President at the Signing of S. 1576 
Mental Retardation Facilities and Community Mental Health Centers Construction Act of 1963 in the 
Cabinet Room,” Office of the White House Press Secretary, October 31, 1963.

56 “Of course you may use any of the pictures in NOTHING PERSONAL for posters in order to raise 
money for your Baton Rouge project.  Just tell me which ones you want and I’ll send the prints to 
you. ...” The fundraiser being referred to was organized by the Louisiana Association for Mental Health 
and the proceeds raised would be for a halfway house in Baton Rouge, LA.  Richard Avedon, letter to Dr. 
Curtis Steele, March 7, 1966, Avedon Foundation archive.



Through a Glass Darkly (1961),57 Frank Perry’s David and Lisa (1962),58 Samuel Fuller’s 

Shock Corridor (1963),59 and Peter Brook’s The Persecution and Assassination of Jean-

Paul Marat, as Performed by the Inmates of the Asylum at Charneton, Under Direction 

of the Marquis de Sade (1967).60  Frederick Wiseman’s documentary film Titicut 

Follies,61 however, may have garnered the most attention—“The 81-minute film won 

critical acclaim when shown at the New York Film Festival in 1967, but could not be 

shown commercially because of a ban by the Massachusetts court.”62 The ban alone 

drew considerable press coverage and the film was allowed to air on public television 

a year later.63

 Semi-autobiographical works and novels also streamed into popular culture.  
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57 “A young woman, Karin, has recently returned to the family island after spending some time in a 
mental hospital.” “Through a Glass Darkly,” International Movie Database, accessed March 1, 2013, 
http://www.imdb.com/title/tt0055499/?ref_=sr_1; “Release dates for Through a Glass Darkly (1961),” 
IMDb, accessed February 25, 2013, http://www.imdb.com/title/tt0055499/releaseinfo?ref_=tt_dt_dt

58 “The emotional story of a young man in a mental institution for teens who begins to understand his 
psychosis in the environment of others with mental and emotional problems.” “David and Lisa,” 
International Movie Database, accessed March 1, 2013, http://www.imdb.com/title/tt0055892/?
ref_=sr_1

59 “Bent on winning a Pulitzer Prize, a journalist commits himself to a mental institution to solve a 
strange and unclear murder.” “Shock Corridor,” International Movie Database, accessed March 1, 2013, 
http://www.imdb.com/title/tt0057495/?ref_=sr_1.

60 “In an insane Asylum, Marquis de Sade directs the Jean Paul Marat's last days through a theather play. 
The actors are the patients.” “Marat/Sade,” International Movie Database, accessed March 1, 2013, 
http://www.imdb.com/title/tt0060668/; the photography publication Aperture also published did a 
photographic feature on the cast of Brook’s film in its May issue.  Brook, Peter. “The Marat/Sade 
photographs.” Aperture 13:2 (1967): n.p.

61 “Documentary filmmaker Frederick Wiseman takes us inside the Massachusetts Correctional 
Institution Bridgewater where people stay trapped in their madness.” “Titicut Follies,” International 
Movie Database, accessed March 1, 2013, http://www.imdb.com/title/tt0062374/?ref_=sr_1.

62 William H. Honan, “Judge Ends Ban on Film of Asylum,” New York Times (August 3, 1991), http://
www.nytimes.com/1991/08/03/arts/judge-ends-ban-on-film-of-asylum.html.

63 Fred Ferretti, “N.E.T. WILL SHOW ‘HOSPITAL’ MOVIE: Documentary by Wiseman on Chanel 13 Feb. 
2,” New York Times, December 31, 1969, ProQuest Historical Newspapers: The New York Times 
(1851-2009).  
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Jennifer Dawson’s The Ha-Ha (1961),64 Janet Frame’s Faces in the Water (1961)65 and 

Ken Kesey’s One Flew Over the Cuckoo’s Nest (1962)66 were all published within a 

year of each other.  There was such a surplus of literary works around topics of insanity 

and asylum culture that one critic did a themed group review.67  

 Ultimately, it would be Kesey’s novel that would receive the most critical 

attention.  A year after publication it would be produced as an off-Broadway play 

(1963) and, a dozen years later, an award winning feature film (1975).  It would be the 

filming of One Flew Over the Cuckoo’s Nest that would be the catalyst for the Ward 81 

project; it was because Mark was the still photographer on the film set that she gained 

access to the Oregon State Hospital and, subsequently, Ward 81.  

 Not surprisingly, work being done in clinical psychology was also circulating the 

mainstream.  The English psychiatrist Dr. Ronald David Laing started making a name 

for himself in the U.S. in the mid-1960’s, when U.S. publishers were reprinting his 
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64 Winner of the James Tait Black Memorial Prize in 1961, The Ha-Ha is about a young woman with 
mental illness.  Author Jennifer Dawson “drew on [her] experiences, as a mental patient and as a 
psychiatric social worker.”  Polly Pattulio, “Jennifer Dawson,” The Guardian, October 25, 2000, http://
www.guardian.co.uk/news/2000/oct/26/guardianobituaries.books.

65 After a suicide attempt, the literary prize winning author Janet Frame was committed to several 
different psychiatric institutions over an eight year period.  Her second novel, Faces in the Water, 
describes her journey through “madness.”  “Janet Frame,” The Telegraph, January 30, 2004, http://
www.telegraph.co.uk/news/obituaries/1452977/Janet-Frame.html

66 An allegory for an oppressive state structure, One Flew Over the Cuckoo’s Nest was based on the 
author’s experiences working as a night warden at the Menlo Park Veterans’ Hospital and information 
provided by friends who were doing graduate work in psychology.  Faye McMurtry, e-mail message to 
the author, July 10, 2012.

67 Martin Levin began his book review for the New York Times on February 4, 1962 by noting, “Hardly a 
single aspect of sanitarium lore has been overlooked in this season’s budget of asylum novels.” Levin 
then proceeded to mention Dawson’s The Ha-Ha and review Kesey’s One Flew Over the Cuckoo’s Nest, 
Nino Culotta’s They’re a Weird Mob, Carter A. Vaughan’s Scoundrel’s Brigade, and Ben Haas‘ The 
Foragers.  Martin Levin, “A Reader’s Report,” New York Times, February 4, 1962, ProQuest http://
search.proquest.com.ezproxy.pratt.edu:2048/hnpnewyorktimes/docview/
115837872/13C911E4638631C1F20/6?accountid=27668  
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books, including The Divided Self (1965), Sanity, Madness, and the Family (1965) and 

The Politics of Experience (1967).  Before the end of the decade, R.D. Laing would be 

the figurehead for the “anti-psychiatry” movement both in England and in the U.S.68—

a movement that was characterized by communal therapy, whereby mentally distressed 

ordinary people as well as clinically diagnosed schziophrenics could find treatment 

without committing themselves to a hospital.69

 In academia, the medical historian and French philosopher Michel Foucault was 

concurrently making a distinct impression on American historians and sociologists.  

Between 1961 and 1963, Foucault wrote three books on the history of psychology, the 

evolution of madness and the establishment of the asylum.70  The first book to be 

translated and published in the U.S. was Madness and Civilization: A History of 

Insanity in the Age of Reason, released by Pantheon Press in 1965—the book that 

painstakingly recounted the history of Western thought as pertains to the 

establishment’s definitions of what differntiates the sane from the “mad.”  The work was 

lauded in academic journals, like the American Sociological Review, as “a major 
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68 Robert Coles, Leslie H. Farber (Moderator), Edgar Z. Friedenberg and Kenneth Lux, “R.D. Laing and 
Anti-Psychiatry: A Symposium,” Salmagundi no. 16, R. D. Laing & Anti-Psychiatry (Spring, 1971): 137.

69 “Alternative care” referring to something other than mental hospital care.  One of the more well 
known examples is Kingsley Hall, one of several care communities that was under the auspices of the 
Philadelphia Association. 
“With its anti-authoritarian ethos and questioning of established ideas about sanity and insanity, 
normality and abnormality, Kingsley Hall was an important focal point for the newly emerging 'counter 
culture' in Britain and for the nascent critical and anti-psychiatry movements. By the time the lease on 
Kingsley Hall expired in 1970 more than 120 ordinary people had gone there seeking a different kind of 
help to that proffered by mental hospitals - and found it. It is reported that there were no suicides.”  
“Kingley Hall,” Philadelphia Association, accessed March 1, 2013, http://www.philadelphia-
association.org.uk/Kingsley-Hall.html.

70 Histoire de la folie à l'âge classique; folie et déraison (1961), Maladie mentale et psychologie (1962) 
and Naissance de la clinique; une archéologie du regard médical (1963).
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contribution to sociological thought…”71  In fact, four U.S. publishers would release 

their own editions of Madness and Civilization between 1965 and 1967.72

 The early 1960’s is when Mary Ellen Mark was a student at the University of 

Pennsylvania73 and the era in which she started her career as a documentary and 

editorial photographer.  Aside from the general interest in mental illness and 

institutionalization prevelant at that time, Mark had a personal fascination with and a 

familial connection to mental illness: 

Two personal experiences illuminate her fascination with mental illness. 
Her third-grade class made several trips: to a museum, to a dairy farm, 
and, finally, to a local mental hospital. This first exposure made a sudden 
and deep impression on her. The impact of the other encounter lingered 
much longer: Mark's father was often ill when she was growing up, and 
he suffered several nervous breakdowns, for which he was hospitalized.74
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71 David Matza, review of Madness and Civilization: A History of Insanity in the Age of Reason, by 
Michel Foucault,  American Sociological Review 31, no. 4 (Aug., 1966): 551.

72 Pantheon Press, Random House and Vintage Books in 1965, and New American Library in 1967. 
WorldCat. Accessed March 1, 2013. http://www.worldcat.org/advancedsearch.

73 Mary Ellen Mark’s online résumé states that she studied painting and art history as an undergraduate 
and received an “M.A. in Photojournalism” in 1964.  The credential, however, is not accurate. In a 
communication with the Annenberg School of Communication at the University of Pennsylvania, the 
author confirmed that Mark was awarded an M.A. in Communication; the school has never offered a 
degree specific to photojournalism. Sharon Black, e-mail message to the author, February 8, 2013.

74 Mark, and Fulton, Mary Ellen Mark: 25 Years, http://www.maryellenmark.com/text/books/25_years/
text001_25years.html.
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Chapter 4 — Mary Ellen Mark and Ward 81 

 Mary Ellen Mark grew up in a suburb of Philadelphia, Pennsylvania.  In her 

teenage years she attended Cheltenham High School in Wyncote, P.A.  After high 

school, Mark attended the University of Pennsylvania where she studied painting and 

art history, earning her B.F.A.  After a short stint working in the city planner’s office, 

Mark decided to go to graduate school and enrolled in the Annenberg School for 

Communication, at the University of Pennsylvania.  It was while she was working on 

her Masters degree that she took up photography.75

 In 1965, a year after she finished her graduate work, Mark was awarded a 

Fulbright Scholarship to photograph in Turkey.  After returning to the United States, and 

in an effort to make a living as a photographer, she began pitching story ideas to the 

photo editors of illustrated magazines.  As a consequence of a story picked up by Look 

magazine about the feature film director Federico Fellini in 1969, Mark started getting 

regular assignments to photograph on film sets.76  

 By the early 1970’s, Mark had established a name for herself, having 

photographed major film directors and having been the still photographer on several 

significant film productions, including Carnal Knowledge (1971), Catch-22 (1970), and 

Tropic of Cancer (1972).77  In 1971, she heard that One Flew Over the Cuckoo’s Nest 

41

75 Mark was awarded an M.A. in Communication in 1964. Sharon Black, e-mail message to the author, 
February 8, 2013.

76 Mark, and Fulton, Mary Ellen Mark: 25 Years, http://www.maryellenmark.com/text/books/25_years/
text001_25years.html.

77 Ibid., http://www.maryellenmark.com/text/books/25_years/text001_25years.html.
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was in pre-production and that shooting would take place at the Oregon State 

Hospital.  Wanting to work on the film, she approached Milos Foreman, the director, 

about coming on board as the still photographer.  Unfortunately, the production did 

not have the budget for a photographer.  Despite that, Mark still wanted to work on the 

film and was able to convince Foreman to take her on.  Although she was not able to 

secure a salary, she was able to negotiate compensation for expenses.78 [Fig. 26] For 

the photographer, it was a financial risk with the potential reward of access to the 

hospital.  The sacrifice paid off, for while she was working on the film, she met Dr. 

Dean Brooks, superintendent of the hospital, who gave her a tour of the facility which 

included an introduction to Ward 81, the secure ward for women.  The patients of the 

secure wards of OSH had been committed for reason that they had inflicted, or were 

likely to inflict, harm upon themselves or others.  According to Dr. Karen Folger Jacobs, 

Mark was allowed into Ward 81 on that first visit and took several photographs.79

 Mark and Jacobs had gone to high school together, remaining friends and 

reconnecting when Jacobs visited New York, where Mark was based.  Jacobs acquired 

her B.A. in Philosophy and Mathematics from Antioch College, an M.A. in Counseling 

from the University of Boston and her Ph.D. in Education from the University of 

California, where she won the Chancellor’s Dissertation Award.  She was also awarded 

several fellowships, including one in clinical psychiatry at the Langley Porter 

42

78 Ibid., http://www.maryellenmark.com/text/books/25_years/text001_25years.html.

79 Karen Folger Jacobs, telephone interview with author, October 26, 2012.
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Neuropsychiatric Institute of the University of California.80  Needless to say, when 

Mark relayed her experience of being on and meeting some of patients at the Oregon 

State Hospital, Jacobs was interested in collaborating on a proposed book project with 

the photographer about the facility.81

 After filming was done, Mark kept in regular contact with the hospital’s 

superintendent, updating him with her project ideas and folding in Jacobs’ 

participation.  Per Brooks, he understood Mark to be an artist and felt that she would 

respect the dignity of his patients.82  Thus, like his championing of on location filming 

of One Flew Over the Cuckoo’s Nest, Brooks was able to acquire permission from the 

patients families and his superiors allowing Mark and Jacobs to essentially live on 

Ward 81 for approximately five weeks, to record the patients lives in photographs and 

through interviews.  

 

 In February of 1976, Mark and Jacobs entered Oregon State Hospital’s secure 

ward for mentally ill women as temporary residents.  Mark and Jacobs spent 36 

consecutive days on Ward 81, leaving it nightly to sleep in adjacent quarters.  Mark 

used only 35mm cameras83 and shot 200 rolls of film in those five weeks—
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80 “Karen Folger Jacobs, Author, Screenwriter, and Educator,” Cheltenham High School Hall of Fame 
website, http://cheltenhamalumni.org/BIOS/jacobs-karen.htm.

81 According to Jacobs, she and Mark had been wanting to do a book together for some time.  Initially, 
they had explored the idea of doing a book about their high school, but had not been able to secure 
interest from a publisher nor from funders.  Dr. Karen Folger Jacobs, telephone conversation with the 
author, October 26, 2012.

82 Dr. Dean Brooks, in-person interview with the author, July 31, 2012.

83 Ronald H. Bailey, “Ward 81: Mary Ellen Mark’s poignant scrapbook,” American Photographer (June 
1978).
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approximately 4,800 photographs altogether.84  Over the course of the following four 

years, Mark would be awarded grants for completing the project (i.e., processing film 

and printing the work)85 and would subsequently mount six solo exhibits of the 

photographs from the Ward 81 series—also referred to as Bars—at commercial 

galleries and museums in the United States and abroad.86  The book Ward 81 came to 

fruition in 1979, when Fireside Books published the project in June of that year.  The 

book included 97 photographs and was prefaced by Jacobs’ short anecdotes about the 

patients, which fleshed out a sense of character of the anonymous women featured in 

the untitled photographs.87
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84 A standard roll of 35mm film contains 24 exposures, which means that she shot 4,800 images.  That 
said, it is possible that the photographer could have been shooting 12 exposure or 36 exposure rolls.

85 Monetary funding was awarded to Mary Ellen Mark in 1977 by the National Endowment for the Arts
and the New York State Council for the Arts: CAPS Grant. “Mary Ellen Mark - Biography - Resume,” Mary 
Ellen Mark’s website, accessed August 12, 2012, www.maryellenmark.com/bio_resume/
bio_resume.html.

86 There are nine solo exhibitions listed on Mark’s resume between 1976 and 1980:  The Photographers’ 
Gallery, London; Gallery Forum, Stradpack, Graz, Austria; Santa Barbara Museum of Art, Santa Barbara, 
CA; Port Washington Library, Port Washington, NY; Castelli Graphics, New York, NY; Boise Gallery of 
Art, Boise, ID; Photography Gallery, Yarra, Australia; Museum of Art, University of Oregon, Eugene, OR; 
Gallery Nagel, Berlin, Germany.  The Boise Gallery of Art, the Museum of Art at the University of 
Oregon, the Port Washington Library and the Santa Barbara Museum of Art all confirmed that they had 
shows of “Ward 81.”  Exhibits at the Photography Gallery in Yarra, Australia  and Gallery Forum in 
Stradpack, Graz were unconfirmed, as the author was not able to locate contact information or if the 
organizations are still in operation.  The one gallery listed as showing “Bars” is the non-profit 
Photographers Gallery in London.  The author also contacted the Photographers Gallery in London that 
is listed as showing “Bars.” In an email communication, it was stated that the gallery has no record of 
showing “Bars” in 1976 nor of ever having had an exhibit of Mary Ellen Mark’s photographs.  “Mary 
Ellen Mark - Biography - Resume,” Mary Ellen Mark’s website, accessed August 12, 2012, 
www.maryellenmark.com/bio_resume/bio_resume.html; Kathy Bettis, Registrar at the Boise Art Museum, 
email communication with the author, February 11, 2013; Lawrence Fong, Curator of American Art 
(retired) at the Schnitzer Museum of Art at the University of Oregon, email communication with the 
author, February 16, 2013; Jonathan Guildroy, Director of Media Services at Port Washington Library, 
email communication with the author, February 14, 2013; Melissa Leitch, Santa Barbara Museum of Art, 
email communication with the author, February 19, 2013; Janice McLaren, Head of Education & 
Projects at The Photographers’ Gallery, email communication with the author, March 12, 2013.

87 Patient anoymity was required by the hospital.  Jacobs used self-designated aliases when describing 
the patients or recounting annecdotal incidents in her introductory essay. No titles accompany the 
images reproduced the book.
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 Simon and Schuster published Ward 81 under their Fireside Book division.  The 

dimensions of the book roughly mimic the proportions of a 35mm negative; the soft 

bound edition is 8 x 11 inches.  The cover is essentially dark, if not black.  The book 

title is in the upper left corner in extra bold off-white type: WARD 81.[Fig. 27]  To the 

right of the title, and over two lines in thin, off-white font: (line one) PHOTOGRAPHS 

BY MARY ELLEN MARK AND TEXT BY KAREN (line two) FOLGER JACOBS WITH AN 

INTRODUCTION BY MILOS FORMAN.  Below the title and subtitle, dominating the 

cover, is a photograph of a young woman in a sudsy tub. [Fig. 28]  

 After the title page, there are two short bios for Karen Folger Jacobs (top) and 

Mary Ellen Mark (bottom). On the facing page is Milos Forman’s introduction.  Rather 

than provide an anecdote about the experience of filming at the Oregon State Hospital 

or providing insight about Ms. Mark’s working method, the film director chose to 

recount a story he had once heard.  The short tale was about two women in 

Czechoslovakia at the end of World War II.  Forman wrote that, when advancing 

Russian forces were forcing the Germans to retreat, these two women ran into the 

street chasing after the retreating German tanks, screaming and throwing stones.  The 

Germans opened fire, killing one woman but not the other.  The woman killed was 

proclaimed a hero by locals but the second raving woman, who survived, was led 

away to a mental institution, where doctors were eventually able to pacify her.  This 

tale serves as an appropriate parable for the text and imagery to follow.

 Immediately following, on the next page, is a short prologue about Mary Ellen 

Mark’s work on Forman’s film One Flew Over the Cuckoo’s Nest, her introduction to 
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the secure women’s ward at the hospital, known as Ward 81, and finally, her and 

Jacobs’ extended stay at the hospital for the current project.  The seven pages that 

follow are filled with anecdotes about the women they met.  To protect the identity of 

the patients, only aliases were used; each patients apparently chose a name for herself.  

The personalities of each woman are fleshed out using specific incidents that had 

occurred, along with the reputations of each patient that circulated among the 

residents.  Only at the end of the text section, in the Epilogue, does the author reflect 

on how she and the photographer felt while living at the hospital:  “... We identified 

with the fragility and the strength of these women we came to love, these adopted 

sisters of ours.  They are the women we might have been, women we might one day 

become.”88  Jacobs also added follow-up information about some of the patients they 

had lived with; in the three years since they had left the hospital, several remained in 

state care, two had run away, and two were dead.  The final line of text is a postscript 

that informs the reader that Ward 81 was closed in November 1977, when it was 

converted into “the female segment of a coeducation treatment ward.”89

 As noted above, the cover image of the book is of a young woman taking a bath. 

[Fig. 28] Her dark eyes look directly at the camera.  Her head is the only part of her 

body that is above the coating of soap and bubbles on the surface of the water.  She is 

framed by the arch of the porcelain tub and her hair is draped Medusa-like over the 

back rim. [Fig. 29]  The top and sides of the image, beyond the curved edge of the 
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bathtub, is a simple but intricate tile pattern of rosettes, light and dark, which create a 

decorative backdrop.

 The first image in the book, after the text, is a flat gray wall with a small 

rectangular, screened window, with a woman peering out [Fig. 30].  This is obviously 

the barrier between our world and their realm.  The next two pages/photographs are of 

women looking out a window, through the metal grating. [Fig. 31 and 32] The next 

page is a young woman making the gesture of “to sleep” [Fig. 33] and the image 

opposite her is of matted photographs of family or friends, displayed flat on a table and 

lit by the sun with the pattern of the metal grating [Fig. 34].  These first images are the 

viewer’s introduction to a select number of the patients with emphasis on the fact that 

they are incarcerated.

 The emotional ranges of the women become clear beginning on page 22, with 

the patient in the photograph gripping her head in pain [Fig. 35]. On the following 

page a woman is jumping ecstatically, arms in the air, her hair in mid bounce with an 

expression of perceived joy, yelling. [Fig. 36]  Overt displays of emotion are peppered 

throughout the book and include anger [Fig. 37], despair [Fig. 38 and 39], timidness  

[Fig. 40], intimacy [Fig. 41 and 42], playfulness [Fig. 43, 44,45 and 46] and moments 

of joy [Fig. 47, 48 and 49].  

 Some of the patients engage Mark and the camera head-on.  Posing or posturing 

for posterity is frequent [Fig. 50, 51, 52 and 53].  Other images imply acceptance; the 

sitter recognizes that her photograph is being taken and feels there’s no need to model 

for the camera. [Fig. 54, 55, 56, 57, 58 and 59].  
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 And there are moments of intellectual pause.  Mark has included a number of 

images of the women lost in thought, staring off, seeming not to see. [Fig. 60, 61 and 

62] Perhaps the most interesting are the few photographs of the women considering 

themselves before a mirror, at, perhaps, a point of contemplation or introspection.[Fig. 

63 and 64]  

 It is toward the end of the book that the viewer is confronted with the physical 

restraints and the self-mutilation.  While their confinement has been apparent from the 

beginning of the book, it is at this point we are reminded that these particular women 

are here for reasons that they have, or are likely to, inflict harm upon themselves or 

others.  One patient has allowed Mark to document her gouged thigh. [Fig. 65] Though 

black and white, the deep tears into the flesh are unmistakable and unnerving.  One 

wonders why the wound is left exposed; undressed.  The following page is a close-up 

of, perhaps, the same woman blotting her wrist with a wash cloth. [Fig. 66]  The 

wounds of “Carla Rae”—if we are to believe the tattooed name on the back of her 

hand—are painfully clear from the scarred surface of her forearm and we come to 

acknowledge that there is a history of infliction.

 When the women are cuffed, the scene is the same and they are images unlike 

any of the other photographs in the series.  Whether an individual or in a group, the 

woman/women are in a tiled room without natural light. [Fig. 67, 68 and 69]  Using a 

flash, the strangeness of the episode is heightened and the women are pushed to visual 

caricature, in contrast to the relative normalcy that is emphasized in most of the 

images.
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 The final images in the Ward 81 book are, perhaps, what one would expect—

patients undergoing electroshock treatment (ECT).90 [Fig. 70, 71, 72, 73, 74, 75 and 

76] In an step-by-step sequence, we are shown the equipment, the physical 

engagement of hospital staff (who are not pictured anywhere else in the book), the 

pained convulsion and the incapacitation of the woman afterward—passed out, fetal or 

crucified.  

 

 In the United States, female patients were still the majority in the psychiatric 

system as of 1972:

In 1968, American women comprised 62% of the adult (ages 18 - 64) 
population in out-patient clinics, 61% of the adults in private hospitals 
and 60% of the adults in general psychiatric wards.  Women of all ages 
comprised 50% of the adults in state and county hospitals—where they 
returned more frequently and were detained for longer periods than their 
male counterparts.  Adult women currently compose two-thirds of the 
patients in Community Mental Health Centers and in private 
psychotherapeutic treatment.91

Considering that there were only 4% more women in the U.S. at the time than men,92 

the gender disparity in psychiatric care between 1968 and 1972 was worthy of note.

 In an article that was published in the spring of 1978, two years after they lived 

with the women of Ward 81, Jacobs divulged the emotional transitions she and Mark 

went through when embarking on this project.  Jacobs began at their beginning, when 
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Mark flew out to California and the two of them did the 1,000 mile drive from Berkeley 

to Salem, Oregon.  The road trip was a way to physically and emotionally separate 

themselves from their daily lives, such that they could more easily transition to the 

confinement of the hospital.  At the same time, the excursion allowed them to share 

and even exorcise the fears that had been imparted by friends and loved ones, usually 

via characterizations used in jest, “Jokes about the looney bin, nut house, booby hatch, 

or funny farm served to relieve anxiety.”93  In addition to the concern expressed among 

friends, Jacobs also noted that colleagues in the health profession had made remarks 

that were probably the most unsettling, “They seemed to think that living in the 

institution would pollute us.  There is an unwritten theory of mental contagion parallel 

to the germ theory of disease: pollution passes from the afflicted to others near them.  

Popular wisdom says that mental hospitals spread mental illness by dissolving the 

borderline between the keepers and the kept.”94

 There can be little doubt of the preconceptions that people have about the 

mentally ill, perpetuated, no doubt, by photographic imagery in the press and 

magazines, literature and film.  The fact that Jacobs’ colleagues—again, medical 

professionals—were fostering superstitions is, in and of itself, disturbing.  It also 

illustrates the lack of knowledge or full understanding of mental illness as of 1976; that 

the medical profession was still grappling with its nature.   

 Jacobs also mentioned that she and Mark were well aware of the activities of the 

(then) current Women’s Movement.  Per literature scholars, it is generally accepted that 
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the poetry and prose of Sylvia Plath and Anne Sexton was the “grass roots literature” of 

the 1970’s feminist movement.

It was the accepted notion of the "abnormality" or "social insignificance" 
of women's experience as a subject for art that made Plath's themes of 
rage and vengeance so heady a model for young writers, especially 
women, and in America, at least, this insight fueled a social movement in 
which grassroots feminism was the theory, grassroots poetry the practice. 
Among students and among women readers, Plath and Sexton were 
necessary aids to understanding hysteria as resistance to social 
programming. [...].95

 That feminism subverted hysteria as a vehicle for illustrating reactionary thoughts 

and expressions against accepted assumptions and definitions of women, harks back to 

Charlotte Perkins Gilman’s short story “The Yellow Wallpaper” (1892) and the 

“hysterical narrative” explored by early women writers of the fin de siècle movement at 

the end of the 19th century.   Both Plath and Sexton’s work would subsequently be 

placed within this literary evolution of feminist literature .  

 Sylvia Plath’s The Bell Jar, was originally published in 1963 in England under the 

pseudonym Victoria Lucas, and not in the U.S. until eight years after her suicide 

(1971).  Path’s book is a semi-autobiographical novel about a gifted young woman 

who, at the dawn of her promising writing career, attempts suicide and is committed to 

a private sanitarium and undergoes electro shock treatment as part of her therapy.  Its 

original release date was just two years after Dawson’s The Ha-Ha (1961), Frame’s 

Faces in the Water (1961), and one year after Kesey’s One Flew Over the Cuckoo’s Nest 

(1962).  According to the 1971 New York Times book review, The Bell Jar had been 
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controversial in England and, by the time the American edition was released, it had a 

cult following.96

 Based on the list of questions that Jacobs recounts in an article she wrote for 

Society magazine,97 the experience of living with mentally ill patients was initially a 

project of anthropological interest: “How do they spend their days?  What are their 

habits, their pains, and their passions?  How do they cope with the realities of 

captivity? How do they see themselves and each other?”98  That said, the act of living 

with mentally ill patients engages a level of intimacy and desire for empathy that 

reflects the same or similar popular fascination with the autobiographical literature of 

writers like Dawson and Plath, plus films like One Flew Over the Cuckoo’s Nest and 

John Cassavete’s A Woman Under the Influence (1974),99 both of which received 

critical acclaim and industry awards.100

52

96 Christopher Lehmann-Haupt, “An American Edition -- At Last,” New York Times, April 16, 1971, 
ProQuest Historical Newspapers: The New York Times (1851-2009).

97 Society magazine is dedicated to topics of sociology and the social sciences.

98 Jacobs, “Ward 81,” in Society: 75.

99 Synopsis - “Mabel, a wife and mother, is loved by her husband Nick but her madness proves to be a 
problem in the marriage. The film transpires to a positive role of madness in the family, challenging 
conventional representations of madness in cinema.” “A Woman Under the Influence,” International 
Movie Database, accessed March 4, 2013, http://www.imdb.com/title/tt0072417/?ref_=sr_1 

100 One Flew Over the Cuckoo’s Nest  won five Oscars, among other awards; A Woman Under the 
Influence was nominated for two Oscars, among others, and won one Golden Globe for Best Actress 
(Gena Rowlands). International Movie Database, accessed March 4, 2013, http://www.imdb.com/title/
tt0072417/awards?ref_=tt_awd and http://www.imdb.com/title/tt0072417/awards?ref_=tt_awd.

http://www.imdb.com/title/tt0072417/?ref_=sr_1
http://www.imdb.com/title/tt0072417/?ref_=sr_1
http://www.imdb.com/title/tt0072417/awards?ref_=tt_awd
http://www.imdb.com/title/tt0072417/awards?ref_=tt_awd
http://www.imdb.com/title/tt0072417/awards?ref_=tt_awd
http://www.imdb.com/title/tt0072417/awards?ref_=tt_awd
http://www.imdb.com/title/tt0072417/awards?ref_=tt_awd
http://www.imdb.com/title/tt0072417/awards?ref_=tt_awd


Chapter 5 — Art versus Documentary 

 In the 1970‘s “photo-investigation” had come into vogue among conceptual 

artists and it was noticed that “phrases such as ‘investigate’, ‘explore’ and ‘question’ 

became a central part of the art discourse. [...] By the mid- to late 1970s artists using 

photography were engaging with mass culture and addressing social issues. [...]”101  

Though trained as a journalist and having established her professional reputation as an 

editorial photographer and documentarian, Mark deliberately chose to approach Ward 

81 as a project of artistic investigation; not only was she consistently characterized by 

the hospital’s superintendent and staff as “an artist,”102 Mark explicitly stated that she 

did not want the photographs to be interdependent nor reliant on a narrative; that the 

images should be “stand alone” works.103  Also, recognizing that she earned her 

undergraduate degree in studio art,104 it is not surprising that she wanted to create 

compositionally strong images.105  Her confidence that the Ward 81 series should be 

defined as “art” is made apparent after she left the hospital; over the next four years, 

Mark would dedicate her energies toward securing funding and scheduling exhibits for 
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Ward 81 at art museums, non-profit exhibition spaces and commercial galleries; 

between 1976 and 1980, Mark would also be awarded two grants and had eight 

exhibitions of the work, both in the U.S. and abroad.106  Thus, there can be little 

question that Mark deliberately aestheticized this body of work by placing it in both art 

and commercial contexts.  

 When the work was exhibited at Castelli Graphics gallery in New York, in the 

spring of 1978, some reviewers responded to the “normalcy” of the women portrayed 

in the photographs: 

... a remarkably intimate and compassionate group portrait of women 
who have totally defaulted on all contracts with society. [...] Mark’s 
photographs...are not tainted, as photos of the sick or demented so often 
are, either with morbid fascination or the sloppy romantic suggestion that 
these women are “special”...107

while others viewed the work as both spectacle and humanistic:

The act of photographing a mad person seems to return to the voyeurism 
of Bedlam—insanity as entertainment.
 ... “I wanted,” says Mark, “to do an essay on the personalities of 
people who are locked away—to show a little bit of what they’re like, 
especially the women.  I didn’t want to show them as exotically crazy.”
... But the general character of the photographs is to convey sympathy 
with these trapped lives. Nowhere is it manifested more poignantly than 
in her pictures of women relaxing in the hospital bath. ... But in “Ward 
81” they acquire a sort of elegiac sweetness, as images of bathers tend to 
do.  After seeing the show, it is hard to think about madness and 
confinement in the same way again.108

 The artfulness of Mary Ellen Mark’s photographs was readily recognized.  

Considering that the photographer all but stated that the Ward 81 project was one of 

54

106 As noted earlier, not all of the exhibitions were able to be confirmed.  See footnote 88. 

107 J. Loring, “Castelli Graphics Gallery, New York; Exhibit,” Art in America 66 (May 1978): 111-112.

108 Hughes, Robert. “Pictures at an Institution: Some Mournful Images from a Mental Hospital,” Review, 
Time  111.1 (January 23, 1978): 91.



artistic intention,109 rather than social document, is problematic, for several reasons. 

The issues are more easily addressed when we begin with the accepted definition of 

“documentary,” as coined by the British filmmaker John Grierson in 1926—a 

description which was still held as the standard in the 1970’s:  

The term “documentary” was coined by British filmmaker John Grierson 
in the mid-1920’s, who noted in a review of Robert Flaherty’s non-fiction 
film Moana that “the film has documentary value” (11).  The principles 
of documentary, as Grierson saw them, are fivefold: documentary, as 
opposed to fiction, makes use of “natural material” or found material; 
the emphasis of documentary must always be upon the “living scene and 
the living story” (37); the documentarian must come into some sort of 
intimacy with the material with which he or she is working for it to be 
authentic; the documentarian must recognize the distinction between 
description and drama and create an “interpretation” of what he/she 
studies (38); and finally, the documentarian must always have a sense of 
“social responsibility” (41).110

Grierson’s articulation of what constitutes “documentary” was embraced by British and 

U.S. filmmakers alike.111 Still photography was not exempt from these defined 

parameters for documentary work and the filmmaker was quoted extensively in 

Beaumont Newhall’s influential The History of Photography from 1839 to the Present 

Day, published by the Museum of Modern Art in 1949, when the curator prefaced 

work made by photographers who had been employed by the U.S. Department of 

Agriculture’s Farm Security Administration between 1935 and 1944.112  
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 Using Grierson’s checklist, we see that Mark fulfilled four of its requisites: Her 

subjects were found and she engaged them in their “natural” environment; she and 

Jacobs recorded the patient’s day-to-day existence without disrupting their familiar 

routines; by committing to living on the ward for more than a month, both Mark and 

Jacobs developed a rapport and camaraderie with most of the women photographed; 

based on the selection of images for the book, most of the photographs were of candid 

moments in the hospital, with very few examples of the woman/patient directly 

engaging the photographer/camera.  The final stipulation—”the documentarian must 

always have a sense of “social responsibility””—is a little harder to answer for Ward 

81.  Do exhibitions and a published photo-book satisfy this clause?  

 When it is suggested that documentary photography is side-stepping the 

expectation of social responsibility, it is perceived as advantageous, in that, the 

photographer is suspect when the only person who ultimately benefits from the 

imagery is the photographer, rather than the disadvantaged individual or people 

represented.  This issue becomes the crux of voluminous critical debate beginning in 

the 1970’s and focusses on the aestheticization of documentary photography, 

highlighting its regular appearance in art museums and commercial galleries.  “My 

work has consistently been within the tradition of social documentary photography.  

Throughout the years I have been striving to find projects which I both wanted to 

photograph and felt should be photographed.”— Mary Ellen Mark113  Mark appears to 

be playing both sides, as it were.  Photography critics have described Mark as “our 
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resident 35 millimetre anthropologist, [...]”114 and an “unusual” photojournalist, for 

reason that, as of 1980, her photographs “may be found in posh art galleries, or in 

carefully reproduced books. [... That she] straddles the worlds of art and commerce 

[...]”115  If an artist is to be defined, she is neither the typical conceptual artist using 

photography as her medium, nor is she following the mode of traditional journalism, in 

the sense that Ward 81 was not created as a picture story with a narrative nor were the 

images used (published) as part of any direct advocacy for the mentally ill, as had been 

done by Mark’s predecessors and idols.116  She is thus a prime example of a 

documentary photographer who made absolute claims that her photographic 

production was not only artistic but should be categorized as “art” and viewed in the 

established spaces for art, i.e., museums and galleries.  As noted in Stephen Bull’s 

overview of the evolution of the genre in the U.S., photographs categorized as 

“documentary photography” transitioned from “objective reality” in the 1930’s to 

“expressive realism” by the 1950’s.  In addition, with Edward Steichen’s Family of Man 

(1955) and John Szarkowski’s New Documents (1967) exhibits at the Museum of 

Modern Art in New York as precedents, “By the 1970s, [...] ‘honorable’ documentary 

photography was commonplace in galleries: a form of image making where 

practitioners show concern for their subjects while simultaneously expressing their 
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own gifts as photographers [...].”117  With that in mind, Mark can be designated as a 

transitional figure between traditional documentary work, used for publication and 

reportage, to the accelerating trend of displaying and selling photographs classified as 

“documentary” in commercial galleries, as well as art museums. 

From the earliest times of the institution known as the ‘asylum’, sufferers 
of mental illness, or those incarcerated and designated ‘mad’, became 
the objects of a public gaze.  This ‘looking at’ the madman was most 
obvious, most overt, at the Bethlem Royal Hospital in London, popularly 
known as ‘Bedlam’,118  where the insane were subjected to the gaze of 
mawkish onlookers and tourists.119

 What is most striking, among all the photographs, is that several of the women 

appear to shy away from, recoil, or retreat from Mark. [Fig. 38, 40, 76, 77, 78, 79, 80 

and 81]  That they deliberately try to hide themselves from the camera, and that Mark 

chose to include these images in the book, brings up another issue of “concerned 

photography” that spring boarded from the writings of Susan Sontag:

“The camera is a kind of passport that annihilates moral boundaries and 
social inhibitions, freeing the photographer from any responsibilities 
toward the people photographed,” Sontag wrote. “To photograph people 
is to violate them, by seeing them as they never see themselves, by 
having knowledge of them they can never have; it turns people into 
objects that can be symbolically possessed. ...”120
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119 Catherine Coleborne, “Exhibiting ‘Madness’: Material Culture and the Asylum,” Health & History 
(2001  3/2): 104.

120 Jonathan Green, American Photography: A Critical History 1945 to the Present (New York: H.N. 
Abrams, 1984), 197.
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 In this vein, artist/activist Martha Rosler, having herself documented impoverished 

areas in New York, began her own critical investigation of documentary photography, 

assessing its original goals and uses in the early 20th century compared with the 

production and exhibition of documentary work by her immediate predecessors and 

contemporaries.   In her essay, “In, Around, and Afterthoughts (on documentary 

photography)” (1981) Rosler coins the phrase “victim photography,” whereby the 

victim photographed—of poverty, homelessness, or illness—is also a victim of the 

camera.121  She attests that, “Documentary photography has come to represent the 

social conscience of liberal sensibility presented in visual imagery”122 but is no longer 

“combined with other forms of discourse, for the rectification of wrongs,” as reformers 

had done through the 1950’s and into the 1960’s.123  The lack of advocacy on the part 

of contemporary documentary photographers,124 for the people they photograph, is 

indicative of, in her mind, an even more insidious trend:  “The exposé, the compassion 
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121 Martha Rosler, “In, Around, and Afterthoughts (on documentary photography),” in Richard Bolton, 
ed., The Contest of Meaning: Critical Histories of Photography (Cambridge, MA: MIT Press, 1992), 306.

122 Ibid., 303.

123 Rosler specifically refers to the work of Jacob Riis and Lewis Hine. Jacob Riis (1849-1914) was a 
newspaper reporter who covered the police beat in New York city beginning  in 1877.  He learned 
photography in order to draw attention to his reports on low grade tenement housing, overcrowding and 
poor sanitation that generally affected immigrant workers.  Riis also gave slide presentations at churches 
to encourage charity among the middle and upper classes . Lewis Hine was an educator and reformer 
who took up photography as a means of expressing his social concerns.  He is most noted for his photo 
essay on Ellis Island and his work as full-time investigator for the National Child Labor Committee, 
beginning in 1908.  Kay Davis, “Documenting “The Other Half”: The Social Reform Photography of 
Jacob Riis,” American Studies, University of Virginia, accessed March 15, 2013, http://
xroads.virginia.edu/~ma01/davis/photography/riis/riis.html. "Lewis W. Hine: Newsies at Skeeter Branch, 
St. Louis, Missouri, 11:00 am, May 9, 1910 (1970.727.1)" in Heilbrunn Timeline of Art History (New 
York: The Metropolitan Museum of Art, 2000), accessed March 15, 2013, http://www.metmuseum.org/
toah/works-of-art/1970.727.1 (October 2006). Rosler, “In, Around, and Afterthoughts (on documentary 
photography),” in The Contest of Meaning: Critical Histories of Photography, 304.

124 “Contemporary” in this context references work from the 1960’s through the 1970’s, as the essay was 
originally published in 1981.
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and outrage, of documentary fueled by the dedication to reform has shaded over into 

combinations of exoticism, tourism, voyeurism, psychologism and metaphysics, trophy 

hunting—and careerism.”125  At the same time, the person or persons photographed is 

mythologized as representative of that predicament or circumstance.126  

 The American photographer Diane Arbus (American, 1923 - 1971) has been cited 

as one of the more egregious examples of subject manipulation and for subverting the 

images of those she photographed.127  Just one generation ahead of Mark, they are 

often compared.128  As well, Arbus’ Untitled series—photographs of mentally 

handicapped children and adults—is frequently mentioned as a comparable body of 

work to Mark’s Ward 81 series.129

 By the late 1960‘s, Arbus was an established magazine photographer and had 

exhibited her photographs at the Museum of Modern Art.130  In 1969 she began to 
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125 Rosler, “In, Around, and Afterthoughts (on documentary photography),” in The Contest of Meaning: 
Critical Histories of Photography, 306.

126 Ibid., 307.

127 Susan Sontag, “America, Seen Through Photographs, Darkly” (1977), in Photography in Print: 
Writings from 1816 to the Present, ed. Vicki Goldberg (Albuquerque: University of New Mexico Press, 
1988): 519.

128 Sarah Boxer, “Images That Won’t Let Go of the Eye,” New York Times (October 18, 1996): sec. C34.

129 Two reviewers of the Castelli Graphics show of Ward 81 compared Mary Ellen Mark’s work to Diane 
Arbus.  Other critics have also brought up Arbus in comparison, when reviewing Mark’s retrospective 
monographs.  While one reviewer noted that Mark does not like to be compared to Arbus, in 1993, in 
an interview with the British Journal of Photography, Mark cited Arbus as one of her influences.  Andrea 
Barnet, “A Lot Like Us,” New York Times (April 30, 2000): BR20. Sarah Boxer, “Images That Won’t Let Go 
of the Eye,” New York Times (October 18, 1996): C34. Michael Hallett, “Capturing the Human 
Condition. (Mary Ellen Mark, 25 Years: Royal Photographic Society, Bath, England; Exhibit),” British 
Journal of Photography  140 (July 22, 1993): 18. Hughes, “Pictures at an Institution: Some Mournful 
Images from a Mental Hospital,” Review, Time: 91; Loring, “Castelli Graphics Gallery, New York; 
Exhibit,” Art in America: 111.

130 Diane Arbus was included in the “New Documents” show at the Museum of Modern Art, curated by 
John Szarkowski.
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photograph the mentally disabled.  With permission of the care facilities, Arbus would 

visit semi-regularly to photograph the  residents, usually when they were having 

picnics, outings and social events.131  Arbus visited these homes and made pictures of 

the handicapped individuals until 1971, the year of her suicide. 

 Since these two projects are mentioned in tandem with such frequency, the 

author will briefly compare select images from each body of work, to illustrate their 

similarites and, especially, their differences.  To begin, the impetus for Ward 81 and 

Untitled appear to be the same, in that, both Mark and Arbus embarked on these 

projects out of personal interest in the people/topic, versus an editorial assignment.132  

Yet while Arbus was initially excited about her images of the mentally disabled133 very 

few of them were ever exhibited and none of them were published until the artist’s 

estate produced the book Untitled  in 1995.134  Mark, on the otherhand, intended to 

publish a book of the work, with Jacobs, from the outset.  Also, Arbus visited her 

subjects at various care facilities sporadically over the course of two years, while Mark 

and Jacobs, for the most part, lived with their subject for 36 days; they were with the 

same women/patients for more than a month and came to know their subject 

intimately.
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131 Diane Arbus, Doon Arbus, and Yolanda Cuomo, Untitled (New York, N.Y.: Aperture, 1995): n.p.

132 Mary Ellen Mark and Diane Arbus both did editorial work for magazines and publications, in 
addition to other for-hire jobs.  “Mary Ellen Mark - Biography - Resume,” Mary Ellen Mark’s website, 
accessed August 12, 2012, www.maryellenmark.com/bio_resume/bio_resume.html.; Anthony W. Lee, 
“Noah’s Ark, Arbus’s Album,” in Diane Arbus: Family Albums, 21-22.

133 Arbus apparently discussed this body of work with her former teacher Lisette Model.  Per Doon 
Arbus’ essay for the book Untitled, her mother was initially happy with the images, but later, in 1971, 
told Model that she hated the pictures.  Arbus, Arbus, and Cuomo, Untitled, n.p.

134 Ibid., n.p.
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 There are several photographs by the two photographers that are very similar.  In 

Mark’s Ward 81 (300B-051-005) [Fig. 82] and Arbus’ Untitled (#17) [Fig. 83] there is 

little to distinguish the two in terms of basic composition: both are straight-on portraits 

of an individual in a white gown, standing off-center in a relatively neutral space or 

environment; Arbus’ subject is in a mowed grass field with a treeline at the horizon 

and an overcast sky; Mark’s subject is in a white room with a dark floor with light 

coming in from a tall, 12-pane window overlaid with grating.  The most eye-catching 

difference between the two is that Arbus’ subject is wearing a skeleton mask for, 

presumably, Halloween.

 Most of Arbus’ images from the Untitled series are taken outside, but there are a 

few shots indoors.  Mark’s Ward 81 (300B-017-028) [Fig. 84] and Arbus’ Untitled (#6) 

[Fig. 85] are both images taken in what feels like a recreation room or communal 

space, with multiple figures engaged in their own activities, rather than each other.  In 

Mark’s photograph there are four women listening to music.  The open room has a 

linoleum tiled floor, large window, an office wall clock, and (presumably) a cabinet 

sized record player.  In the foreground is a woman on her knees who has bent her 

body all the way back, such that she is parallel to the floor.  She is wearing blue jeans 

with a broad belt and a shirt that is stretched back to expose her belly button, due to 

her full bend.  Toward the back of the room, and to the left, is a couple slow-dancing.  

The partner with her back to the camera is a woman with long dark hair in a loose 

pony-tail plus a headband, a plaid work shirt and bell-bottomed dark pants.  We can 

see only the outline of the upper body and head of the partner facing the camera.  To 

the right of the composition and also in the back of the room is a young woman 
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leaning against the right corner of the cabinet where, it is assumed, a record is playing.  

She has long dark straight hair and wears a long sleeved cardigan sweater and pants.  

Her eyes are closed and her mouth open, giving the impression that she’s singing along 

to the music.  Her left arm is wrapped around her waist and her right hand holds up a 

cigarette just in front of her shoulder and her elbow is tucked into her waist.

 In the comparable image by Arbus [Fig. 85], the room is similar, with plain walls 

and linoleum tiled floor but seemingly without windows.  The only source of light is 

the photographer’s acrid flash.   To the far left of the composition is a child’s “Radio Jet” 

wagon, tucked against the wall.  Standing next to it is a young girl, who may be ten or 

12 years old.  She appears off balance, her right arm is raised toward her head, as if to 

catch herself.  She wears a short-sleeved plaid, button-down cotton dress.  Her hair is 

dark and straight, in a bowl cut.  Most striking are her dark full lips and that her eyes 

are blank, literally; the thin, dark outline created by her eyelashes help to clarify that 

her pupils are rolled back; only the whites of her eyes are visible.  Toward the back left 

corner of the room, where the camera is pointed, is another child, about the same age, 

hunched over in a chair. Her/his body is draped over an oversized, black and white 

stuffed animal.  In the center of the floor is a girl on her back.  She too has short dark 

hair and light skin.  She wears a short-sleeved shirt, over an undershirt, knee length 

shorts, ankle high white socks and generic canvas high-top basketball shoes.  Her 

knees are lifted up, supporting the seat of a chair, such that the legs of the chair point 

up toward the ceiling.  Her body is at three-quarter to the camera and we can see she 

has a bucolic expression and closed eyes.
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 Arbus’ image is decidedly strange  when compared to Mark’s photograph: Arbus 

has used a flash, whereas Mark has taken advantage of the diffuse natural light 

available; Arbus’ girls are photographed at an awkward moment—the girl at the left off 

balance, the girl at center curiously playing with a chair, and the girl in the back left 

corner alone in the dark—, while the women in Mark’s photograph seem to be lost in 

music, either dancing, singing or laying in the center of the room.  As well, the most 

notable difference of Arbus’ picture is that the girl in the dress has no eyes—whited 

out, there is a sense of the demonic, which infects the entire scene.  There is also an 

out-of-focus bulbous protrusion at the bottom edge of Arbus’ composition.  It is 

difficult to tell if it’s a renegade finger caught in front of the lens or a miscalculated 

object in front of the camera.  In either case, the mysterious object only adds to an 

overall sense of oddity with regards to Untitled #6 [Fig. 85].  Mark’s photograph, by 

contrast, is a moment of escapism; four women enjoying and losing themselves in 

music. 

 In her essay, “America, Seen Through Photographs, Darkly,” Sontag, in analyzing 

Diane Arbus’ portraiture work, suggests that, “... all [Arbus’] subjects are equivalent.  

And making equivalences between freaks, mad people, suburban couples, and nudists 

is a very powerful judgement ...”135  It has been remarked that Arbus tends to 

emphasize the ‘otherness’ of her subjects and that, despite familiarity,136 she colors 
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135 Sontag, “America, Seen Through Photographs, Darkly” (1977), in Photography in Print: Writings from 
1816 to the Present: 519.

136 “Arbus [ ] famously “befriended” persons whom she met and wanted to photograph, but that seems 
to have meant merely that she somehow won their trust and thus was allowed to photograph them, often 
in their homes (none of the sitters in her best-known images is caught unawares).” Michael Fried, Why 
Photography Matters As Art As Never Before (New Haven: Yale University Press, 2008): 196.



them, if you will, as abnormal, in the way she captures an exaggerated sense of 

strangeness, which she deliberately keeps at a distance. 

 In comparison to Arbus, then, Mark’s photographs are seen as having been made 

out of sincere interest to discover and record the normative existence of the patients of 

Ward 81.  Yet, while the photographs of Ward 81 could be classified as “normal” 

portraits of the mentally ill,137 they are still photographs of a fringe segment of society.  

By the mere fact that the patients were interesting enough to be photographed, is the 

photographer emphasizing their otherness?

In its most familiar manifestations, from the 1930s to the present, [the] 
practices [of concerned documentary and photojournalism of] 
represent[ing] those individuals or groups—poor, the homeless, the 
famine victim, the ill, the deviant, the outcast, the primitive—who, not 
having themselves the means or even the motives for self-representation, 
are represented for the gaze of the relatively powerful.  Irrespective of 
motive and ameliorative intention, the representational politics here are 
operative on two levels.  On one level, insofar as such imagery can deal 
only with appearances, not with causes or determinations, structural or 
political explanation or analysis is precluded.  Thus, what is in effect the 
result of a history, a politics, or a web of causality is congealed into an 
image, a spectacle, a decontextualized fragment that leaves unaddressed 
the question of structural redress rather than privatized response.  At 
another level, the objectification and rendering into spectacle inseparable 
from conventional documentary modes operates to secure the otherness 
of the other while fostering an essentially voyeuristic relation to actuality 
on the part of the spectator.138  

In essence, Mark’s photographs, no less than Arbus’ images, permanently register the 

subject as different; these women are striking enough in difference from the 
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137 As noted earlier, prior to Theordore Gericault’s Portraits of the Insane, the mentally disturbed were 
generally rendered as caricatures or in a heightened state of agitation. Eitner, Géricault, His Life and 
Work, 246.

138 Abigail Solomon-Godeau, “Representing Women: The Politics of Self-Representation,” in Reframings: 
New American Feminist Photographies. (Philadelphia: Temple University Press, 1995): 296.



mainstream population to be an extraordinary subject and potentially thought to be of 

interest to an audience who gravitates to documentary photography, engaged with 

women’s issues, and/or has an interest in psychiatry or psychology.  Above and beyond 

that, the emphasis needs to be made that Mark deliberately sought out the rarefied 

realm of fine art galleries and museums, almost exclusively, to show the work,139 and 

the original impetus for the Ward 81 project was to publish a book.  That the artist’s 

initial efforts after the photographs were taken, to secure funding for printing and 

schedule exhibitions, supports the notion that these images were made for a spectator 

and as a commodity. 

 In 1977, Mary Ellen Mark was invited to join the Magnum Photo agency.140  

Considering the agency’s mission to report and tell stories, the invitation was likely 

based on Mark’s editorial projects, like her story about chronic drug use in London for 

Look magazine in 1970141 and the Ward 81 project,142 versus her film work.143  Not 
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139 With exception of Karen Folger Jacobs’ piece written for Society, the only found magazine articles 
about Ward 81 were exhibition reviews and an interview with the photographer that revolved around 
this particular body of work; no picture stories or profiles about the Oregon State Hospital using Mark’s 
photographs were located by the author.

140 Mark, and Fulton, Mary Ellen Mark: 25 Years, http://www.maryellenmark.com/text/books/25_years/
text001_25years.html.

141 “What the English are Doing about Heroin” (1970) was a story Mark sold to Look magazine. Mark, 
and Fulton, Mary Ellen Mark: 25 Years, http://www.maryellenmark.com/text/books/25_years/
text001_25years.html.

142 The exact reasons behind the invitation to join Magnum Photo are unknown.  According to current 
president, Susan Meiselas, board meetings are not recorded, nor are meeting notes taken and so there is 
no physical record of what was discussed exists.  Susan Meiselas, email communication with the author, 
February 21, 2013.

143 By 1977, Mark had worked on several major feature films as still photographer, including Carnal 
Knowledge (1971), The Day of the Locust (1975), Fellini Satyricon (1969), and One Flew Over the 
Cuckoo’s Next (1975). Mark, and Fulton, Mary Ellen Mark: 25 Years, http://www.maryellenmark.com/
text/books/25_years/text001_25years.html.
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surprisingly, the topic of public mental health institutions had been of interest to 

several of the Magnum photographers over the years, but were about facilities outside 

the U.S.  As noted earlier, Eve Arnold and W. Eugene Smith both photographed an 

asylum in Haiti.  A selection of Arnold’s images were included in her 1976 monograph 

The Unretouched Woman.144  Other Magnum colleagues who did projects on mental 

healthcare in the 1970’s, before and after Mark’s Ward 81, were Martin Parr (British, b. 

1952) and Raymond Depardon (French, b. 1942).  

 Although neither photographer lived with the patients, such as Mark was able to 

do, both Parr and Depardon dedicated a significant amount of time to their projects.  

For Martin Parr, the connection to the Prestwich Mental Hospital in Manchester, 

England, was personal—  in 1972, “the brother of a friend of mine was admitted to 

Prestwich and I went to the hospital out of pure curiosity.”145  With permission from the 

staff, Parr, still a student at the time, visited the facility three to four times a week over 

(approximately) ten weeks, photographing the patients, the nurses, daily activities and 

outings. [Fig. 86 - 91]  His final project consisted of three albums that contain over 50 

photographs interspersed with typed text about the hospital and the scheduled 

activities of its residents.146 [Fig. 92 and 93]  It’s apparent, however, that Parr’s interest 

in mental healthcare grew beyond mere curiosity, for when he assembled his albums, 
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144 Considering Mark’s affiliation with the Magnum agency that year, she may have seen the book at the 
Magnum New York office.  This, however, is pure speculation.

145 Martin Parr, interview with the author, February 2, 2012.

146 According to the photographer, the Prestwich series has never been published, the work is available 
through Magnum Photos.  Parr has been a member of Magnum since 1994.  Martin Parr, interview with 
the author, February 2, 2012; “Martin Parr (British, b. 1952),” Magnum Photos, accessed March 23, 
2013, http://www.magnumphotos.com/C.aspx?
VP3=CMS3&VF=MAGO31_9_VForm&ERID=24KL5357TF.

http://www.magnumphotos.com/C.aspx?VP3=CMS3&VF=MAGO31_9_VForm&ERID=24KL5357TF
http://www.magnumphotos.com/C.aspx?VP3=CMS3&VF=MAGO31_9_VForm&ERID=24KL5357TF
http://www.magnumphotos.com/C.aspx?VP3=CMS3&VF=MAGO31_9_VForm&ERID=24KL5357TF
http://www.magnumphotos.com/C.aspx?VP3=CMS3&VF=MAGO31_9_VForm&ERID=24KL5357TF


the first page of the first album has a newpaper clipping from the News of the World 

that reports on the violence and neglect in state run hospitals.  Parr also circled one 

half sentence that reads, “—nobody can pretend to be ignorant of the facts.”147 [Fig. 

94]

 Raymond Depardon joined Magnum Photos in 1978, one year after Mark.  A year 

later, Depardon began photographing psychiatric hospitals around Italy, including 

facilities in Arezzo, Collegno, Naples, Trieste, Turin and Venice. [Fig. 95, 96 and 97]  

His book San Clemente, photographs of the patients of the San Clemente psychiatric 

hospital in Venice, was published in 1984.  [Fig. 98 - 101] According to the artist’s 

statement at the end of the book, Depardon’s photographs had been shown in a variety 

of exhibitions around Italy organized by Bassaglia, an anti-psychiatry movement—in 

the vein of R.D. Laing’s activities in England—that endeavored to find alternative 

treatments for the mentally ill and integrate them back into society.148 [Fig. 102]

 All this is to say that, Mark’s Magnum colleagues were well aware of the potential 

social impact that their work could make and they geared their projects toward 

educating their audience (Parr) and/or advocating on behalf of the patients’ welfare via 

organizations dedicated to care reform (Depardon).  It is in this way that Ward 81 is a 

distinct departure from social documentary and reportage.  Although Mark did not use 

the photographs for a magazine story about mental healthcare in the U.S. or lend use 

of the images to the hospital, the process of creating the photographs was thought to be 

therapeutic for the patients.  Greg Zurbrugg, who was probably the youngest member 
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147 “A friend they need,” News of the World, February 13, 1972, 4.

148 Raymond Depardon and Bernard Cuau, San Clemente ([Paris]: Centre national de la photographie, 
1984), n.p.



of the security staff at the time, stated that, when he learned about Mark’s project he 

thought it was “pretty cool.”149  

I also thought it was cool that that clients, the patients, the female 
patients, were getting attention—that kind of attention from somebody 
that wasn’t a staff person being paid to give them attention. I think they 
appreciated, for the most part, that kind of opportunity. I don’t know that 
absolutely, if [it was] across the board. There may have been times when 
some of them would have [preferred] that [Mark] didn’t take certain 
photographs, but for the most part I think it was reciprocal between 
[Mark] and the patients.“150
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149 Greg Zurbrugg, interview by the author, July 31, 2012.

150 Greg Zurbrugg, interview by the author, July 31, 2012.



Conclusion

 The civil commitments made by governing bodies in Europe and the United States 

in the latter half of the 19th century—to provide facilities for the care of the mentally ill 

in a humane fashion151—were expected to alleviate a social burden but instead 

managed to launch a monopolized industry that succinctly reinforced stereotypes 

based on class and gender.152  Reports before and after the mass construction of public 

asylums in Europe reveal that the understanding among physicians and the general 

public was that mental illness affected primarily women;153 not only were women the 

primary benefactors of state welfare and cared for in state-run asylums,154 the facilities 

were deliberately built to accommodate more women than men,155 not to mention 
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151 A model followed by U.S. legislative bodies, thanks to the efforts of Dorothea Dix.  Wayne Viney, 
“Dorothea Dix,” Unitarian Universalist History & Heritage Society Accessed February 18, 2013. http://
www25.uua.org/uuhs/duub/articles/dorotheadix.html.

152 “In a society that not only perceived women as childlike, irrational, and sexually unstable but also 
rendered them legally powerless and economically marginal, it is not surprising that they should have 
formed the greater part of the residual categories of deviance from which doctors drew a lucrative 
practice and the asylums much of their population. Moreover, the medical belief that the instability of 
the female nervous and reproductive systems made women more vulnerable to derangement than men 
had extensive consequences for social policy.  It was used as a reason to keep women out of the 
professions, to deny them political rights, and to keep them under male control in the family and the 
state.  Thus medical and political policies were mutually reinforcing.  As women’s demands became 
increasingly problematic for Victorian society as a whole, the achievements of the psychiatric profession 
in managing women’s minds would offer both a mirror of cultural attitudes and a model for other 
institutions.” Elaine Showalter,  The female malady: women, madness, and English culture, 1830-1980 
(New York: Pantheon Books, 1985), 72-73.

153 The novelist Charles Dickens observed in his 1851 article for the magazine Household Worlds, “The 
experience of this asylum did not differ, I found, from that of similar establishments, in proving that 
insanity is more prevalent among women than among men. [...] Female servants are, as is well known, 
more frequently afflicted with lunacy than any other class of persons.”  Elaine Showalter, “Victorian 
Women and Insanity,” Victorian Studies Vol. 23, No. 2 (Winter, 1980): 160.

154 Showalter, “Victorian Women and Insanity,” Victorian Studies: 162.

155 Ibid.: 164.

http://www25.uua.org/uuhs/duub/articles/dorotheadix.html
http://www25.uua.org/uuhs/duub/articles/dorotheadix.html
http://www25.uua.org/uuhs/duub/articles/dorotheadix.html
http://www25.uua.org/uuhs/duub/articles/dorotheadix.html


that, if the woman was poor, the criteria for being declared mad was far less stringent 

than if she was of higher social rank.156

 The consistent predominance of women in the psychiatric system, at the end of 

the 19th century and through to the 1970‘s, provides a simple explanation for the 

proliferation of imagery of women within the context of mental illness over the course 

of photography’s history.  That Mary Ellen Mark chose to focus her project on the 

women’s ward at the Oregon State Hospital caters to that historical thread, though this 

was likely inadvertent.  Moreover, in the same way that feminist literature has used the 

“hysterical narrative” as a way to explore reactionary thought and deconstruct 

traditional definitions of woman, Mark and Jacobs recognized that, “Living on 81 

[would] test our concept of “woman.””157  Clearly, their investigation was consistent 

with the foundational elements of the Women’s Movement in the U.S. in the 1970’s,158 

and only one of many projects that reflected popular culture’s continued interest in 
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156 Ibid.: 161-162.

157 Jacobs, “Ward 81,” in Society: 76.

158 “It was the accepted notion of the "abnormality" or "social insignificance" of women's experience as 
a subject for art that made Plath's themes of rage and vengeance so heady a model for young writers, 
especially women, and in America, at least, this insight fueled a social movement in which grassroots 
feminism was the theory, grassroots poetry the practice. Among students and among women readers, 
Plath and Sexton were necessary aids to understanding hysteria as resistance to social programming. 
Consequently, writing poetry in the manner of Plath and Sexton became a mode of consciousness-
raising.“  
Mason, “Anne Sexton and Her Times,” review of Anne Sexton: A Biography by Diane Wood 
Middlebrook, The Hudson Review: 167.



mental illness, as seen in the proliferation of the topic in contemporary scholarship,159 

literature,160 feature films,161 and film documentaries162 in that decade. 

 That said, recognizing that the visual record registers the subject as “other” cannot 

be discounted, especially knowing that this work was made for a spectator.163  Despite 

the sincere interest to discover and record the daily experience of mentally ill women 

in institutional care, Mark was drawn to the Oregon State Hospital and, subsequently, 

Ward 81 for reason that the subject was anything but “normal,” which was 
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159 Two additional books by Michel Foucault about mental illness would be translated and published in 
the U.S. in the 1970’s: Birth of the Clinic: An Archeology of Medical Perception (Pantheon Books, 1973); 
Mental Illness and Psychology (Harper & Row, 1976).  One other book of note is Bennett Simon 
Cornell’s Mind and Madness in Ancient Greece: The Classical Roots of Modern Psychiatry (1978).

160 A short list of fiction from the 1970‘s classified under the subject genre “mentally ill”:  Mary Barnes’ 
Two Accounts of a Journey Through Madness (1972); John Gardner’s October Light (1976); Margaret 
Gibson’s The Butterfly Ward (1976); Doris Lessing’s Briefing for a Descent into Hell  (1971), Sylvia Plath’s 
The Bell Jar (U.S. publication date, 1971); David Plante’s The Ghost of Henry James  (1970); Hubert 
Selby The Room (1971); Mary Jane Ward The Other Caroline (1970); Hillary Waugh’s Madman at My 
Door  (1978).  “Mentally Ill” Subject Phrase search, WordCat, accessed March 27, 2013, http://
newfirstsearch.oclc.org.ezproxy.pratt.edu:2048/WebZ/FSFETCH?fetchtype=searchresults:next=html/
records.html:bad=error/
badfetch.html:resultset=1:format=BI:recno=71:numrecs=10:entitylibrarycount=304:sessionid=fsapp1-38
469-hesl7az0-ny94zr:entitypagenum=9:0.

161  A short list of feature films from the 1970‘s classified under the subject genre “mentally ill”:  Richard 
Benner’s Outrageous! (1977, based on Margaret Gibson’s 1976 book The Butterfly Ward.) John 
Cassavetes’ A Woman Under the Influence (1974); Milos Foreman’s One Flew Over the Cuckoo’s Nest 
(1975, based on Ken Kesey’s novel of the same title.); Esben Storm’s 27A (1974). “Mentally Ill” Subject 
Phrase search, WordCat, accessed March 27, 2013, http://newfirstsearch.oclc.org.ezproxy.pratt.edu:
2048/WebZ/FSQUERY?format=BI:next=html/records.html:bad=html/
records.html:numrecs=10:sessionid=fsapp1-38469-hesl7az0-
ny94zr:entitypagenum=21:0:searchtype=advanced.

162 A short list of documentary films from the 1970‘s classified under the subject genre “mentally ill”: 
Asylum (1972); Inside the cuckoo’s nest (1977); The long-term psychiatric patient (1975); Madness and 
Medicine (1977); One Man’s Madness (1976). “Mentally Ill” Subject Phrase search, WordCat, accessed 
March 27, 2013, http://newfirstsearch.oclc.org.ezproxy.pratt.edu:2048/WebZ/FSQUERY?
format=BI:next=html/records.html:bad=html/records.html:numrecs=10:sessionid=fsapp1-38469-
hesl7az0-ny94zr:entitypagenum=21:0:searchtype=advanced.

163 As noted, Mark garnered two grants to make prints and showed the photographs at galleries, libraries 
and art museums between 1976 and 1981, in addition to having a book published. “Mary Ellen Mark - 
Biography - Resume,” Mary Ellen Mark’s website, accessed August 12, 2012, www.maryellenmark.com/
bio_resume/bio_resume.html.
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fundamentally no different than Diane Arbus’ fascination with the mentally 

handicapped.

I think that a good deal of the generalized esthetic appeal of Arbus’s 
work, along with that of most art photography, has to do with this 
indeterminacy of reading, this sense of being cast adrift between 
profound social insight and refined solipsism.  At the heart of this 
fetishistic cultivation and promotion of the artist’s humanity is a certain 
disdain for the “ordinary” humanity of those who have been 
photographed.  They become the “other,” exotic creatures, objects of 
contemplation. Perhaps this wouldn’t be so suspect if it weren’t for the 
tendency of professional documentary photographers to aim their 
cameras downward, toward those with little power or prestige.164

 The question then becomes, what is the photographer’s responsibility to her/his 

subject?  Mark stated in a 1978 interview that, “Looking back now, I feel that the 

pictures are almost like a scrapbook, a memory of a certain time in my life and in 

theirs.  I wanted to help these women make contact with the outside world by letting 

them reach out and present themselves.  I didn’t want to use them.  I wanted them to 

use me.”165

Suppose we regard art as a mode of human communication, as a 
discourse anchored in concrete social relations, rather than as a 
mystified, vaporous, and ahistorical realm of purely affective expression 
and experience. Art, like speech, is both symbolic exchange and material 
practice, involving the production of both meaning and physical 
presence.  Meaning, as an understanding of that presence, emerges from 
an interpretive act. Interpretation is ideologically constrained.  Our 
readings of past culture are subject to the covert demands of the 
historical present.  Mystified interpretation universalizes the act of 
reading, lifting it above history.  The meaning  of an artwork ought to be 
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164 Allan Sekula, “Dismantling Modernism, Reinventing Documentary (Notes on the Politics of 
Representation),” Massachusetts Review Vol. 19, No. 4, Photography (Winter, 1978): 865.

165 Bailey, “Ward 81: Mary Ellen Mark’s poignant scrapbook,” American Photographer, http://
www.maryellenmark.com/text/magazines/american%20photographer/911T-000-001.html.
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regarded, then, as contingent, rather than as immanent, universally 
given, or fixed.166

 And yet, with the medium of photography, and with “documentary” work 

especially, the natural inclination is to secure the image as being a visual record, of a 

person, a time, a place, an event or a situation.  “[The photographic image] is a 

product of human labor, a cultural object whose being—in the phenomenological 

sense of the term—cannot be dissociated from its historical meaning and from the 

necessarily datable project in which it originates.”167  Beyond that, there is a tendency 

to categorize, and within the classifications we establish expectations based on 

historical precedents.

 Many of the photographs included in Mary Ellen Mark’s Ward 81 are, without 

question, artistic if one assess the images based on their compositional structure and 

the way in which certain pictures are evocative of familiar imagery of our art historical 

past.  That said, and based on the natural assumptions made about this project, as a 

work of social documentation or even an anthropological record,168 it was not 

intended as such, especially if Grierson’s rule of rule “social responsibility”169 is 

respected; that the voice Mark promised her subjects has been denied when she 
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166 Sekula, “Dismantling Modernism, Reinventing Documentary (Notes on the Politics of 
Representation),” Massachusetts Review: 859.

167 Hubert Damisch and John Berger, “Five Notes for a Phenomenology of the Photographic Image,” in 
Photography in Print, ed. Vicki Goldberg (Albuquerque: University of New Mexico Press, 1988), 288.

168  Vicki Goldberg quoted as saying that Mary Ellen Mark is “our resident 35 millimetre 
anthropologist, ...” Michael Hallett, “Capturing the Human Condition. (Mary Ellen Mark, 25 Years: Royal 
Photographic Society, Bath, England; Exhibit),” British Journal of Photography  140 (July 22, 1993): 18.

169 Finnegan, “Documentary in “U.S. Camera”,” Rhetoric Society Quarterly: 60.



refrains from adding the women’s self-chosen aliases to the title of images and instead 

uses negative reference numbers,170 that the audio journal Mark and Jacobs recorded 

each night does not accompany the exhibitions,171 that Mark insists on leaving the 

interpretation and “reading” to the viewer rather than providing detailed captions for 

each image.172 

 The meaning of a photograph, like any artwork, will always be in flux, despite its 

specificity; the reading of an image is invariably dependent on the viewer, the context 

and time in which the image is presented or reproduced, and how much or how little 

information is provided.  The extraordinary circumstances of the Ward 81 project—that 

the artist was allowed to live with her subject—was immediately recognized by critics 
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170 None of the images reproduced in the book have titles or captions.  The Ward 81 images posted on 
the photographer’s website are titled essentially the same, in that, only the negative number changes.  
Example: “Ward 81, Oregon State Hospital, Salem, Oregon, 1976, 300B-001-022.
A 2011 exhibit at the non-profit photography gallery Blue Sky in Portland, Oregon, the wall labels did 
have captions.  Example: “Laurie in the Ward 81 Bathtub, Oregon State Hospital Salem, Oregon 
1976.”  (“Laurie in the Ward 81 Bathtub” is the book cover image.  Interestingly enough, in the book’s 
text, there is no one named Laurie; all the aliases are Gloria, Mary, Grace, Henrietta, Jane, Dixie, Ellen 
and Ann.  Three of the photographs in the Blue Sky show, images that are in the book, are captioned 
with names that are not in the book’s text—Laurie, Mona and Mary Francis.  It is possible these may be 
the subject’s real names, which the artist was asked not to do when the hospital and the families allowed 
her to photograph the patients at the Oregon State Hospital.  
Mary Ellen Mark, and Karen Folger Jacobs, Ward 81 (New York: Simon & Schuster, 1979), 15 - 96; 

“Ward 81,”
Books, Mary Ellen Mark, accessed October 12, 2012, http://www.maryellenmark.com/books/titles/

ward_81
index001_ward81.html; “Mary Ellen Mark,” Blue Sky, accessed March 27, 2013, http://

www.blueskygallery.org
exhibition/mary-ellen-mark/#3; Lisa Martel, email communication with the author, February 6, 2013.

171 No exhibition nor exhibition review has commented on the addition of an audio component.  The 
author did inquire with Ms. Mark’s studio as to whether or not the audio journals are still in her 
possession, and if so, if they are available for listening and/or have ever been transcribed.  The studio 
manager said that she would ask Ms. Mark, but no answer has been received, as of April 2, 2013. 
Meredith Lue, email communication with the author, February 20, 2013.

172 Using the quintessential model for social documentary photography in the U.S., the Farm Security 
Administration, most FSA photographs have detailed captions that note who, what, where and when, 
and sometimes include ancillary information about the person or persons being photographed. “Farm 
Security Administration/Office of War Information Black-and-White Negatives,” Library of Congress, 
accessed January 23, 2013 http://www.loc.gov/pictures/collection/fsa/.
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and the work is still regarded as a revealing and sensitive chronicle of the mentally 

ill173—a view that can never again be accessed.174  

Yet, unlike memory, photographs do not in themselves preserve meaning.  
They offer appearances —with all the credibility and gravity we normally 
lend to appearances— prised away from their meaning. [...] Photographs 
in themselves do not narrate.  Photographs preserve instant 
appearances.175

 Marvin Heiferman, who was head of Photography at the Castelli Graphics gallery 

at the time of Mary Ellen Mark’s show in the spring of 1978,176 recalled that the 

exhibition received a lot of press but no sales.177  Karen Folger Jacobs mentioned that, 

a year after the Castelli show, she and Mark, and especially their publisher, suffered a 

disappointment when, “Nobody bought the book.”178   Since then, however, Fireside 

Books has produced ten printings of Ward 81, with the most recent publication in 
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173 “Unlike Diane Arbus, to whom she has been unjustly compared, Mark emotionally engages her 
subjects, and through this bond we, as viewers, are drawn in too.” Andrea Barnet, “A Lot Like Us,” New 
York Times (April 30, 2000): sec. BR20.

174 The Health Insurance Portability and Accountability Act of 1996 (HIPAA) protects the privacy of a 
patient, protection of their health records and stipulates confidentiality.  Essentially, no director of any 
health care institution would be allowed to grant the access to patients that superintendent Brooks was 
able to give Mary Ellen Mark in 1975/76.  “Health Information Privacy,” U.S. Department of Health & 
Human Services, accessed March 29, 2013, http://www.hhs.gov/ocr/privacy/.

175 John Berger, About Looking (New York: Pantheon Books, 1980), 55.

176 Mr. Heiferman could not remember the exact dates of the show and the Leo Castelli Gallery records 
at the Archives of American Art does not have a file for the Mary Ellen Mark exhibit.  Based on the 
exhibition review in the May/June 1978 issue of Art in America it is reasonable to conclude that the 
show was held in March or April of that year. “Leo Castelli Gallery Records,” Archives of American Art, 
accessed March 30, 2012, http://www.aaa.si.edu/collections/leo-castelli-gallery-records-7351/
more#inventory; Loring, “Castelli Graphics Gallery, New York; Exhibit,” Art in America: 111-112.

177 Mr. Heiferman did not recall there being any sales of the photographs, but that could not be 
confirmed.  Marvin Heiferman, in-person interview with the author, May 16, 2012.

178 Karen Folger Jacobs, telephone interview with author, October 26, 2012.
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2008 by Damiani publishers in Italy.179  Prints from the series have also been included 

in Mark’s retrospective exhibits and publications, including Mary Ellen Mark: 25 Years.  

Mark has also had three solo shows of Ward 81 at galleries since 2007.180 

 

 Perhaps it is because Mary Ellen Mark endeavored to establish herself as a fine art 

photographer that the Ward 81 project has been republished and exhibited with such 

regularity that it has remained a pointed and poignant body of work.  Interestingly 

enough, the Oregon State Hospital recently converted a portion of the original facility 

into a museum, exhibiting the infamous objects synonymous with insane asylums 

along with the quotidian possessions of former patients, snapshots from the archive 

and even displays devoted to One Flew Over the Cuckoo’s Nest.181

 Madness has proven itself to be a topic of fascination since the time of Plato182 

and has appeared pictorially, with regularity, since the 15th century.183  In the process 

of investigating the photographs of the mentally ill, it becomes apparent that the 

impetus for their creation was generally in support of a cause.  For the physicians in the 
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179 Mark, and Jacobs, Ward 81, Bologna [Italy]: Damiani, 2008.

180 Stephen Bulger Gallery, Toronto (2007); John McWhinnie @ Glenn Horowitz, New York, NY 
(2007-2008); Blue Sky Gallery, Oregon Center for the Photographic Arts, Portland, OR (2011). “Mary 
Ellen Mark - Biography - Resume,” Mary Ellen Mark’s website, accessed August 12, 2012, 
www.maryellenmark.com/bio_resume/bio_resume.html.

181 Kirk Johnson, “Once a ‘Cuckoo’s Nest,’ Now a Museum,” The New York Times (March 31, 2013), 
accessed April 1, 2013, http://www.nytimes.com/2013/04/01/us/cuckoos-nest-hospital-is-now-a-
museum.html?hp&_r=0.

182 Valerie French “Mind and Madness in Ancient Greece: The Classical Roots of Modern Psychiatry,” 
Review of Mind and Madness in Ancient Greece: The Classical Roots of Modern Psychiatry by Bennett 
Simon Cornell, The American Historical Review 87, No. 2 (Apr., 1982): 427-428.

183 Michel Foucault cites numerous prominent Northern Renaissance artists, including Heironymous 
Bosch, Thierry Bouts (also known as Dieric Bouts), Pieter Bruegel, Albrecht Dürer and Matthias 
Grünewald, among others. Foucault, Madness and civilization; a history of insanity in the Age of Reason, 
28-29.
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latter half of the 19th century, the photographs of their female patients supplied the 

visual evidence they needed in order to substantiate their theories that biology and 

physiology were predetermining factors that made women more susceptible to lunacy 

than men.184  The primary image makers of the mentally ill by the mid-20th century 

were journalists and photojournalists who endeavored to use their photographs to 

expose victimization,185 advocate institutional and treatment reform,186 and/or support 

new legislation and care facilities.187  Yet while the objective of these photographs was 

to provide visual support for specific aims, many of the photographs have subsequently 

been folded into an art context,188 not unlike the early documentary photography of 

the FSA photographers.189  

 Although made in the documentary mode, Mary Ellen Mark’s Ward 81 project 

had no other directive than artistic investigation.  Like her idols in the Magnum Photo 
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184 Those discussed in Chapter 1included: Hugh Welch Diamond, A. de Montméja, and Albert Londe, 
under direction of Jean-Martin Charcot.

185 Eve Arnold and W. Eugene Smith’s photographs of the Insane Asylum in Haiti (1954 and 1958, 
respectively). (Chapter 2)

186 Jerry Cooke’s images for David Q. Maisel’s exposé in LIFE magazine (1946) and Ray Depardon’s 
photographs toured by the anti-psychiatry movement in Italy, Bassaglia (1979). (Chapter 2 and 5)

187 Richard Avedon had prints of his images of the Louisiana State Mental Hospital sent to Pres. Kennedy, 
to be used as visual support for his Community Mental Health Care Act and allowed the LSMH use of 
the images for fundraising and promotion of new facilities. (Chapter 3)

188 At least two of Dr. Hugh Welch Diamond’s portraits of his patients in his Surrey County Lunatic 
Asylum are in The Metropolitan’s collection and one in the Getty Museum’s.  Hugh Welch Diamond, 
“Patient, Surrey County Lunatic Asylum,”The Metropolitan Museum of Art: http://www.metmuseum.org/
Collections/search-the-collections/190036282, http://www.metmuseum.org/collections/search-the-
collections/190039425; Hugh Welch Diamond, “Seated Woman with Bird,” J. Paul Getty Museum: 
http://www.getty.edu/art/gettyguide/artObjectDetails?artobj=51855.

189 The Museum of Modern Art has been collecting the prints from the FSA project since 1938, including 
the work of Walker Evans, Dorothea Lange, Theodor Jung and Arthur Rothstein, among others. 
“Photography,” The Collection,Museum of Modern Art, accessed April 1, 2013, http://www.moma.org/
collection/browse_results.php?criteria=O%3ADE%3AI%3A4|G%3AHI%3AE
%3A1&page_number=1&template_id=6&sort_order=2.
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agency, Mark exercised creative license in rendering the women of Ward 81.  She 

neglected, however, to tell a story; her images, instead, are an existential document.  It 

is in this way that the photographer has inverted the tradition; rather than being made 

for the purpose of advocacy, Mark defined herself and the project as an artistic one 

from the outset and successfully exhibited the finished photographs in galleries, art 

museums and non-profit exhibitions spaces, leaving the viewer to suss out meaning or 

purpose.  That said, Mark’s intimate glimpse of life in confinement turned out to be 

affecting, and was remarked on by critics.  One reviewer believed that the photographs 

would likely change the way some people viewed the mentally ill.190  Perhaps that 

affect alone would fulfill the requisite for social responsibility191 and secures Ward 81 

as honoring precedent.

 Art is not required to have a function, but more often than not, it does.  Visual 

mediums bring our attention to beauty, strangeness, symbolism, reference, and 

evidence, among a myriad of other visceral and intellectual engagements.  When a 

photographer takes a picture, it is for a reason; a decision has been made to take the 

photograph, depress the shutter’s trigger.  Mary Ellen Mark went to great lengths to 

make contact with the Oregon State Hospital in 1974, using One Flew Over the 

Cuckoo’s Nest as her gateway.  The time she spent gaining permissions to reside on 

Ward 81 and, subsequently, leaving her freedom for five weeks in order to understand 

their confinement, is evidence of Mark’s own obsessiveness when it comes to 
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190 Hughes, “Pictures at an Institution: Some Mournful Images from a Mental Hospital,” Review, Time: 
91; Loring, “Castelli Graphics Gallery, New York; Exhibit,” Art in America: 111-112.

191 John Grierson’s fifth rule for documentary is that “the documentarian must always have a sense of 
“social responsibility.”” Finnegan, “Documentary in “U.S. Camera”,” Rhetoric Society Quarterly: 60.



photographic projects—a trait she recognizes in herself.192  That quality of dedicated 

direction also applies to the fate of the series, in that she focussed on fine art venues 

for exhibiting the photographs, consistently characterizing Ward 81 as a work of art, 

rather than a documentary project.  

 Those who see Ward 81 for the first time are awe struck.  Leafing through the 

book, reactions range from fascination, in the beginning, to horror and sadness at the 

end, when they see they see the restraints, self-mutilation and electroshock treatment.  

While the photographs continue to make an impact on the viewer, there is still this 

sense that an opportunity was missed; Ward 81 could have played an active role for 

mental health reform outside of the gallery and beyond the book.  That aside, Mary 

Ellen Mark’s high profile reputation over the last 40 years has ensured the regular 

circulation of Ward 81.  And perhaps that is its ongoing advocacy—featured as a work 

of art, the women of Ward 81 regularly return to public view, and may remind some of 

us that, “It is not by confining one’s neighbor that one is convinced of one’s own 

sanity.”193
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192 Mark, and Fulton, Mary Ellen Mark: 25 Years, http://www.maryellenmark.com/text/books/25_years/
text001_25years.html.

193 Fyodor Dostoievsky quoted in Foucault, Madness and civilization; a history of insanity in the Age of 
Reason, ix.
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Illustrations

Fig. 1  Artist Unknown, Questo mondo è come una gabbia de matti ... [satire on world 
ruled by madmen and fools], 1585. 

Fig. 2  Francsco Goya Yard with Lunatics, 1794.
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Fig. 3  Théodore Géricault The Woman with Gambling Mania, n.d.

Fig. 4  Théodore Géricault Portrait of an Insane Man (Man Suffering from Delusions of 
Military Rank), 1822-1823.
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Fig. 5  Théodore Géricault Portrait of an Kleptomaniac, c. 1820.

Fig. 6  Théodore Géricault Portrait of a Child Snatcher, 1822.
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Fig. 7  Théodore Géricault Insane Woman (Envy), 1822 - 1823.

Fig. 8  Robert Fleury, Dr. Philippe Pinel at the Salpêtrière, 1795.
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Fig. 9  Attributed to Asa Ames Phrenological Head, c. 1850.

Fig. 10  Dr. Hugh Welch Diamond, Patient, Surrey County Lunatic Asylum, 1858 or 
earlier.
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Fig. 11  Left: Insanity Suffering on Habits of Intemperance From a Photography by Dr. 
Diamond, 1858; Center: Suicidal Melancholy From a Photography by Dr. 
Diamond, 1858; Right: Chronic Mania From a Photography by Dr. Diamond, 
1858.

Fig. 12  A. De Montméja, M.D. (attr.), “Contracture Hystérique: Forme Hémiplegique,” 
c. 1871. 
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Fig. 13  Albert Londe, Attaque d’hystérie chez l’homme, planche d’instantanés, 1885.

Fig. 14  Hugh Welch Diamond, Mental Patient, 1852-1856; “Religious Melancholy 
From a photography by Dr. Diamond,” 1858.
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Fig. 15  Hieronymus Bosch, The Ship of Fools, 1490-1500.

Fig. 16  John Vachon, Newsstand. Omaha, Nebraska, Nov. 1938.
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Fig. 17  Page 102 - 103 from “Bedlam 1946,” LIFE (May 6, 1946).

Fig. 18  Page 106 - 107 from “Bedlam 1946,” LIFE (May 6, 1946).
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Fig. 19  Page 112 from “Bedlam 1946,” LIFE (May 6, 1946).

Fig. 20  Eve Arnold, HAITI. Insane Asylum. The American drug companies tested 
Milltown, an early tranquilizer experiment at this asylum, 1954.
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Fig. 21  Eve Arnold, HAITI. Insane Asylum. 1954.

Fig. 22  Richard Avedon, Mental Institution #31, East Louisiana State Mental Hospital, 
Jackson, Louisiana, Feb. 9, 1963.
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Fig. 23  Richard Avedon, Mental Institution #11, East Louisiana State Mental Hospital, 
Jackson, Louisiana, Feb. 15, 1963.

Fig. 24  Richard Avedon, Mental Institution #26, East Louisiana State Mental Hospital, 
Jackson, Louisiana, Feb. 7, 1963.
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Fig. 25  Richard Avedon, Mental Institution #4, East Louisiana State Mental Hospital, 
Jackson, Louisiana, Feb. 15, 1963.

Fig. 26  Mary Ellen Mark, Cast of One Flew Over the Cuckoo's Nest posing for their 
picture at the Oregon State Hospital, Salem, Oregon, 1974.
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Fig. 27  Cover Ward 81, 1979 edition.

Fig. 28   Mary Ellen Mark, Ward 81, Oregon State Hospital, Salem, Oregon, 1976. 
300B-001-022.
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Fig. 29  Antonio Canova, Perseus with the Head of Medusa, 1804.

Fig. 30  Mary Ellen Mark, Ward 81, Oregon State Hospital, Salem, Oregon, 1976. 
300B-002-037.
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Fig. 31  Mary Ellen Mark, Ward 81, Oregon State Hospital, Salem, Oregon, 1976. 
300B-003-024A.

Fig. 32  Mary Ellen Mark, Ward 81, Oregon State Hospital, Salem, Oregon, 1976. 
300B-004-033.
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Fig. 33  Mary Ellen Mark, Ward 81, Oregon State Hospital, Salem, Oregon, 1976. 
300B-005-013A.

Fig. 34  Mary Ellen Mark, Ward 81, Oregon State Hospital, Salem, Oregon, 1976. 
300B-006-036.
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Fig. 35  Mary Ellen Mark, Ward 81, Oregon State Hospital, Salem, Oregon, 1976. 
300B-009-026.

Fig. 36  Mary Ellen Mark, Ward 81, Oregon State Hospital, Salem, Oregon, 1976. 
300B-010-025.
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Fig. 37  Mary Ellen Mark, Ward 81, Oregon State Hospital, Salem, Oregon, 1976. 
300B-015-035.

Fig. 38  Mary Ellen Mark, Ward 81, Oregon State Hospital, Salem, Oregon, 1976. 
300B-018-024.
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Fig. 39  Mary Ellen Mark, Ward 81, Oregon State Hospital, Salem, Oregon, 1976. 
300B-054-22A.

Fig. 40  Mary Ellen Mark, Ward 81, Oregon State Hospital, Salem, Oregon, 1976. 
300B-013-16A.
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Fig. 41  Mary Ellen Mark, Ward 81, Oregon State Hospital, Salem, Oregon, 1976. 
300B-019-032.

Fig. 42  Mary Ellen Mark, Ward 81, Oregon State Hospital, Salem, Oregon, 1976. 
300B-049-034.
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Fig. 43  Mary Ellen Mark, Ward 81, Oregon State Hospital, Salem, Oregon, 1976. 
300B-023-025.

 
Fig. 44 and 45  Mary Ellen Mark, Ward 81, Oregon State Hospital, Salem, Oregon, 

1976. 300B-055-029 and 300B-055-030.
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Fig. 46  Mary Ellen Mark, Ward 81, Oregon State Hospital, Salem, Oregon, 1976. 
300B-060-037.

Fig. 47  Mary Ellen Mark, Ward 81, Oregon State Hospital, Salem, Oregon, 1976. 
300B-020-010.
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Fig. 48  Mary Ellen Mark, Ward 81, Oregon State Hospital, Salem, Oregon, 1976. 
300B-026-13A.

Fig. 49  Mary Ellen Mark, Ward 81, Oregon State Hospital, Salem, Oregon, 1976. 
300B-048-030.
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Fig. 50  Mary Ellen Mark, Ward 81, Oregon State Hospital, Salem, Oregon, 1976. 
300B-011-005.

Fig. 51  Mary Ellen Mark, Ward 81, Oregon State Hospital, Salem, Oregon, 1976. 
300B-011-005.
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Fig. 52  Mary Ellen Mark, Ward 81, Oregon State Hospital, Salem, Oregon, 1976. 
300B-047-011.

Fig. 53  Mary Ellen Mark, Ward 81, Oregon State Hospital, Salem, Oregon, 1976. 
300B-040-022.
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Fig. 54  Mary Ellen Mark, Ward 81, Oregon State Hospital, Salem, Oregon, 1976. 
300B-007-017.

Fig. 55  Mary Ellen Mark, Ward 81, Oregon State Hospital, Salem, Oregon, 1976. 
300B-014-033.
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Fig. 56  Mary Ellen Mark, Ward 81, Oregon State Hospital, Salem, Oregon, 1976. 
300B-035-09A.

Fig. 57  Mary Ellen Mark, Ward 81, Oregon State Hospital, Salem, Oregon, 1976. 
300B-036-019.
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Fig. 58  Mary Ellen Mark, Ward 81, Oregon State Hospital, Salem, Oregon, 1976. 
300B-074-035.

Fig. 59  Mary Ellen Mark, Ward 81, Oregon State Hospital, Salem, Oregon, 1976. 
300B-074-034.
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Fig. 60  Mary Ellen Mark, Ward 81, Oregon State Hospital, Salem, Oregon, 1976. 
300B-021-025.

Fig. 61  Mary Ellen Mark, Ward 81, Oregon State Hospital, Salem, Oregon, 1976. 
300B-029-020.
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Fig. 62  Mary Ellen Mark, Ward 81, Oregon State Hospital, Salem, Oregon, 1976. 
300B-029-005.

Fig. 63  Mary Ellen Mark, Ward 81, Oregon State Hospital, Salem, Oregon, 1976. 
300B-045-014.
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Fig. 64  Mary Ellen Mark, Ward 81, Oregon State Hospital, Salem, Oregon, 1976. 
300B-046-031.

Fig. 65  Mary Ellen Mark, Ward 81, Oregon State Hospital, Salem, Oregon, 1976. 
300B-064-001.
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Fig. 66  Mary Ellen Mark, Ward 81, Oregon State Hospital, Salem, Oregon, 1976. 
300B-065-025.

Fig. 67  Mary Ellen Mark, Ward 81, Oregon State Hospital, Salem, Oregon, 1976. 
300B-037-004.
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Fig. 68  Mary Ellen Mark, Ward 81, Oregon State Hospital, Salem, Oregon, 1976. 
300B-066-008.

Fig. 69  Mary Ellen Mark, Ward 81, Oregon State Hospital, Salem, Oregon, 1976. 
300B-063-027.
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Fig. 70  Mary Ellen Mark, Ward 81, Oregon State Hospital, Salem, Oregon, 1976. 
300B-069-011.

Fig. 71  Mary Ellen Mark, Ward 81, Oregon State Hospital, Salem, Oregon, 1976. 
300B-070-022.
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Fig. 72  Mary Ellen Mark, Ward 81, Oregon State Hospital, Salem, Oregon, 1976. 
300B-070-006.

Fig. 73  Mary Ellen Mark, Ward 81, Oregon State Hospital, Salem, Oregon, 1976. 
300B-069-026.
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Fig. 74  Mary Ellen Mark, Ward 81, Oregon State Hospital, Salem, Oregon, 1976. 
300B-071-009.

Fig. 75  Mary Ellen Mark, Ward 81, Oregon State Hospital, Salem, Oregon, 1976. 
300B-072-032.
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Fig. 76  Mary Ellen Mark, Ward 81, Oregon State Hospital, Salem, Oregon, 1976. 
300B-073-015A.

Fig. 77  Mary Ellen Mark, Ward 81, Oregon State Hospital, Salem, Oregon, 1976. 
300B-027-030.
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Fig. 78  Mary Ellen Mark, Ward 81, Oregon State Hospital, Salem, Oregon, 1976. 
300B-038-013.

Fig. 79  Mary Ellen Mark, Ward 81, Oregon State Hospital, Salem, Oregon, 1976. 
300B-039-030.
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Fig. 80  Mary Ellen Mark, Ward 81, Oregon State Hospital, Salem, Oregon, 1976. 
300B-041-014.

Fig. 81  Mary Ellen Mark, Ward 81, Oregon State Hospital, Salem, Oregon, 1976. 
300B-041-034.
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Fig. 82  Mary Ellen Mark, Ward 81, Oregon State Hospital, Salem, Oregon, 1976. 
300B-051-005.

Fig. 83  Diane Arbus, Untitled (#17), 1969-71.
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Fig. 84  Mary Ellen Mark, Ward 81, Oregon State Hospital, Salem, Oregon, 1976. 
300B-017-028.

Fig. 85  Diane Arbus, Untitled (#6), 1969-71.
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Fig. 86  Martin Parr, Prestwich Mental Hospital. Long Stay Patients who were mostly 
institutionalised. Prestwich. Greater Manchester. England. 1972.

Fig. 87  Martin Parr, Prestwich Mental Hospital. Prestwich. Greater Manchester. 
England. 1972.
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Fig. 88  Martin Parr, Prestwich Mental Hospital. Patients of Ward 2/3.  All are long stay 
patients who are nstitutionalised who have problems communicating, however 
the air of the ward does manage to retain a pleasant atmosphere. Prestwich. 
Greater Manchester. England. 1972.

Fig. 89  Martin Parr, Prestwich Mental Hospital. Prestwich. Greater Manchester. 
England. 1972.
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Fig. 90  Martin Parr, Nurses who worked in Prestwich Mental Hospital. Prestwich. 
Greater Manchester. England. 1972.

Fig. 91  Martin Parr, Prestwich Mental Hospital. A football game is held every Thursday 
afternoon during the winter, usually against other Hospitals in the same 
league. Prestwich. Greater Manchester. England. 1972.
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Fig. 92  Martin Parr, FEMALE 2/3. Prestwich Mental Hospital. 1972.

Fig. 93  Martin Parr, Prestwich Hospital. Weekly Diary. 1972.
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Fig. 94  “A friend they need,” News of the World. February 13, 1972.

Fig. 95  Raymond Depardon, San Servolo psychiatric hospital. Venice. Italy. 1979.
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Fig. 96  Raymond Depardon, Psychiatric hospital. Turin. Piedmont. Italy. 1979.

Fig. 97  Raymond Depardon, Psychiatric hospital. Collegno near Turin. Piedmont 
region. Italy. c. 1979.
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Fig. 98  Raymond Depardon, San Clemente psychiatric hospital. Venice. Italy. 1979.

Fig. 99  Raymond Depardon, San Clemente psychiatric hospital. Venice. Italy. 1979.
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Fig. 100  Raymond Depardon, Psychiatric hospital. Collegno near Turin. Piedmont 
region. Italy. c. 1979.

Fig. 101  Raymond Depardon, Psychiatric hospital. Town of San Clemente. Veneto 
region. Italy. 1979.
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Fig. 102  Raymond Depardon, Poster of “San Clemente” by Raymond Depardon. Place 
Maubert. 5th arrondisement. Paris. France. 1982.
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