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v The Women's Studdes Curricilum- Series consists of four

interdingplinaryﬁéburSes:r Women\and Identity® Women's Art
€ - : AL,

and Culture, A Cross Cultural Study of‘Women, and New Womanf

PR

New World' The American Experience. AddresSed to’ teachers of.

Women' s Spudies in American Colleges, community collézes, and
universities, the courses provige both a conceptual IrameWOrk
"and the resource materials necessary tor the study of women in
each subJect area. Introductory remarks define the goals or_

each _course and the main ideas of ipdividual units lecture
outlihes (or lecture topics) describe in skeletal form the
‘specific points to be covered in claSs annotated hlblio-
graphic materials (including films, slides, records, etc.)' r
suggest resources for studenté‘and teachers quotations for

I

diScussion pose centrJl issues which may be discussed in
» class or shaped into paper topics or‘exam questions - Each
course deliberately provsges mor material than would ordi-
narily be covered in one semester S0 that teachers may select
and adapt the materials to suit\the needs of their students.
We enyision many uses for the Series First the
courses were specifically designed to t%ll the curricular
gap . between the now widely taught introducgory courses in~ |
Womenfs @tudies/(commqnly,‘a broadly interdisciplinary treat- "

'ment of issues affecting the lives of women) and the more .

r
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narrew specialized research seminar. Each course consdders_f
its.suhject from the persJectLve of at least two~disc;plines,
and ideallx should be team‘taught."The Serieswalso provides
resources for teachers'&ishing to add material on women to

" courses in the traditional<«curriculum. For example, a

" teacher of Chiﬁese History might adoptfmaterials from the 1

s * . ) &
. "Women in China" unit of %%Cross Cultural-Study of Women; -
teachers of courses rangi from Art H1story to Home Economlcs.

wil£7find Women's -Art and Cultﬁre a valuable resource,,the e

extensfve bibliography in New Woman,: New World The American

' Experience should'be\useful to all. Moreover, the tour"

courses in the Series_complement andlclarifpteach.otherf and -
may bepuseﬂ rn cOmb;nationsf For eéample, severai of the:
"courses briefly consider the subJect‘of matriarchy; the ,
teacher wishing to develop’a full’unit .on this topic might

compare these treatments, and then consult A Cross Cultural

Stud z of Women for a 1engthier analysis Both ¥Women and

Identity End New Woman, New World: The American Expergg ce

Sbnsider women's role: in social change while Women's Art

AN

and Culture inclu@es a section on art as sOcial protest

‘/

thus a full unit on,women and socia} change would include‘

materials from several coursesu sﬁmally; the Series_oiiers-
a solid curricular'base for a college or university's ne&ly

s

founded Women S Studies program as well'gs the means to
gnrich and update the currlcurar~offerings of we11 establishedi

pragrams:. . o . a T
/ . . o N
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N ‘ " The courses in the -Series try to teach students to think (j
_critically about the complex h1storical polltical socialJ .

psychological and aesthetic questlons raised by.the new

o+

,1scholarship oy women. We helieve that scholarship, perhaps

especiallv that which derives from humanistic study, illuminesf}

g&at its’ best can transform the lives oi’ people. Since

Women s Studies scholars and teachers know that scholarly

4

evidence need not be divorced from- the truth of personal
experience whenever possible we suggest ways for students

'to connect their study with their lives Perhaps most ﬁm-
portant, we recognize that good teachers teach good courses;;,
we relv\on_your energy and talent to bring these courses

Ll

., tolife. . L
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N Women's A¥t and Culture ’ ‘ _ i'

'Introduction

? -

The women's movement has recognized the. centrality of
the arts in shaping our ideas about ourselves and our society
ﬁRealizing, as few polifical movements beiore it, the power f'
‘of myth story, song, film, and visual images - ‘to define what
women and men can and should be, feminism has analyzed art
criticism of art, and the art world, challenging the assump-»

tions underlying not only the ideology represented in art,

‘,-(\
but the definition of art itself. What began as a/politicalfl

movement has now become a social and cultural movement. . A
Women are demanding to read, see, and hear about themselves,
~ women artists are achieving entry into the male bastion; of
museums, galleries, symphonies, and best seller lists.
" The materials in this course are designed to introddce
students to women's art, to women artists, and to women's

creative potential. We assume no specific training in or

familiarity with the\arts. Rather, we assume the questioning~

i L

attiQude of feminist humanist'research, judging art solely

on aesthetic grounds and within the appropriate

historical context.

questions, not provide_answers,for this is a period of

o o LI
analysis, evaluation'and.redefinition which will continue‘to;

' Y «' o
- demand the creative thinking of artist. and informed public

v ' 5 . . < i

alike.
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: questions abouF artists as women in a sexist society (Units
I and II), then exdmines the vision of women artists in the
-personal and political spheres (Units III and IV) and con~f;-:Pf
‘\cludes with a study of individual great women artists whose

work students will-then be'prepared'to evaluate. Any sectionf N

. women' s alternative vision of the world as seen through
Vvisual arts; tape-recordings or recordsq(with duplications:
'slides and appropriate recordings and Iiims are listed 1n th

some may have considerable kﬂowledge of the arts, these’f

‘with no‘formal trainjng,

ﬂ‘v ) ‘ i ‘ P
These materials jge designed to be used as.a whole or .
in part, in courses: on women 1n the arts but‘also in other “;V'

women's studies courses sThe course first raises critical

v,

&

might be extracted and inserted as a unit, in a courSe on.ﬂ"f;
>

another topic. A study of women 'S literature, ior instance,?"f
might be supplemented with visual artists work._ An.intrOe;dfj;
ductory course in women's studies might include a sectionlon e

N

This course is highly dependent upon’ audio—visual sup rt}“

Siide shows make up the~bu1k of the presentations on the
of the texts. for each student) are;the‘hasis.for<discussion

of music; dance is iiIUStrated'through £ilm. Sourcesfof*"

bibliography ' Because audio-visual materials require a formi

presentation ‘for the success of such & conrse it is"- importa
that students be actively involved in class work @ﬁthough'

materials can and sho_?” be made accessible to. students Lt

Some activities which have proven
& . . .

successful are y ‘ ‘
Gallery,;museum, concert poetry readings studio visit

BTN

. \,‘ - .




“z,i5;¥ = students also may have talents and experlence e

‘

¢

} Demonstrations and talks by local artists and crafts-

"‘xf‘ women, in. class or imr their workshops Some

o
[}

Grcup activities such as ‘a quilting bee, a gourmet‘or

o ethnic dinner (e g. ,:each student makes a dish
o rrom her/his egtnic backgrodhd), have proven S
successtul :'};?i“ﬂ"' a . pﬂ ' )

' : .‘.

Assignmlnt ‘of research on a notable woman ertist with

a presentation to the rest ef the class (research

Assignment of a creative project 1 e , each student
b 4
must explore her/his own imaginaticg(i:d creative

"~,,sk111s ip’ some: art form (writihg poe y, quilting,

'-»macrame painting, etc ) with a. class party at whichﬁ’

each presents thé project to the class.; s >
. /‘> N - .

whieh they could share T S : T e

With a variety of activ1ties both artistically and academically

"’

inclrned students have an opportunity to exoell and experience’

-

nthe art world from the points of view of artist and of

3

' apprec;ator | Contract grading (in which students must satis;'

factorily fulfill Specific assignments in order to receive a

grade with more rigorous requirements for a higher grade,

rather than individual qualitative judgements of each assign-'

s

ment) can be used successfully when challenging students to

perform tasks whicﬁ are new to them

~

ity
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"would be relevant not on

Five approaches to women's art and culture are repre-
sented in these materials. "Women in the arts: A Conceptual
Framework" is en introduction to the'subject matter and to ¥,
2 feminist analysis of. women ar@isfS‘and their work. “Eéfﬁﬁ}i.

Oppression and Creativity" examines the roles women have been

. permitted to play in the arts, both.inside and outside the

mainstream art establishment. It considers artists as women'
with personal as well agiprofessional heeds. This section

y to the study of women in arts,

but also to the history of culture and society as well.

Unit III, which could be extracted for use in a general in-

troduction to women studies, surveys "Women on Women'--~how

women artists in various media hav? pOrt;ayed themselves and
their sisters, in fantasx and reality. Unit IV, "Art and
Politics," examiees roles of artists in movements for social
change, women's coatributions in political art and social
commentary, anﬂ the impact. of fe?E?ism on art and artists.
Any women's studies course on political or social philosophy
would benefit'from.inclusion‘of such easily accessible
materials. Unif,V, "Great Women and Great Art," suggests
representative major figures'in merious.iields who merit

individual study as artists and as women. A course on “wemen

artists in a specific medium, e.g., drama, literature, or

‘the visual arts, might be complemented by study of a few

s

major figures from another field.




.

o

’ preparation'or presentatiuns or discussed directly in class.

&

Within each approach'g number of individual topics are /.
addressed. A¢brief deéscription of the topic is followed by -’
'a list of resource materials, including appropridfe artisti
for étudy, bibliogfaphic'suékestions and pbssible'class - -
activities. A series of Digcussion Questions follow, which
suggest approaches to Xhe,&ater;al.' These might_ﬁé used for

Reference is made in the.text to items in ‘the selected biblio-,’
graphy at the end of the course. We have' established the
tollowingngufse g%als: Yo “
Becoming acquainted with women artists, their work y
. and their vision |
‘Qetfiqé our history.and culture back
Breaking down the’barriers between artists and society,
between_creat;rs—and the public
Recognizing our personal needs for beauty and for
expression , ‘
Gaining confidence in~our own creativiti ;nd ability to
judge and define art
Learning how to appreciate, judge and criticize art - .
Seeing ourselves through ﬁomen artists' visions
Trying to asceftain whether there 1is a Qistinctly female
vision or female aesthetic

Questioning the :%&QNfrtists‘play in culture and society

Coming to recognize art as a crucial.and central part

of a fulfilling'life




-

R

Recognizing: that there can be 'art' wherever there. is

beauty and imagination

B

u
‘ ' L Learning about the achievements of women in the arts,
’ ﬁ . SO .that women artists cap serve as role models
o ' ' '“S"%‘ixdying the barriers to women in the arts and strategies
n‘_\ - for ‘overcoming them , ﬂ |
- , R - T : . ‘ .

' » ’ .Overcoming narrow categorization of art forms and coﬂing‘- A
' ) to understand their ‘cross fertilizations

" o . "
N P

‘ . ]
‘n ‘ 3
‘ : - ‘ )
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Unit I. Women in the Arts: A Conceptual Framework

Y Conventional Roles for Women in the Arts .

How "Great Artists" are Made
Overlooked Women Artists

ConventionaiaRoles for Women ig the Arts

*

1. Yomen as, ‘Object

. S
6 - * - e

An introdugtioq‘to.thé FOIes women hive been permjtted -
to plaYJin art requires, first of'ali, a'discuésion of the
dépiction of~womén:byzwe11‘known artists in 1amiiihrAéft:
forms: thé "céqpn." Siﬁée women have rareiy been the
creators of_thesé-works of art)-we sSee our image éhrough7

-

male eyes. g ) .t
3

Resource Materials ey

» D * .

Any basic art history text book (try°the one being used in
introductory courses at your school) contains—pictures
which make good subjects for .evaluhtion; nude portraits
of women are especially good for sparking discussion.

» Note particularly extreme examples.in the work of male
" Surrealists. : : '

. Popular music is a good starting point‘Ior discussion. Students

may have hummed songs without thinking of -the real meaning
of the lyries. - -

Jung's Man and His Symbols is richly illustrated and an ex-
- ¢ellent resource : . . :
Keats' "Ode on A Grecian Urn." Have students recognize the
central image of this famous poem about art: a positive

depiction of rape. o ¢

]
[ ’ t

- -7-16




Questions for Discussion J'

1. HOw much male art is about women? When woman is tpe.
subject of male art, in what ways does she become an
"obJect”? . %

[

. =

2. What patterns and stereotypes recur in the depiction of ,V&
;women? , .
. L .
33 What aspects of women and their lives are missing?

-

2. VWoman as Myth ' - & v
Simone de Beauvoir argues that("ﬁuman?ese” hae-been defined
501ely in male terms: man is "subject" and woman is "other."
In the history of humangthihking, men have often created mythic
images of“woman whichﬂferve to embody man's most intense fan-~°

tasies and fears. Her very "otherness"_is expressed_in myth.

4

Resource Materials ’ R

‘de Beauvoir, The Second Sex (particuiarly Part Three, hard
going :for students but the best thére is, by Iaxf)

Ellmann Thinking About Women

Millett Sexual Polltlcs (particularly the first chapter)

'Russ ‘"What Can & Heroine Do?" in Koppelman-Cornellian (ed ) -
(relatively easy reading) - . :
. Vo :
-Jung, Man and His Sngols (an extremely valuable way of in~ :
troducing students to the power of mythic imagery over
~our lives and ideas) See his theory about female and
male archetypes. ‘

-

Questions"for'Discussién

a

What are the mythic roles women have played? (e.g., the ".:
virgin/innocent/victim/chi1d the temptress/harlot/goddess/
bitch; the mother/matrlarch/goddess/earth/madonna, the :
muse . . .). . o .

17
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2. How have these roles been developed and expanded through-
out artistic tradit®on? <(e.g., the cult of the Virgin
Mary; Venus; Medea; Lady MacBeth Marilyn Monroe, Shirley
Temple) .

3. How does a mythic image come to be more real than the
actual people%gepresented by it? How does a.mythic image
. constrict thelbehavior of the people it represents?

o

L 4
*»

3. ‘oman'gg Creator: Homemaking i, ot

-

In Western art all creative endeavor traditionally has~been“
categorized as either "decorative," "fine," "high" art or
"functionmal," "applied," "low'" art known as cr?fts or handi—,
crafts Cgrving statues from wood is anp "art'; creating wood .
reliefs for doors, windows mantels and cornices is a "craft."qﬂ‘

A S

-This distinction is partially economic* only the wqplthy have

.

the economic.surplus necessary to acquire totalﬂy non-useful
obJects, the less wealthy gather aesthetic pleasure wherever

it happens to occur in their everyday envirpnment Part of

the attraction of craft work, currently experiencing a re-_‘
markable revival among young people is the attraction we |

all have to beautiful things and to the creative process itself.
This drive is also part of the satisfaction many women find

in aspects of homemaking-—creating a beautiful and comfortable

a L] N é’
environment for their families. g ‘E”,
:( ti:’ -wl 'i t\%g ’ Q(\r
Resource Materials ° ‘ : ‘% ‘fﬁ

v -

.{?‘

Prussin, "Environmental Arts of West Africa " Contains one’
-of the few good discussions of the problems inherent in
Judgide art through the veil of the‘i'hfine/applied arts .
dichotomy

! <




Use slides or actual samples of needlework (e.g., quilts)
- to stimulate discussion of women's traditional creative

outlets (see also materials listed under "Women and the
Private}Sphs;e"). o 1 .
Moffat and Painter, Revelations, Diaries of Women (a good

j7llection)

-

‘Questions for Discussion

1. . How are women's traditional creative outlets (needlework,
cooking, letter and diary writing, etc.) art forms?

*‘2. What would happen to a woman with strong artistic drive

and high artistic potential in traditional, sex-stratified
- Western society? What artistic outlets have been open
to her? ‘ ’ , - '

-

"» 3. If she created in the medis readily available to her

(needlework, weaving, clothing design, cooking, home

decorating, etc.), how would her work be judged? How
should it be judged? - J >

4. What's "irong" with functional objects anyway?
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/’ ~ How "Great Artists" are Made

_r - 1. Women and the Art Establishment , - \

"' In order to break,into the major art forms, one has very

~ o
little choice but to go through the- traditional critical and

N =

XS

o Qistributional channels which constitute the "art establish-
[}

' : ment." The establishment both cogtrols anqvééfines acceptable

- art education; even after an artist has gained the'requisite
skills and credentials, she muét'facé the world of gallery

owners, fﬁeater ¢irectors and producers, publishing houses,

s

L £ilm and Qideo Studios, booking agencies, recérding ‘companies,
) ;> thnding agencies, aqd,cfitiCS.. There/?reuvéry\feﬁbwomen iq;
decision—making positions in these institutgpns. f .
n Y ‘ , ) _ "j _ a
. Resource Materials o .o, | M ‘
'%‘ . Nochlin, '"Why have there beén no Great Women Artists?" in.Hessi |

and Baker. Y(See particularly section on tho history of %
art academies) . , _ T '

X Y Reviews in the Sunday New York Times Book Review #ud Arts and .
. Leisure sectioms. Have students read these reviews and .
5 'q;ing them to class for a discussion’ef the role of :

‘reviews. These aré very influential critical media.
. Be sure to discuss net only how works are reviewed but
B also what is not reviewed (e.g., books appearing
.. originally in paperback). 1 o o

|
1

Copies of The Feminist "Art Journal. See especially report on
the protest at the Whitney about lack of representation
of women in major att shows (see bibliography). .’

(Y

See bibliography for materials to use in discussion of alter-

nate presses, recording companies, distribution agencieg,
etc. : : _ .

Questions for Discussion
R i

-
. : i
. . % E . . i

;%°7§*" - 1.. How does onéwbéééméﬂaﬁ'attist? ‘What education is necessary?
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2. What art forms are available to people\Without access

« to.expensive equipment, space and instruction? From

- which med@a are these. people\excluded?

el .
3. How does an artist become well known? ant is the roJe -
: of critics and reviewers? o . '
4 -

4. How are prices for art set? T '

5. VWhat does it -mean to be an drtist with a full time out-
side Job?( Full-time household responsibilities?

€. How has the art establishment discriminated against women?

7. How does the art establishment exercise controL over the
definition of what art can be? &

8. What has been the impagt of various schools of criticism

.(e.g., the "New Criticism" in literature or structurdlism)

on evaluation of women's art? .
A s . S

-

2. The Myth of the Great Artise Y ' o o

Parallel to the "Great Man' theory of history (that the -
handful of Alexanders Caesars Napoleons, Lincolns and ~
Churohills determine the course of the world ‘and the tates
of all of" us) is a theory of art determined by "Great Men";
this assumption underlies the collection and criticism of o
artifacts of human culture ~ Nochlin characterizes tgﬁs con- .
cept as follows: "Underlying the question about women as
artists, we find theé whole. myth of the Great Artisbr-subject
ot a hundred monographs 4unique godlike—-bearing within his
person since birth a mysterious essence, rather like the
golden nﬁggetingurs Grass's chickeZ soup,.called_Genius"

(p. 7). . |

Women have been excluded from the training, educatien and

Apatronage in the arts through whichrsuch "genius" is nurtured.-

1) N Q:;,J

-
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Moreover, women were expected to -be generally "accomplished"
in the arts, gggltp devote themselves to one art form. as
¢ those responsible for the overall quality, of culyﬂg;l\lifg,f
‘women in Europe held'salons (e.g., Madame de Stael) where';
they entertained, criticized and even collaborated with’the
"great artists" but béc&me known to history as "hostesses{"
A "great artist” is usually defined as one who has a 1;r§e B

o

- body of work, who is thought to have developed “a-"new" con-~
A . N

.

- CePt, wholly original .(as Athena sprung from the head of Zeus),

- . ' ) ,

and 'who has disciples or.a school'bf criticism to carry on
! v . ¥ _\\J .' )

his work.

o . , 4

Resource Materials ‘
Linda Nochlin, "th h#ve there been Qo Great Women Artists,"
in Hess and Baker ) : & , .

Judy Chicago, Through the Flower (she addresses the question -
directly in this autobiography) v :
| Virginia:Woolf, A Room of One's Own (discus§§b the-requife-
ments for artistic growth as threy apply to women). .
e _ . .
Biographies of great male artists (particularly child prodigies,
- such as Mozart) should be constrasted with biographies of
' any woman who has struggled to become an artist: Jane

Ly Austen hiding of her manuscripts from her. family, George
_“ix// | - Eliot writing under a pseudonyq. '
| ; .. Thé career of painter Angelica Kauffmann is a fine example ,of-
j ' a well-nurtured female child "genius." : S
_ , .
o ' - ) . . + . -
gi - Questions for Discussion ¥ - ' .

1. How'ﬂoes one become a."genius?"

2. Hdw?does the definition of genius as aﬁ inborn spark which
will inevitably surface or®come to fruition affect the

- ' evaluation of women artists?




3. Could Grandma Moses: have been a "

4.. How does the ”great artist" the
. \‘tive worklwomen ares often prone to do?

5. What is the effect of women havin

6. If universal experien
’ a '"great artist“'depe
"eéxperiences, what is

" . J

great artist?"

ory affect the collabora—

: g; to work anonymously
_ Or secretly @t their art, in their spare time?

ces are defined' by men,
nds upon the express%on
a woman artist to do?

adﬁ being
of- universal
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" Overlooked Women Artists

An introduction to the vast numbers og\yomep artists who .

A
have been forgotten Méﬁ§/were well known in their own day

but their work was not'catalogued researched _or maintained.

The rise of tormal schools oi oriticism in theJnI“eteenth
+.

century was partioularly deyastating for women 8 history in

'the arts WOmen whose names appear in earlier compendiid were

writteﬁ'out or art history: by Victor%én scholars Feminist

researchers need to give further attention to the problems
N
caused by women artists' anonymity and use of pseudonyms,
to the misattribution of women's work to male cpntemporariesg

and to the difficult Job of discovering, evaluating, and-

‘collecting the work of women artists. Much literature and

music is out of print; much art/ has been 1a%t or destroyed.

Resource Materials °

-

Reference works: Tufts, Qur Hidden Hegitage B .
'Munsterberg, A.History of Women Artists
Peterson and Wilson, Women Artists

g Harris and Nochlin, Women Artists 1550-1950 R
//’" o Showalter, A Literature of Their Own o

Spacks, The Fegale Imagination

- . Moers Literarz Women ,
, A Colby: e ing_iar Knomaly *

Ms. Article on Women Composers (See bibliography)

A slide show on women painters/sculptors of the 14thlto 18th
or 20th centuries L

Use examples of specific women who worked under pseudonyms
.(e.g., George Sand) or whose work has been mis-attributed

‘to male artists (e g., Judith Leyster and Constance Marie.
Charpentier) o ' . A




‘ﬁ416—‘$ . ﬁ. . 'f7 # .

' ‘ L , » i e -
Use also examples of women who worked in media *(such as .- -

ﬂ///ﬁﬂhkfneedlework) which were not cOnsideredw"art."w;;

@ r ¢ -

"Questions fogp Discussion o . oL - : ,

1. Whé,aib theseAWOmen_ért;sts?f

‘a0

fWhy haven't we heard of them? -

N 2. How did women who managed to becodie artists get t ir
ST training? - (Note that painters were often the daughters
of paintels and learned in their father's Studios; not
. only were women denied fccess to academies, they also
~ were denied literacy). ' :

4

3.' Jow would writiggigr.painting domestic mr regionalisﬁbjéctS’l
affect the standing of a .woman artist? What is a "local '
colorist?" ' ' -

o)

What would be the effect of the réstrictions placed upon
women's behavior (not being permittfd to travel widely,
e

or to go alone in seciety) upon th subjects available
to her as+an artist? £,

5. What do€s it mean for contemporary women artists to have
had little knowledge of their heritage? S

6. Why might mis-attributions.of women's art works take
Place? (Male artists bring more money; a ''great' work
of a.school is regularly attributed to.the "master'; -
women often worked anonymously or under Pseudonyms).

A * .

4
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. ’ ‘Unit II. Womgn s Oppression and Creativ1ty
. 4 P Z 4 . . . s 9 _
& . ~ Sources ogmgrustratlon , o & - S R
~ Women in "Mascullne" Art Forms ST Tl
. Women Artists 1n 1nstream Forms PR
Women Creating in "Feminine" Art Forms -
, H,Form and Function: The\Art of Non-Western Women
""('; ar \ ) .
» { ' " - .- S

Sources of Frustration -

= : S . ;. T e
5 I \\3? S irit Intelﬂbctual and,Materidi HeedS‘ggj T

women Ar 1sts

b2

A general discussion of what is eeded tor a woman to dis-

s

]

Y- Resource Materials

cover, develop, express and sustain\her créativity. The
" best basis for such a dlscussion is Woolf's A Room of Qgg_s
*{ QEQ;’ Woolf contends that women must have an independent in-'
, come and a private space in which to create (Just as male |
‘artists do). She also malntains that women need a. continuing

o

tradition of women artists to build on' . 'Q

’ ': "‘,

Amy Lowell 8 poem "Sisters' (in Howe and Bass), an attempt t0“',.”

call on the sparse group of sister poets who form her
heritage : ‘ .

Questions for»Discussion - ‘ _.'1 T

a

1.~ How does Woolf's analysis help us to understand the needs_
nfartists? :

. and. position of wome

~
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2. What is this "room" that Woolf is talking about? How is
it to be understood in a psychological, as well as ‘

_bhysical, sense? - : s

. In what ways can tggz herf%age of women artists she
describes be used women who are trying to create art? .
(For example, as a source of form, content; theme, or
imagery; as a source of encouragement, a connection
through common female experience).

4. Is Woolf's thesis correct? .It sé, how does one account

for artists who survived without this heritage and -
- support? ' i

5. What is the effect on women artists of making one's

' living from one's art? Of not.being able to do so?
How important is monetary remuneration to the artist's
‘concept of self and success?

\

2. VWomen in the Art W;;Id

In a hon-egalitarian society; the established art world
often reflects the values of the dominant group. ‘Human or
."universal” eiperience is defined as white, upper and middle

-

class male experience; any female or minority artist must

EERERERER B

either attempt to Ereate through an experience which.she/he

does not share or risk being termed "minor' or marginal. She

may be a fine artist,‘in establishment eyes, but "a woman among

’

women," not a true universalist. Women's unique experience
' . and situation inﬁsociety'lead\to'ap art that must be female,
t . B * @

although at%ité bé§f it is truly human. 'The qﬁestion thgn‘

e

< . N

becomes whéther i "universal"-neflected‘through female ex- .

’ Y
pPerience is still considered representative of the. human.

) L s : .
~%» - WQman's societal role as child raiser and homemaker affects

! } N . ]
T - -
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the form, content, and quantity of women'artists'uwork;
as a result, the masculinist art establishment may distort

or deprecate her work. » ‘ B ' .

Resource Materials , .

Judy Chicago, Through the Flower. -Chicago addresses this
issue when she discusses: her instructors' and colleagues'.
sexist response to her attempt to express female ex- . o
perience in her work. S

Kate Chopin, The Awakening. Chopin -is beginning to be re-
evaluated a8 a major American literary figure; since she
. Wrote about the limited world she knew, she was considered
& "local colorist." -

L]
Emily Dickinson's life and work: an excellent example of
# extreme restriction of movement and social interaction;
her art has seemed incomprehensible to some and "trivial"
or "quaint'" to others. E ‘ 3

Many artists' use of pseudonyms (George Eliot/GeorgE*Sand)
because of audience reaction to "women's art." :

The 1ife of Antonio Brico (captured on film in Antonia) ‘ i
. shows & woman prevented from practicing her art, con- ' f
ducting. : : ‘

Artemisia Gentilischi's serieé depicting Judith decapitating

Holoferenes may reflect her ¥Tew of the rape she suf-
fered at the hands of one of her father's apprentices.

Questiops for Discussion

1. How are women artists rgderined as a separate category?

2. How aré women's works reviewed? - ,
3. What specifie barriérs has the art establishment put in
the way of women artists? What more subtle restrictions?

4. What conditions of women's social role affect her ability . T
to créate art? (Note her lack of travel, until recent ‘
times, in contrast with the young man's European tour;
lack of education; pressure to marry. )




e - '
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3. Artists who are women in a sexist society

Y

Théfproblems women facevas individualg (mothers, iovérs,
workers, wivesz often have tﬂfmendous impacflog.their art.

Time devoted to phild care and domestic work is time tagen

from drté%bareers}are often interrup%ed for child raisiné;
wémen may begin careers late in life; women faced with domestic
responsibilities may have diftizulty giving their own artistic
wqu highest priority. |

N | ’ b : .

Resource Materials . o A\

Charlotte Perkins Gilman, The Yellow Wallpaper. Shows a
- - writer whose husband (a doctor), diagnoses her as "ill"
and forbids her to write. She becomes '"insane."

Sjlvia Plath, The Bell Jar; Shows a writer tr&ing to launéh
her career in the 1950s, at the height of the feminine
mystique; also driven to madness. .

Numerous women artists' lives Allustrate sacrifices made ,
to children and husBands, or the sacrifice of a personal
-1ife in order to pursue a career. See especially life
of Jane Austen, or Zelda Fitzgerald. .

.Gabriele Muenter. Her life illustrates the fate of a sensitive
woman attached to a rising male star (Wassily Kandinsky). .
- She was within her own circle denigrated to the status
of "hostess," forgottem in art history, and unable to
work for many years after she was deserted’ by her loveér,

[

\

Questions for Discussion

1. VWhy are the protagohists of TherYellow'Waliﬁaper‘and'”
The Bell Jar.driven insane? ~What forces drive them
"crazy?" . ‘ : .o ‘

f

2. Zelda Fitzgerald's wri%ings were often published under . -
Scott's name, so that they brought more money.  What .
would be the effect of lack of cregit for one's work? -

3. How does aséociatiéh with male artists, é% husbands,
lovers, or close friends, affect the art work of women?
What 1s women's role in artistie’ circles? P i

.t ‘ /

- N : \




Women in "Masculine' Art Forms

Some forms oi artistic expression have virtual&y‘excluded
women. In Western culture, nrchitecture has become a male
domain as it has been professionalized In music, certain
instruments were "“too large" or otherwise inappropriate for

\ a woman (tubas, tympani— base viol) While some women have_
gained entry into orchestras, the le&dership of orchestras,
companies, and choirs remains in "authoritative,"” mascnline:f'
"hands. Music composition haspremnin largely closed to
women;'those‘who have written are virtuallyvunpertormed and“
unrecorded. wOmen rarely oreete monumental Sculptuf/ .

| The forms of art deemed appropriate or inappropriate for
women reflect our culture's defiﬂsfions of sex-appropriate

° behavior. Large scale sculpting and welding are not "fit"

. for Qomen's "fine" hands and "'weak" bodies; ieedership rolee
such as, conducting or directing are seen as pnrtlof the male

. prerogative of being in comhand. Moreover, in architeotnre‘
our emphasis is\on public, important bnildings where men do
their work (in business, industry; etc.)»ratner than on '

. gomes or churches. - -

' \Resource.uaterials : : ‘ . +
fAntonia, the film' about a woman conductor's frustration about
how she was treated by her profession.

"Monumenta: 'Where are the Women?" Article in the Feminist
Art Journal. ' . '

[

5
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Doris Cole From Tipi to Skyscraper.

Questions for Discussion

-22-
¢

Describes non-western
anddwestern views of architecture. Shows the former to -
be an extension. of domestic role of women; in the latter
architecture gradually professionalized away from the
home as a result of industrializatlon._ Parallel loss.
of women's economic power and architectural authority.
Cole also discusses 19th century .suffragists' integration
of architecture.and domestic arts.

y

A | } - g

1}.

2.

‘What is the role of economics in excluding women from -~

How does women's exclWsion from certain art fofms reflect
our culture's biases? : . :

What has happened to women who have tried to enter "male"
proressions?

certain art forms (cost of materials and: facilities).

\‘-7_‘




Women Artists in Mainstream Art Forms o a

t

i

Regardless of obstacles, some particularly talented and'
enterprising women have become well-reoognized leaders in
their artisfic rields. There are in general two models'ror
success in a mainstream art medium by “making it in the
man's world" or by creating her own' world.

. 1. Making it in the Man's World

A number of the best-known women artists have succeeded,
by doing what men do and doing it better. Among these are
Margaret Bourke-White, Georgia O Keefre, and Kosa Bonheur.
Each or these women is famous, a recognized success. Each
also has been considered eccentric, willful and, to some ex-
'tent '"masculine" in rorcerulness and commitment to her career.
Margaret Bourke-White was the Iirst woman‘to be invited to
. the Spviet Union as a journaiist to fly on bombing mission,
| e&g,‘ﬁ She attacked the man s world by beginning her pro~

L 1 3 . F J N Y

®

_fessional career as an industrial photographer in Cleveland'

"mills and rurnaces, then‘by doing industrial photographg for
Fortune magazine. . Georgia O'Keeffe has"become aImost legendary
for her dedication to her work and her reclusive life style.
Like Bourke-White she married & reilow‘artist, photographer

Edward Steichen; Bourke-White's marriage lasted Just a iew

years, O'keerféls much longer, but even "the latter was not

. conventional Rosa Bonheur is becoming as famous for her :

life-style as for her work in feminist circles. She carried,.

. i
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" a special certificate from the French.goVernment which

authorized her use of male clothing when working around the

markets and slaughterhouses. She -and her long- time female_ ?

~companion lived a bizarre and fascinating life in Paris and

the South of France.

Resource Materials

Bourke-White.s autobiography and books of her photos illustrate
the changing themes in her work over the course of her
‘career.

.0 Keetfe s book, in whiéh she describes her own development

as an artist-as well as biographical essays

There are a great many other artists whom one could bring up
for discussion in this sense--the traditional female
career/family choices are not necessarily different for
artists, but may be intensified. .

[

Questions Ior’Discussion .

\ ’ .
1. What sacrifices have been made by women artists? Would = ,
these same sacrifices be expected of talented men?

2. How ‘does the need for "choosing" the brand of "eccentricity"f
"exceptionality" affect these Women s lives and art? '

3. WHat does it mean for an artist s lifestyle to receive
more attention than hér work? , ‘ .

2. Making Her. Own World

A number of very successful women artists have managed to _
alter the conditions which most women face: - they haVe com~ -

- bined family andbcareer.‘ The most outstanding examples are

Barbara Hepworth and Kathe Kollwitz,hboth of whom raised ;

- P .
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. ‘families (in Hepworth's case right in the dust of the studio),
refusing to sacrifice either career or family. Hepworth was
tW1ce divorced but kept her children as an integral part of

her artistic life, using them for inspiration and relief.

Kollwitz' iamili arranged itself around her work, she spent
‘. - littie'time}on anything}bnt hgr drawing and her hushahdcand
' children. She had familial support since the time she was
a young girl. Kate Chopin, wrote "best)“ she.says, when her
children were clustered around her in the parlor (she -also | ot
o ' admits she had to stick to short stories because noqpls‘!ook o
too much conentration ) Margaret Mitchell wrote Gone with
the Wind at her kitchen table--and it was her only novel,.
‘;written over a nu;ber ofayears hetween~household'chores.

Anne Tyler, a notable young novelist, has written about her

experiences ﬁorking at home. (See bibliography.)

Resource Materials

Barbara Hepworth Pictorial Autoblography Juxtaposes sculptures
she was creating with snapshots of events .important to
her llfe at the time.

Kollwitz see biographies o /s

Biographies and autobiographical writings of writers such as
Austen, Chopin, Mitchell, Tyler (seeiabove) ,

r

Questions for Discussion ) . .

1. - How does combining work and faﬁély affect art? ’'Can an
artist become truly '"Great"™ without total, singleiminded
dedication?

»J "
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What ddes it medn for an artist to do her.work in her
‘spare\bime' or while keeping house--does e miss the

feelings of being a prgfessional?

What forms are wore conducive/less conducive to working
at home? How do the artists themselves feel about these

'restrictions?'. . 4 . , ) ;
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- Women Qreating in "Feminine" Art Forms . : .o

'1. Women in the Public Sphere

4

Some consideration should be. giveh to the professions in\\
whichvwomen have been permitted-to préactice: dancing, singing,
acting We need to consider Critics' and society s view of

those professions. v o .

Resource uaterials ‘ o o ,.' L

Actresses: see biographies and autobiographies of. Sara -
Bernhardt, Mae West Joan Crawford Katherine Hepburn,v
Liv Ullman. . )

Dancers have always been he oines/to little girls; ask the
class to recall their fa orites. ,

/

vy

Singers: Maria Callas, Leontyne Price, Jenny Lind, Mahalia
Jackson, Lena Horne, Marion Anderson, Bessie Smith.

Questions fof Discussion.

1. Waxt has been the history of women on the- stage? Why
hawe actresses or singers been labelled "harlots" or
"loose women?"

2. In what ways do actresses and singers still suffer from'

this stereotype? .

3. Why do women get to be prima ballerinas; but rarel
choreographers? How is this'distinction reIlected in~
‘ other arts? :
[ §
4. ' Are women only allowed to achieve where they are "needed"-—
that is, to sing/act/cance female roles?

2. Women in the Private Sphere .

Women have often created art withln the confines of domes*

“ticity. Much of their creative work is not conS1dered art

&

- e
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- needle and textile work. Women have been using scraps and

-98 -
. e o ) )
. however, for homemaking is not considered a professional

activity. - There are a numoer of media to comsider.

* - Needlework | . ' o ' -,

< D _ _
One of the most overlooked art forms in our society is~

g

s

rests to make beautiful items of clothing‘and home decoration '
since‘textile work'has been known. Many of these have de-»
i/veloped into sophisticated rorms pr expression with individual
women developing their own ‘designs and adapting the - dZSHgns of
others to.their own taste. ' Needlework has not been considered )
art for a number of reasons: 1t is not purely decorative in»
. most instances; it is not createdvbv people with the'status
of 'professional art workers'; the materials are often scraps;‘
patterns are often adapted, not original' it is created bv
women. (See seé%ion pE. 9)on the fin?/applied arts dicotomy)..
However needlework also penetrates into communitles where
no 'high arts' are ever seen--the consumers of needlework
are not‘primarily upper and upperfmiddle class, but_working -
class; rural and immigrant commZnities are prolific in needle- V

4

work. The immense artistic value of needlework is perhaps _
'best illustrated by the example‘of the . patchwork quilt which
predates painting (by 100 years) in its use of, abstract and
geometric principles for the organization of space Other
.torms of needlework such as difterent types of embroidery,

1acemaking, and sew1ng also introduce an appreciation of these ;j“;

media and artistic forms. .
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'Resource Materials

Actual study of quilts is really necessary to ‘their apprecia—.
tion. Although slides given an accurate representation
of the 2-dimensional form, the third dimension, the
quilted raised texture, is equally important to consider- -
¢ in appreciation of the work -- an experienced needlewoman_-h =
- might be invited to class (through local art- associations,
‘ - historical societies, women's social and church groups,
they can be located in any community) >
The texts most useful and accessible in this area are Bishop,
Holstein (who uses an entirely two-dimensional approach,
but offers. a ggo%eintroduction to the history of quilts)

Students might be asked to interview older family members who
had experience in needlework themselves or who grew up ¢
, when 'everyone' had to learn ‘some. v

have some interesting other needlework media to contribute:

. elither better known /types like lacing, tatténg, embroidery
or unusual specialized media such as the fine Ukranian

- embroidery (Swedish/ weaving). They might be invited @
to bring‘'pieces of#handwork from their families' collec- -

Quilting is a uniquely aéerican art’ form, class members may -

tions; textile workers themselves could bpg asked to explain
the craftWork and. the aesthetic goals of the various’ media.

The bibliography lists sources on other needl work and textile
media which can be explored by individual§ or the class.

»

Questions for Discussion B

1. 1Is needlework art?

2. How is needlework created? What sharerin a creative process
~does an individual woman using a 'pattern' have?

—
AIRY

AN 3. Why has needlework not been considered art? How is it ‘
being reevaluated? L

4. Can aesthetic standards be applied to‘quilts Just as they .
are to paintings? Why or why not? . ) v
5. How are the needle arts pecdliarly suited to women who are !
homemakers? (Materials are cheap; the activity can be
excused as 'useful, e. g}, making 6edcovers, 1to}s easily
ortable within the heme; it is repetitious, s can be put‘
down and picked up, as the family demands).
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{France; China, Japan), where men dominate haute cuisine,

What is the process by which a quilt ‘is created and-how.
does it reflect female culture (individuals work up a
quilt. top; the women. make an opportunity to get together
when the quilting. i# to be done, thus breaking up the -
isolation of each in her own hoyde; communal work is
performed). 0 ' ' - ‘ .

What does anonymity mean to an artist? Were these women
unknown? : . C 0 :

How did womeq's needlework culture parallel the established
art circles ome women were known as exceptionally good °
and their work.copied; Local, County and State fairs held
Judzed,exﬁibits, with prizes awarded to the best quilts

and women came to admire and to get inspirations for new
designs; sgccomplished needlewomen took on young girls'

instruction at their mothers' request, similar to an \

apprenticeship); especially fine quilts were 'kept' and
rarely used).. : o ’

L)
.

How has needlework not paralleled established art forms?
(No recognition of the artists; no 'collections'y except
in the families of the.creators; form followed function; °

needle work has never been considered meaningful or economic

"work" ) .
. .V

2

Cooking ' " | . : L

L

Cooking is considered an art fornm in certain cultures
. N .

&

Jjust as théy dominate other‘forms of "high' art." .We dis-

Q}nguish befween a cook and a chef, between daily cooking

(usually performed_by women) and meals prepared for special

.occasibns.(the_American;male's pé{formaﬁqe at fhé‘backyard

barbecue)jl

£
t

. -3
\

P

'Resourcevﬁaferiéls ) ' ~ S S

Have“the-class,anaiyze}this'American ritual: fhe'malé head

of:household;‘yith great ceremony}, carves a large piece -
of ‘meat; the woman has prepared he entire’ dinner, in-

'_cluding,thegtable setting, and ¢leans up afterwards.

e

). .




. Cookbooks. Consider Erma Rombauer s Joy of Cooking and -

M.F.K. Fisher's .The Art. of Eating. Both constitute

works of- literature, for they weave narrative and S
cooking instructions. Compare to needlework instructions

or other "how to" books. i . ; -

Class Project: cooking a "gburmet" meal. Class members
could contribute favorite famnly or ethnic dishes.:

‘Questions for Disdﬁssion. | o D - fﬁ7t\?;fe
1. When is cooking an art form? | | P

© 2. How have women integrated food preparation and serving
- of food ag an sesthetic.expression? . = b

3. What does ‘the current interest in cooking classes im~'
" ported cooking implements, and foreign foods. mean?
Is it 1ike the. renewed 1nterest in other crafts? :

R A ™ N o~
-~ ! Lot . hadt

* . . e N ’ ‘
.

Interior Decorating | S

l
"When a trained professional does 1nterior decorating, it’f L
e Lol

is an art, but not when it is as part of a homemaker s work; : ;'W

,Knowledge of the arts ‘goes into eifective interior design S
9 . T
(use of color space planning, ‘thematic or ecclectic apprqnches,;\w

. . . . o

. . ) . T

.Etc ) ; : . : n Ce e l
@ " -, |
o w . - -
A . ) ' ‘ t

A

Resource Materials

, Borrow a film on, interior decorating used in ‘home’ economics .
classes in your local high school.’ See questions below. A

Home ‘decorating magazines. Compare to -pagazines for "profes- | -
sionals" in interior design . 9 R

Questions for Discussion

1, What is the»relationship between architecture and interior
‘design? . (Architecture has developed into a professional = -
art field and interior design 1s often considered something e
"everyWQman" can- do ) . .

s - . 5 . . . s . N
L 3y L ! B ; 40 ‘ ) N
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2. . How does a well-planned, aesthetically pleasing living
- " environment affect the quality of family life? Is it
like "high art" in its effect? .

3. For use with films from home economics classes: how do
they commugicate with their female audience? What
values do they convey? What do they stress?

* 4. What could be taught in home economics if interior de-
corating were considered an art form? .

5. VWhat principles of good design do home decorating magazines
teach? e

ngries and Journals ("Household literature')

The most.widel& ﬁsed written medium among women -is the

' diary or journal. Many teenaged girls record all the crucial
events of their lives, using the diary as a 'best friend',for!
confidences. This is npf new. Pioneer women kept prolific
diarieé with recipes, weather repoits, homemaking logs, etcf
.for their amusement indwfor reference in future years (when
planning events subject to weather conditions for deciding
how many pickles to make, etc.). Diaries trips and social
occasions offer some of our most intimate looks at everyday
life of ordinary peoplé in the past. The contessional aSpect
of diary writinglseems to have attracted women. The form

of the diary ﬁas become important for women's literature.

Qgsource Materials

Lessing, The Golden Notehock ’

Lillian Hellman (three'autobioéraphies)

Sackviiie-West, confessional diary in Nicolson's Portrait of
a Marriage ' ’
Anne Frank's diary

41




Questions for Discussion

1. What is the function of diaries and journals for women?
2. Why 1is the Journal form particularly popular among women?

3. Why are so many women engaged in autobiographical writing?
How does it relate to diary-keeping? . :

4. How might the structure of womed's work in the home fa-
cilitate the use of the diary form?

5. Ask class members: how many have kept diaries? What
was' their content? What impulse made them want to write?

~

A
Questions for all domestic art forms

1. How have these domestic art forms been received by the
art establishment? Have they been recognized, adopted,
evaluated?

2. Needlework, currentliwpbpﬁlar, is now becoming "soft
sculpture, ' supposedly inspired by Claes Oldenberg.
Qren't grandma's pillows the real source? .

3. What "women's art forms" are now being adopted by the
maingtream culture? When men practice them, how are
these forms redefined?

4. As feminists, how should we view these trends?

5. Do we want to separate the population into "artists" aand
"appreciators of art" in the crafts area as we have in
painting, drawing, sculpture, etc? As humanists, how
should we view such a trend? '




Form and Function: The Art of Non-Western Women

=

Those forms that have been seen as_"domestic arts'" or

."(home)craftg" in Wngern society are the very art forms which: 
women all over the world share as modes of expreésion; With
ve}y few exceptions, fiber and text;le work are thé,domain

of females in any society. And in eVery society women hgve *
made use of this work-assignment to express'their-creative_
vision. Similarly, other objects which are use}ul in tEe
home are generally created by women . Potééry is an outstand-
ing example; In cultéres in which men‘share in these actiﬁ-
ities, their work is often confined to creation of artifacts
for ceremonial, rather than‘everyday'use (e.g£., Hopi men's
weaving is well known; they hake belts and other\?ecorations
for the éll-male ceremonies of the tribe). To understand

£ 4
what is 'women's art,' then, one must look at the media which

°

women have developed internationally; Also, to understand
women's creativit?} it is necessary to consider the way women
go about tﬁeir artistic work.

£
1. Textiles and Fibers

i . a

Creation of clothing, bedding, shelteré*iave been among

women's assigned roles in most of the world's cultures.: In

this section comparison can be made between Western or American
_ﬁrf _ textile and fiber work and the work done by wo;en in other :
' v 3nl%;res. Important media %;z weaving-(NavaJo, Indonesian,
T E’ éhiuese, etc.), embroidery, beading (Native American, Inca,

..
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southeast Asian), hide decoration (Eskimo; Plains Indian .women

created abstracts, their men pictorial designs on buffalo -

» *.
hide).

o

- . : .

Resource Materials

Any of the reddings on textiles, fibers and beadworking (see
bikliography) are relevant. Some of these must be read
-with an eye to the bias against non-Western art forms .

and the tendency to deny the creativity of female artists.

Few sources connect the creation of these works to women's

socletal roles. :

Local weavers, dyers, beadworkers are excellent resource people.
‘They have often delved into the history of their art forms,
Demonstrations of spinning, weaving, etc. and the myriad
ways ¢ghese are accomplished in different.cultures are -
extremely "enlightening to a class. . ‘

The best resource center in the U.S. on textile history, art’
‘and labor is The Center for the History of American Needle-
work, 2216 Murray Avenue, Pittsburgh, Penn. 15217. The
™\ Center provides a newsletter, bibliographies on many
( topics, travelling exhibits of textile and needlework,
and speakers on various topics.

Questions for Discussion

R

1. What does the history of textiles tejgaus about women's
lives? ~ (Textile history is the long female tradition
in the arts. So little of women's work survives in the
form of artifacts: textiles play a central role in the
archeology of women's lives. Textiles are one of the
few existing threads of women's family history, for they
are passed on through the gemerations. :

2. How doessthis irrepressible drive to decorate fabrics and
other fiber forms serve to express women's creative energy?
In what ways is it expressed? (Important parameters in
textile evaluation are fiber content and texture, dying
and color coordination; printing color and patterns;

~\‘> " methods for weaving, etc., which are highly refined and

specialized in many cultures. -

3. How does women's rqle in textiles reflect her economic
and social s%tuation in various cultures?
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o

2. Pottery, céramics, and basketry

Women are also reéponsible for creating vessels, containers,
. and utensils for dompstic use. Native American potters are |
outstanding examples. Their tradition is followed by the .

large number of women potters active today. Nétive American

basketry and quill work are also highly-reiined art forms,

varied among fhe different tribes. Asian and African basketry
: . P

also illustrate the internationality of these forms.

— .

Resource Materials

e § See bibliography for literature on pottery, ceramics, and
,_"iuv basketry.
!;J } Exhiblts of pottery are often available at local museums and
| historical societies.

Working potters, basketmazers are often willing to give talks
and demonstrations :

-

} 5 . Questions for Discussion

Y 1. How are pottery, ceramics, and basketry to be judged as
¥ art forms? What aesthetic judgements should be made?
e (Line, form, functionality, decoration in the form of
color, glaze, raised designs, etc.) :

o~
2. How has design of pottery, ceramics, and basketry in-
|

fluenced the mainstream art forms? (In particular the
abstract designs of Southwestern U.S. pottery or North-
western basketry should be considered.)

3. More and more, ﬁottery is c¢éming to be viewed as a major
- art form by Western critics and'collectors. Why is this
1 Ty - so? What impact will it have on the medium? (Note that
g ‘ many major painters have thrown pots, e.g., Picasso,
O'Keeffe; more men are becoming commercially successful
as potters )
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-

What does the history of pottery in Western socie
us- about the history of much women's art (The co

ty tell

mmercializa-

tion of pottery and its takeover by small factories--male

run-~-put domestic potters out of business.
has pottery returned as an art form in the

~ Only recently
U.S. mainstream

culture. Mass-production of dishware has endangered hand
production in many parts of .the world.)

3. Women as Art Workers

’ - . ., : o
Eg the section on Domestic arts the notion of coopg?itive )
and collective work is discussed. These methods apply equally

to non-Western women, in fact, to work methods in non-~tech~

)

- nological socleties. "
| E

Resource Materials

The film Kenojuak is a beautiful portrdit of cooperative com-
munity art work--the designer, the stone carver and the
printer all sign the prints. It also shows male/female

-~ division of labor in a fashion which is productive and
- developed through community. Standards. , ,

The studies of quilt-making are a good Western example-~-in-
dividuals made the tops, groups quilted them.

%

Questions for Discussion'

_ &
. 1. How is the creation of art organized in non-Western so-
: cleties? How does it fit into the work patterns of these
cultures? .
\ .
2. How is technique and artistic knowledge passed on to younger

women?
3. How is the labor divided, if it is? (Do men work with

the women, e.g., doing the heavier work? Do children
learning the skills work as apprentices?) -
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Unit III: Women on Women
Growing Up Femiie
Women's Lives, ~
Creating' and Recreatlng on

Artistic Heritage
Erotic and Sexual Images

1

Growing Up Female = - ' \

Women's art and culture télls us about the experience of .
growing up female in the United States. Women artists may
. offer a picturé of female}adélescence which differs from that
of malg\artists or the popular media; populdr music is an
excellent source for studying both thé myth and realify of the
female ekpérience. The Supremeés gi%e good examples of teenf'
age longings and dreams; Meg Christian has an excellent number
on falling in love witQ\her gym teacher; Hsli& Near sings
about her sister. |

Autobiographies are also valuable resources in- studying
female adolescence. | |

Resource Materials ‘ . '

Popular music (see bibliography)
Anne Frank's Diary

Toni Morrison, Sula | ~ _
The Bluest Eve R

Maya Angelou I Know Why the Caged Bird Sings -
Angelou . : ' \

Zelda Fitzgerald, short stories -

Rita Mae Brown, Rubyfruit Jungle (growing up lesbian)
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Katherine Anne Porter, Pale Horse Pale Rider
Carson McCullers, The Member of the Wedding
Austen, Emma and Pride and Prejudice ° ’

Bronte, Jane Eyre ' . ' .
Alix Kates Schulman Memoirs of an Ex-Prom Queen X
- Lisa Alther, Kintlicks

Sylvia Plath, The Bell Jar

-

'Photography Women See Women

- Children's literature have students bring in their favorite
- children's books to class; discuss both in sociological
and artistic terms.

Salected poetry: poetry often captures the experienee oy
growing up; good for sparking class discussion.

Questions for Discussion

1. How do women artists show us our lives? Their own?

2. When we read of artists' lives, do they seem ‘z:o portray
themselves as unique, or are they describing common .
female experience?

+ 3. What role did women who wrote or illustrated children s
_P books have on our lives?

4. .How do minority women artists depict their lives in
white society? ‘

5. How does popular music reflect or challenge stereotypes
about female adolescence?

6. What themes reappear in nineteenth and twentieth century
novels of female adolescence?® ‘
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Women's Lives _ o .

1. Home and Family

Women artists have often depicted the lives of women who
are wives, mothers, and homemnkers p Sometimes they satirize |
the homemaker role, often their vision of domestic experience
differs from that of the popularAmedia in general or that of
specific male artists. Art which focuses on domestic subjects
has in the past been considered trivial, and needs to be re-

5
evaluated from a feminist perspectlve.

ResourCe'Materials ‘ : Cow

Photography: ‘Dorothea Lange, American Country Women
works by Lenore Davis, Diane Arbus, and -
studies in Women See Women (see bibliography)

Literature: Mrs. Gaskell, Wives and Dg;ggters
) George Eliot, Middlemarch .
Harriet Arnow, The Dollmaker :
Sue Kaufmann, Diary of a Mad Housewife
'Up the Sandbox -
L. Hansberry, Raisin in the Sun -
Ntozake Shange, For Colored Girls Who Have
~ Considered Suicide When the
Rainbow is Enuf
Sheehan, & Welfare Mother .
M. R. Reinhart Married People
-Boothe The WOmen

]

Paintings, Sculpture, Graphics: Ellen Lanyon“

Marjorie Strider 1

Kollwitz
QQ ‘ Cassatt
Marisol :
- Art-of Womanhouse

. TV Soap Operas: o most successful soap operas have been written'
by women; they are art (vet not considered "art") for
women by women, and are a major imaginative source for
many American women'. Students could watch, evaluate by
theme and structure. R -

P




Questions for Discussion ‘
_ ‘ . x

1. How have women artists depicted the domestic lives of
‘ women? _ _ o

2. Are these depictions adequate or accurate reflections of
female experience? ‘ . RS

3. How do women artists visions of domesticity differ fromv.
those of male artists and popular images of wonien? How
are they the same? - '

4. If the homemaker role is both the core of female experience

: and the source of women's oppression, how do we evaluate
art which denegrates, glorifies, satirizes, or otherwise o
tfocuses on that role? . ' . o

5. How do women artists show women rélg:ing to women within
the domestic sphere? = - : N , .

6. How would wé’begin a reévaluation'of-art which-tocuses on .
domestic subjects? o L

2. Work and Communi#? | | _

WOmen artiéts also show us women's livés outfide'the hbme.
Their tone may be{éympgthetié,_realistic, condescendiﬁg,_eté.
Artistic represéntations of women in these roles may éerve -

to define and redefine trgditional roles of-women._ Women .

artists depicting themselves as artists are in fact describ-

ing women at work.

Resource Materials

L 1
Literature: Gail Godwin, The Odd Woman .

N Stalvey, The Education of a Wasp ‘ ‘
- Esther Broner, Her Mothers °

Margaret Atwood, Lady Oracle (described a writer
of Gothic romances) - : '

M. H. Washington, Blackeyed Susans (stories)

Colette, Cheri and Last of Cheri

4
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) Photography: see bibliography for photography on working WOmeni‘
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Dorothy Sayers, Gaudy Night A o
-Pearl Buck, The Good Earth

, ‘ Nectar in a Sieve : ‘
S _ Judith Rossner, Looking. for . Mr. Goodbar X !
2 . Mrs., Gaskell, Cousin thllis ‘ ‘ :

Gersternberg, Jury by her Peers

Hellman,. Little Foxes and The Children's Hour
Autobiography of Mountain Wolf Woman

Doris Lessing, The Grass is Singing
Childress, Wine in the- ‘Wilderness

Music: §un !Molly Jackson Elizabeth Cotten, Joni Mitchell
Baez (see bibliography) A .

Painting, Sculpture, Graphics. see work of Bishop, Rinzgold
Cassatt Beaux, John, Modersohn-Becker, Kollwitz

Questions for'Discussion

1. What repeated themes do you find in art which depicts

women at work?

2. What relationships between women are consistently portrayed?

3.. In what wdys have women artists depicted themselves as
artists?

attitude of the creator toward the subject? . *

. _,‘/

|

|

‘

4. How do you establish the tone of a work of art:  the ,'}

4
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,have'been written out of art history.j Women have been dis-~

feminist historians and critics; have been actiVely seeking

Creating and Recreating an Artistic Heritdge for Women

A woman artist often finds herself with primarily male
models to draw on. ThlS problem is a major obstacle for
accomplished artists as well as a negative influence on o

=4
aspiring_artists.A Women héVe been systematioally excluded

from art education and practide. Women who have achieved

-

couraged, even prohibited from expreSsing their own*vision.

As painters sculptors and writers women have been over-

looked, trlvialized and had their work attributed to male

\
|
-
1

artists. The creations of needlewomen, potters, and Journalists

have not been accepted as art at all. -

Many women artists have suffered from the lack~of female
‘models and a'female’tradition in the'arts. In times past,k

-and especially in recent years Women artists,working with

“»

out overlooked womer artists. They are attempting to“oreatef-i

a tradition for themselves out of history, Tz}hrand fantasy.

Because history has been Written by, for and ahoutvmen, wémen

L]

artists have begun to call on~obsoure,'often mythical fore-

mothers for guidance and ,inspiration.
' i

1. Rediscovering female artists

(See section on Overlooked Women Artists) Virginia Woolf

writes eloquently of her need for'female role models, for

' 4
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»

. intormatiﬁﬂ'on others who have struggled in the same way., L

L)

‘Just-know1ng that other women have succeeded, or even tried

LW

, to
\

P ' beCOme artists encourages young artists. ‘The intense feelings |
\

ot being aloneiwhile trying to express a personal artistic

vision are exacerbated by the isolation of a woman among meu. |

S 1
2. Female Themes and Imaggry

Many of the most powerrul experiences in female experiencea‘
‘have not found expression in the arts, ror art has been .o
‘created by men or around themes which they deemed appropriate -
subjects of art. Because men cqntrol art education art- rund-
ing, art showing and printing, and performing,they have been
&f in the position to dictate what can be art. (See Sections | 5\
é e Myth of the Great Artist" and Women and Art Establishment )
" Women now are asserting that their experiences are art and '
are creating works centered onlshemes of menstruation, child-».‘
birth hgusewitery, pregnancy, menOpause, lesbianism. Themes ff
-#éke prostitution motherhood childhood, home and family, sexl.
life, etc. are being reinterpreted from a female point of "
: view. Women are demanding that their experience be*recognized,f
| é as part of the universal "human experience" previously de*

7
fined by men. At this stage women s art is extremely personal'

2
2

»

for women artists are reaching out from this personal base toi3.‘
try to capture the larger spheres of human experience.v

| Similarly, women artists are employing imagery which re-'
flects their own experience Vaginal forms, forms.which are

! ~




g I e
' inwaréicentered ahdychrved/circular,-literaiy_imagery'basedb
" on e#perienceéflikejmenstruation ehd'childbitthoere'common{’f;i-°’
Some womeff artists emphasize their }eletion'toﬂnathre andoi”'l;nw
the earth. Woﬁen artists cross bohndarﬁés of variouseart
forme, creating, for example, sdft'sculpture.f'Even the
}'interpretation ot colors in visual art is altered the
ﬁi_ blood. red of wounds aod danger- becames the blood red of f?”;
menstruation or childbirth, a part of the qztural life cycle‘
uagy wbmen artists see the’ yery media they work with (the
}anguage -the canvases, the linear structure of music) a8
SR S phallocentric, flawed vehicles Ior the expression of fe-lf
' . male experie&%e. Experimentations to try to create female~

suitable media are flourishing. f; o ‘L‘rtﬁ

3. Traditiona1~Female Media , ,

- 'Women are experimenting with media such as diaries fiber,f.'

-  and textiles, pottery, and needlework which have traditionally
| been associaﬂed with,women and.women s social roles, yet are .
:often using them in new ways. Quilting has become "softescu1p~ff

ture" (attributed by the New York Times, when describing the

work of four women artists entirely to the impact of Claes
®

Oldenburg); pottery becomes a decorative as well as-functionaic;5

form with #a» very broad range of expreseion N diaxfies 'he_come |
. autobiographies and autobiographical qoveis. These works too,
-aare an attempt to fihd a mode of exbression comfdrtable for

- women artists and which connects her to a traditioh of her

i
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own. (See sections on "Art Created within the Confines of
Domesticity'" and "Form and Function: The Art of Non-Western

Women'.
- . L

4. Myth and Fantasy

Starting irom mythology aaﬁwe'know itl passed down by
the oral and written tradition of patriarchal society, women-
artists have begun to weavé their own experiences and desires
into a mythology which is an artistic tradition in its own
right. One source is the scraps of information on such
figures as Sappho; another includes mythological figures
such as the Muses, the Fateé, the Amazons, which associates
creativity and drive with women; another is the writings of
historians and archeologists who have investigated possible
matriarchal pre-historic societies and their goddess- fertility
cults; a final source is the imaginations of thé artists
themselves. Ideas of female- centered, female~dominated, and
all-remalq societies have sparked art work which is exciting
and'intriguing, reaching out tovtap the fantasies of women
at a deep level. Just experiencing, through art, an alter-
natiQe vision of past and rut?re can be a remarkable and re-

freshing experience for women in a male~-dominated society..

Resource Materials * . -

The music of Kay Gardener (Olivia Records) is an excellent
example of attempts to graft tontemporary female experience
onto ancient female traditions (she uses "§apphic“Lmusic
as her source). , ,

J
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/[V - Visions of a future/past female world are seen in Mrs. Gaskell's.
, Cranford, Joanna Russ' The, Female Man and the Short story
"When it Changed" im- the Sargent Women of Wonder anthology
// and, most superbly, in Monique Wittig's Les Guerillieres.
This last is a fine example of novelistic-mythologizing
N .and also an important attempt to create a female form
for literature. See alsa Ursula LeGuin's Left Hand of
Darkness for a vision of a one-gender society..

Poetry: The World Split Open (ed. Bernikow) Howe and Bass.

‘ Esther_Harding, Women's Mysteries a good source of background
on mythological, historical, and religious sources of
women's tradition. :

>

Davis, The First Sex (discusses the matriarchal theory of

the beginning of civilization - an idea which underlies
l , some women's art). _

The Female Surrealist painters are a wonderful amalgam of
witchcraft, Jungian archetypes and their own female-

_ centered imagery. See articles in the Feminist Art

l - Journal, Ms., and sections of Peterson and Wilson (see -
1 bibliography). These materials form particularly valu-

able basis for a discussion of an JfAlternative Vision,"

for these works are radically different from those of

male surrealists which are oftem*Sexist and violent in

the extreme.

Frida Kahlo's painting is an object lesson in expression of
woman's personal experience.

v

s ettt S C———— Gt—

Duffy, Rites. A play illustrating a radical re-interpretation
of mythology and female experience.

A particularly telling example éf the difficulties in trying

to create art without a tradition (or with a negative
. one) to draw on might be humor. Women have been the source
of butt of humor, but rarely the creators of it, outside
female circles. Women humorists, artists trying to put
humor into their art, find it difficult to Jjoke about
experiences which have only recently been taken seriously.
Misinterpretation is rampant (accusations of anti-femin-
ism sometimes crop up). The book Titters might be used

as an example. '

L
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See the sections on "Women See Women" above for visual abt
which tries to capture the female experience. Also
Erotic and Sexual Images, below. The new'music of the
feminist movement is good here too. .

N\

Questions. for Diséussion

1. VWhy is it important for women artigts to have a "heritage,'
a "tradition?" What is it that artists get from role ~
models and forebearers? ¢ .

2. Why might it be easier to achieve truly great expression
in a mediuym like oil painting, with its 1000+ year
history, than & medium like fiber sculpture? Can there
be a "great &rtist" in the traditional sense in a new
art form? What is the challenge of a new art form?

3. Does it matter whether a tradition is based on history
.or on mythology? How does eadh atfegt an aspiring artist?

4. What is the role of female-oriented art in the women's
movement? For women in general? ¢ ‘

5. How shall we Judge these new expressions, these new media
which are emerging? ' ’
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Erotic and Sexual Images

Since thé essential difference between men and women lies
in their roles in sex and reproduction, it is not surprising
that women's art radically reinterprets these facets of lite;
nor that much new women's art aftempts to express purely fe-
male experiences in sex; childbirtﬁ, menstruation, etg. And.‘:
since in men's art women have been primarily seen as objects
of sexual attention;fﬁomen artists work equally bhard to-re--
interpret the relation between woman as a s#bject of art
and as_an art object. Women artis'ts are much concerned with
the body, igg functions, its beauty. }Some women artists have
begun attempts to interpret the male body through a female
point of view as well: |

One of the heritages of male dominated society, for many
women , is extremely repressed sexuality, a Victorian heritage.-'
For more natural expressions of female éexuality, artists
turn particuiirly to the black tradition in the U.S. The
blues tradition has strong, independept, sensual women and
has been a source for much of women's mﬁsic in the ﬁainstream,v-
Lesbian writers and musiciahé‘have been drawing on this and
othepptraditions to build a separate form of expression. The

use of ancient female-associated forms and imagery is prevaleﬂt;

Resource Materials

Judy Chicago's Through the Flower is a fine expression-of:a
woman searching for her own vision and finding that she

o o
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must first expreég her sexuality before going '"through
the flower"” to other aspects of her life and experience.

Repressed female sexuality, expressed metaphorically in
Emily Bronte's Wuthering Heights or Charlotte Bronte's,
Jane Eyre, or Mary Shelley's Frankenstein (a metaphor
for sex or birth) spark excellent class discussions.

(See Moers and/or Showalter.) ) : °

wr

Black women's music ,is a wonderful 4llustration of male-female
relations and healthy sexuality. Bessie Smith, Victoria
Spivey, Billie Holiday, Lucie Spann, Sweet Emma Barnett.
See also writers such as Gayl Jones, those in Blackeyed
Susans, Toni Cade, etc.

There are a great many visual artists who express sensuality
- and sex grgbphically in their work. Among them Wiltke,
\ , Shapiro, trider. O'Keeffe denies that her images are
sexual. h
Painters).

is makes a good discussion topic (see Great

The Lesbian writers are frequently explicitly sexual: Wittig
(especially The Lesbian Body), Rita Mae ﬁrown; poets.
from Aphra, etc. Lesbian music, recorded largely on
Olivia, has sensuality, sexuality, and humor. Jane Rule's

t book ig a good resource/ for lesbiinism in literature.

Contemporary. works such as Fear of Flying or The Odd Woman
are valuable bases for discussion ofs the struggle to
establish a healthy sexual identity and to express it
with honesty and humor. :

. Photography and painting depicting nudes: a good basis for N
discussion, for looking at nudes explores the subject/
object relation 6f the artist to the model. Just having
a class express responses to depictions of women by women
leads to VYaluable exchange of impressions and experiences.
Karen Tweedy-Holmes' photos of male nudes are.also a good
example of a healthy view of the body. These are shock- 'Qﬁ.
ing to some students who may rarely have seen a male )
nude, but that in itself is an accurate reflection of

. dual standards toward the sexuality of men and women.

-

~

Questions for Discussion

1. What is the traditional view of female sexuality and how
is it being reinterpreted by women artists?

SY
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2. What are the difficulties faced by a woman artist who is
attempting to express sexual themes in her art? (See
particularly Judy Chicago, Through the Flower.) R

3. What events of women's lives are being reinteAgreted? Do
these works speak to your own experience?

4. What sorts of imagery, metaphor, rorm is used to convey
- femaleness?

5. How do_women see women? How do women see men?

6. Is there a specific lesbian "vision?" Héw does lesbian
art recapture female experience? -

o
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“ Unit IV: Art and Politics

The Insmghts of Marglnallty

Women's Art and Soc1al
Criticism

Art and .Feminism

A major role of artists in any society is to be visionaries

and critics. Women artists have not shirked this role. A |

profound artistic vision may cut to the cdre o
:Zdying deep truths in a fashion which coffhunicates  them
to a larger population, exposing ideas,
and attitudes. Good art embodies fhe 'spirit of an age' by
drawing out its essence; it expresses‘aqd reminds us of
what will remain as worthy or unworthy in the future. In
the sense that political struggles focus on questions of

values and morality, all art is politigal, for it reflects

the world view of the artist. Women 's art can be political

in two ways:! it may meflect an alternative vision of our

society (the vision of its female half) and it may ‘reflect

the mores and values of a new Society the artist envisions.

Women artists‘ view of the female condition is part -of their -

critique of the human conditioﬁ.

The Insights of Marginality o —

- Because they are not male, not part of the group which

defines sociél-énd pélitical norms for the society, women's

A4
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art is by definition a critique of Qhose norms. It is, from

the mainstream point of view, a ”deviant" expressﬂon.
- 3

Parallels can be drawn between women's art and art by memoers;

of minority groups, whose experience has been similarly denied
reality by the dominant culture.
- .

Reéource Materials . - é,w¢2-qaf

This. is & good opportunity to bring in the work of minority
artists, and especially minority women. They are well
represented in the bibliography: writers, painters and ‘
graphic artists, musicians, a photographer. The sources - ,;,
of their inspiration (African, American, female dart) in . 7
theme, medium and technique should be analyzed. A number
of the works reflect minority women's reflections on
their own roles as artists.

' The work of Diane Arbus is an outstanding example of a

‘ 'marginal' expression. Her photos are often deeply
disturbing and her vision may appear to many to be
haunted or grotesque. Her Series on transexuals and
prostitutes challenges traditional notions of sexuality
and sex roles. e

The work of the women Surrealists, of gothic novelists, of
poets such as Anne Sexton, whose vision is uniqpe and ,
usually perceived as '"disturbing," would also’ lend them- 7
selves to this discussion. .

Ry

-

Questions for Discussion

1. Do these 'female perspectives' strike a familiar or
sympathetic chord in female audiences? How have they
been received/interpreted by male critics and audiences?
How by female critics?

2. What similarities ade there between women's artistic
vision and that of specific minority artists? Do they
share themes, do they share experiences? How are the
differences, expressed? What might their experiences in °
training, in showing, in publishing have been?

, : LS l o
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How does the art, of minority women »e¥lect their double
oppression -an lienation? -

.". Which aspects of society do women artists 'see" more

clearly because they are "in'" but not "of" mainstream
culture as defined b%Ethe male '"canon''? Are there
particular human (or *female) experiences which women
artists have penetrated especially keenly?

What do women artists see? What does” society look like
to their pens or camera lenses? Are their visions purely
.individual, or do they share some common perceptions?"

Te
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 'Women's‘Art Ind Social Criticism

Invaddition to the.critiqﬁe of the general perceptioh
of 'reality' inherent in work which expresses the unique
perspective of a far-sighted and perceptive artist, womeﬁ'
have also produced works whicﬁ are focussed on widely-dis-
cugsed political and scc&éifggsues of their times. wchh
artists have runctibnéd as membqfa of political orzanizations,
parties and movements dedicated to social change. In these
connections the r61§ of,thé artist is that ot.Yisionary,
aiticuiator, populiiiZer;‘proﬁagandist, inspirer. Other |
artists haye worked singly,'expggssing‘their message solely
through their art. Thése messages may be direct (é.g., songvl
lyrics about an event, photos or prints of situations tacéd
3> by the people) or posed in m;fﬁbhorica%'tefhs, addressing
 the contemporary issues by articulatihg underlying, universal

themes.

o

Resource Materials

The -work of Kollwitz stands out among that of socially con-
scious artists. Both her work and her biography offer
T powerful insights into wohen's role and women's con- _
i sciousness. She develops a profoundly political, and .
profoundly personal expression which is both timely and
timeless. : : . :

“ E Faith Ringgold's wor f; a history in itself of the black

-~ - movement since e 1960's. Other minority artists,
(writers, poets, painters) are good examples. The

. plays ,of Alice Childress are especially fine.
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| , ; | o
ic, such singers as Joan Baez and Bu fy St. Marie il;\

rtists of the Appalachian unionizatipn movement offer
case histories of the artist as a sodial revolutionary.
Their consciousness stems from a specifically female 3
point of view. The more metaphoric 1 expression of ”\7
such singers as Joni Mitehell.is also important to

examine. ! ' '

Quéstions fqr Discussion

1.

How have women worked within mgvements for political ~
and social change? As artistg, have they beeg free to
express their own visions of /society, or are they mere
mouthpieces for their organizations?

. ]
. '

,Whét constitutes political art? How shall we judge it?

How would the artists jadge the value of their art and
wish their art judged(e.g., is political art 'good’
when it is effective, or should exclusively aesthetic
criteria be applied?)

Does political ak{ lose its value when the issues_it
addresses are no onger current? :

LI
\\

Have women artists articulated a viewpoint on political
and social issues which-is the same as men's, or are
some particular themes, images, and forms of expression
uniquely or predominantly female?

What social criticism in art has arisen out of the. feminist
movement? Out of the suffrage movement? What value does
that art have tpday? (As art, as especially imsightful
expression of the values of the movement, as women's
history?)

-
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Art and Feminism

The cultur#l goal of the women's movement might be
characterized-as the liberation of the female imagination.i 
Art is an expression of feminism not only as it specifically.‘z
addresses the political and social goals of the women's
movement, but also as it elprésses a female point ét view:
women's f&ntasies, hopes, fears, and life experiénces,

Thus much of the material in this cdufse;outline could he
~ included under this headiﬁg Any of the artists discussed .
herein should be reevaluated from a teminist point of view."

Feminism speaks to more than political beliefs. In its

assertion that 'the personal is political' all aspécts v

of our lives are opened to reevaluation and redefinition.‘-

In art, a feminist viewpoint reéxamiﬁes not only the'subject‘
matter apnd modes of expression, but the very method of -
artistic creation. If insists that art, like othér aspects

of our lives, does not exist in isolation, that artists'

are not a classiof.'special' people,_but are people who
express fhe aspirations and fears of all of ué. The models.

of traditional female modes of production have been foifbwed“_

by feminist artists who create and work collectively, who

found their own schools and studios, who try to break down

the barriers between artists and the public.
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]

‘Cindy Nemser, interviews in Art Talk

Resource Materials 6

Y

Some negative depictions of women which could be compared and
contrasted by a class might be Boothe's play The -Women,
Duffy's play Rites, the art of June Leaf, Miriam Shapiro,
and. Marisol. Students may react strongly to art which =
portrays women in negative situations. It is important
“for them to sort out their anger and fear over the actual
circumstances of female existence from their criticism * .}
of the art and the artist. For: example, they may need .
to struggle with. the question, what was the artist'’ -
motivqtion in depicting a rape?

Materials from®the sections on 'crafts' and 'female art torms'
might be brought in here for a\fdiscussion of the politics
of definition of art and its ramifications for women
artists. NN

The specifically political statements of woéen's movement

. poets, painters, etc. should be discussed, as art and
as expressions of feminism. 'A good selection of illustra-
tions can be found in the New Woman's Survival Sourcebook.
See also poetry and statements from 1960's groups.(e. g., |
the Redstockings) in: Sisterhood is Powerful (ed. Robin e
Morgan) I _ _—

Different theories of feminism can/ge discussed by looking

at feminists' art. For instance, the matriarchist

point of view is often most clearly understood through
‘'music or prints about earth-goddesses, etc. Lesbian

art is also a very important form of feminist expression.

Questions for biscussion

-

1. What has been the role of artists in the feminist-movement?
¥hat ought artists' role jn political movements to be?
(See above "Women's Art and Social Criticism").

2. - How has the notion that 'the personal is political' af—
fected feminist art? Feminist artists? Feminists'
evaluations of art?

3. How do. we assess art which ‘depicts women in traditional
roles?




g

"One of the functions of art is to capture the spirit of s

the artist's age. When art by women depicts women - '

- negatively, how should it be judged and used by feminists? -

How can we.differentiate between critical views of women
which are women-hating or victim-blaming from those which
are meant to crit&que the situations-in which women find
themselves by showing the deprivations caused by sexism? . .

How do we evaluate art which is created specifically for
a political purpose (e.g. posters, book illustrations, .
etc.)? ) ' . -t R
How does a™feminist perspective force us to reevaluate .
our categories for creative work? (The dichotomy between
art and craft is antithetical to the feminist view.) .

See Women in the Private Sphere, Third World Women's Art,
ete, - . ' .

B ~
.
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Unit V: Great Women and Great Art
n . '

.~ This section is intended to point out-some women artist§
who particulérly deserve, Br are particularly suitable for,
individual study. Women artists, past and present, are
undergoing reevaluation, and many truly major figures have
emefged. A few in each of a number of important fields are
mentioned below. We all have our favorites, but these'women»
.ére all important artists whose work is quite éccessible td
students and for whom some resoufce materials are available.
Study og "The Myth of the Great Artist" in section one is
crucial to this section, for women artiéts cannot be judged

in‘g vacuum;.understanding of the contexts in which they have

‘ created is necessary for a full appreciation and evaluation

}
of their art.

-

Resource Materials'

. b
* See bibliography for full listings under each he g.

- ) . R
/ < .
Writers .
Lessing: -The Golden Notebook portrays a woman who is a
writer.- In form it is experimental, integrating diary
and novel fragments, Plus fully developed narrative.
Lessing's introduction is valuable for study as well.

Hellman: The dramatist and the autobiographer can be é%mpared i

> and contrasted. Hellman was a successful writer for the.
popular stage, althotgh her current fame is based on the
three volumes of autobiography. One aspect to study might
be the progression of autobiographies from the diary- -

-60- ég . -
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like An Unfinished Woman through the portraits of-
. Pentimento to her most personal statement in Scoundrel 4
- Time, a fine study in itself of an artist who has be-
come a political figure. -

Woolf: A Room of One's Own has been suggested above. Her
androgynous perspective is certainly a radical departure.
from the male literary tradition.

Plath: The prose and poetry of Sylvia Plath seem to speak
very strongly to students. She certainly illustrates
in her wit that the 'personal is political.' :

Painters

O'Keeffe: - Recognized as one of the great ﬁtinters of the
twentieth century, O'Keeffe's statements on her art .
deny any specifically female Imagery although its sensuality.
cannot be debated. Her 'flower paintings' make the - :

) incidental into the eternal. O'Keeffe's biography is _J
& case-study of women in the art world.

Frankenthaler: . Her contributions to abstract art, and her.
use; of qolﬁf place her among the most outstanding con-
temporary Americans. She can be productively studied
as part of the New York art world, as student and
colleague of:sthe most well-known figures in abstract
expressionism, and as one who moves to egstablish her
own unique vision. i

Sculptors . . A

Hepworth: The great British sculptor is a fine example of

{ a woman who hfﬁéﬁntegrated her family 1life into her life
as an artist.”“Her Pictorial Autobiography juxtaposes/
snapshots of her children, home, studio, friends and
private life with the abstract sculptures she was creat-
ing at the various times in her life,” thus expressing A
her 1ife through her art. Hepworth's is highly abstract
art which is particularly accessible to interpretation
--a fine introduction to abstraction for those who might
find it cold and forbidding. -

)

-

Nevelson: The evolution of Nevelson's sculpture illustrates
most clearly the unfolding, development and disciplining

P of a truly great artistic vision. Her own descriptions
of her fascination-with lightand shadow, her need to
express her perceptions, reveal artistic drive and imagina- °
tion clearly and directly. Nevelson's feminist political

~

. | 70
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... stance might also be brought in, focussing on the ab-
strac¥ and 'non-political' form of her artistic expression

and discussing whether it is female and feminist nonethe-
less. ’ . '

&

Photographers

Arbus: See sectigﬁ on "The Insights of Marginal}ty"

- ‘ .
Cunningham: ~A pioneer photographer, especially well known
for studies of the human figure and for natural forms’
Her flower photos could be profitably contrasted with
O'Keeffe's. Her personality and her art are well
portrayed in the film Never Give Up. . :

Bourke~White: Perhaps one of the best known women artists.
Her commercial success broke barriers to women in pro-
fessional (especially industrial) photography,and she
travelled to the soviet union and to battle fronts. .
Bourke-White's studies of American industry, of American,
Soviet, Indian, and South African life are among the

most moving. Her personal history is fascinating asc
well. ' .

~

poverty and destitution resulting from the depression
and droughts of the 1930Q's brought about public demands
for financial and work lief programs. The portraits
of common people, in whifh she specialized, are no less
moving today. Her photokessay American Country Women

- Juxtaposes portraits of women with photos of some mean-
ingful element of the subject's home environment, thus
capturing the life as well as the moment. ‘

Lange: ‘Lagge was among those artists whose depiction of the
u

o W - -

—

<

Musicians .

Smith: Bessie Smith's 1life and art are a testament to the .
imagination and the Strength of American black women.
Her biography describes one tragedy after another. Her

music is moving and beautiful. The texts tell the story
of women's lives. -

— I —

s

Talma: An under-recognized and rarely-performed éomposer,

she is one of a number of important women writers of
music. - :

' - J

T I———
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Priﬁe: The opera stage has been one of the places in which
e women artists have achieved true recognition. Price's
| performances and interpretations have broken new ground
Ly in her field. The stereotype of the "prima donna'
: merits attention. ™

Dancers/Choreographers - .'

. Graham: A legendary figure, Martha Graham has revolutionized
) dance and trained two generations of dancers and choreo-
- + graphers who have gone on to popularize and reinterpret -

- her ideas. She dances Jocasta from QOedipus Rex in the
film Night Journey, one of a number of studies from
classical myth-and literature which she produced from
the point of view of the female character. Prior to

1 » : Graham, women danced; men choreographed; her integra~ -
. - tion of two formerly separate, and hierarchically struc-
e tured roles deserves study as well. ’ A A

| & . '
B Tharp: Another revolution has occurred in -dance in the work
I - of Twyla Tharp. She is interested in more natural, \
| : tgnsionless, human movement in dance and has combined
nadEN < elements of other art forms into hér work.

" o R . . !
' -

. Fiber . o | R

~

. + Zeisler: Claire Zeisler's fiber sculptures were among the

| - first to win recognition as "art" by major museums, gal-.
3 leries and critics. They are moving, sometimes ominous,
e always powerful. Meilach has a number of photos in her

{ . Macrame: Creative Design in Knotting.

» . Chanel: Her designs for clothing incorporated radical use
vé of fabrics, color and drapings. Certainly the 'chanel
suit" has attained the status of a timeless classic.

.

Her biography is .fascinating.

Theater/Film ' P

{ . o Hepburn: .One of the 'great ladies of the American stage, '

S Katherine Hepburn's interpretations of classie

- and modern roles have made some of the(most memorable
productions in theatre and film. Her 40's 'tough
girl' figure was a role model for filmgoing girls all -
over the country. . '
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» Wertmuller: The first woman diregtor to receive international
' popular and critical acclaim, “her films have focussed on
male-female relationships /exploring the world of whores.
and the super-rich. She has focussed attention on the
. violence in society, particularly violence between men
and women.

Bernhardt: A legend in her own time, Sarah Bernhardt's art
is less well known than her life story. She might be
considered as an artist, and also as a cultural
rhenomenon. ,

Interdisciplinary Artists ’
Women artists have worked to break down the barriers be-

_tween media, refusing to confine themselves to just one form

¥

of expression. For example, QO'Keeffe (like Picasso) has
taken up pottery in her latest years; Hellman started on a
whole second career as an autobiographer; women in dancé have
, Iused the roles of choreographer and performer. There are
women ar;;sts who caﬁnot be classif%ed as 'painters' or 'mu-
sicians’ or 'sculptors' because their work spans so bread a

spectrum.

-

as

"Delaunay: painter; dollagist; .interior desigher; needlewoman;

'~ set designer; illustrator; clothing designer. Sonia
Delaunay followed her fascination with shape in motion

- into all areas of visual art. She is knowk\primarily -

as & painter of the post-impressionist Simultane school, |

which she founded with her husband, Robert. But she

let herself be limited only by her vision, not by any

discipline or technique.

Chase:. Working originally in sculpture, particularly monu-

mental sculpture, Doris Chase has collaborated with

\ choreographers in creating dance pieces which employ
her sculpture in motion. She presently works in video,
capturing the movement of dancers and sculptures with
sophisticated visual techniques. Chase also designs
moveable and combinable §cu1pture for children's play
areas. l . ‘
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Questions for Discussion .

1.

What areas in the arts have been more and less open to
women? How have women artists redefined media to make
them more compatible with their creative ideas?

‘Which women’ have become artists? Are there commonalities

in- successful women artists' experiences? How have they
gotten recognition? \*
What makes these artists' work 'great art?' Are their
statements universal, timeless?

What has been the critical reception of these artists'
work? Does a feminist viewpoint alter that interpreta-
tion? How? '

taceame
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Cheney, Joyce, et al., editors. All QOur Lives: A Women's
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in Architecture. Boston: i press, 1973.

Cornillon, Susan Koppelman, editor. Images of Women in Fiction:
Feminist Perspectives. Bowling Green, o: Bowling Green

University Popular Press, 1972.

o

Cowley, Susan Cheever. 'Jewelry's New Dazzle." Newsweek, 4 April
1977, pp. 64-71. - - . -

Du Plessix Gray, Francine. "What Are Women Doing?" NYT Book
Review,_24 April 1977, pp. 3 & 40. -

Erica Wilson's Embroidery Book. New York: Scribner's, 1973.
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Gould, Lois. '"Creating a Women's World" (about women's presses)
NYT Magazine, 2 Jan 1977, p. 10.

Handley, Donna. 'The Pregnant Dange " Ms , May 1975, pp. '39-41‘
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Haskell, Molly. From Reverence to Rape: the Treatment of
Womﬁgﬁin the Movies. New York: Penguin, 1974.

Hayes, Dannielle B. Women Photograph Men. Introduction by
Molly Haskell, New York: Morrow, 1977. -

'Holst®in, Jonathan. ' The Pieced Quilt: An American Design

© Tradition New York: Galahad Books, 1973
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Hughs, Robert. ."Rediscove;%d--Women Painters." Time, 10 Jan.
1977, pp. 60-63. ' :

Hunt, W. Ben & Burshears, J.F. "Buck." American Indian Bead-
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Harmony Books, 1976. -

Lippard, Lucy R. '"Transformation Art." Ms., Oct 1975, pp. 33-"
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Women and Film. Summer 1975, pp. 50-59.
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FAJ, Winter 1974, pp. 1-3.
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Techniques and Appreciation. NY: Crown, 1968.
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Doubleday, 1977.. .7

Neilson, Winthrop and Frances. Seven Women: Great Painters.
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Orenstein, Gloria. '"Leonara Carrington Another Reality,"
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"Women of Surrealism," FAJ Spring 1973, pp.”1 & 15-21.
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'Rosen, Marjorie. Popcorn Venus. NY: Avon,,1973
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pp. 29-34. '

Rule, Jane. Lesbian Images. NY: Pocket Books, 1976.
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Weatherford, Elizabeth. '"Crafts for Art's Sake," Ms., May
1973, pp. 28-32.

Webb, Marilyn. ‘'Daughters, Inc: ﬁ'Publishing House 1is Born,"
Ms., June 1974,'pp. 35-38. |
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25-27. ,
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May 29, 1977, Section 2, pp. 1 and 11 and 24. = °

Wolfe, Ruth. "When Art was a Household Word," Ms., Februiry’
1974, pp. 29-33. (Painting)

Women in American Architecture: a Historical and Contemporary
Perspective. NY: Whitney Library of Design, 1977. :
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III. About A Specific Woman Artist

Alloway, Lawrence. '"Nancy Spero,'" Artforum. 14 May, 1976:
52-53.

Appleton, Jane Scovell. "Sarah Caldwell--the Flamboyant of
~ the Opera," Ms., May 1975, pp. 26-21.

Barbara Hepworth: Carvin~s and Drawings. Introduction by
Herbert Read. London: Lund Humphries, 1952.

‘Barbara Hepworth: A Pictorial:Autobiography. Bath, England:
- Adams and Dart, 1970. 7~

Barbara Hepworth: The Tate Gallery, April 3-May 19, 1968.

NY: Arno Press, 1968.
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Brumer, Miriam. "Deborah Remington: FascinatingnContradic—
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Chicago, Judy. .Through the Flower: My Struggle as a Woman
Artist. NY: Doubleday, 1975.

Cohen, Arthur A. Sonia Delaunay. NY: Harry N. Abrams, 1975.
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Davis, Douglas. "O'Keeffe Country,” Newsweek. 88 November 22,
1976, pp. 76-77.

Diane Arbus: An Aperture Monograph. Millerton, NY 1972.
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» Vincent Van Gogh, 1975.
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NY: Bantam, 1974. -
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Georgia O'Keeffe. A Studio Book. NY: Viking, 1976.
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Gilman. Foreword by Zona Gale. NY: Harper”Colophon,
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." "Martha Graham--Still Charting 'the Graph of the
Heart';"-NYT, May 15,1977, Section 2, pp. 1 and 15.
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Klein, Mina C. and Klein, H. Arthur. Kathe Koilwitz:
Life in Art. NY: Schocken Books, 1972.

Kramer, Hilton. "An Enlightening Portrait of Eva Jesse."
- NYT, “March 20, 1977, Section 2.
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4 . "Tina Modotti's Brief But Remarkable Career,'" NYT,
January 23, 1977, Section 2, p. 25.

Kuchnicki, Peter. "Pat Oleszko Interview,"*Cinegram.
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McKown, Robin. The World of Mary Cassatt. NY: Laurel Leaf
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g%., March 1975, pp. 31-34. ‘
¢

"Interview with Louise Nevelson,“ FAJ, Fall 1972,
pp. 1 and 14~19.

o evelson, Louise. Dawns and Dusks: Taped Conversations with
‘ Diana. NY: Scribmer, 1977. \

"My Memories of Eva Hesse‘" FAJ Winter 1974, pp. 12-14.

Oreystgin Gloria. '"Frida Kahlo: Painting for Miracles.”
FAJ, Fall 1973, pp. 8—9 : . -

. " "Lenore Tawney: The Craft of the Spirit," FAJ, Winter
T 1974, pp. 11-13.

The Photographs of Margaret Bourke-White. Edited by Sean
Callahan. . Boston: NY Graphic Society, 1972. Paperback
‘edition in 1975. :

Prints. and Drawings of Kathe Kollwitz. Selected and Introduced
by Carl Zigrosser. NY: Dover, 1951 and 1969.

Rockwell, John. "Twyla Tharp Has Something for Everyone,"
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Rose, Barbara. "O' Keef?e 8 Trail,'" New York Review of Books
- Marz? 31, 1977, pp. 29-33.

Rose, MadBline B. "Sis Cunningham; Songs of Hard Times,"
Ms., March 1974, pp. 29-32. | .
Rosen, Marjorie. '"Antonia BricoQ\the Orchestra is Her "Instru-

ment," Ms., December 1974, pp. 81-8i
. "ShireXy Clarke: Wideospa®e Explorer " Ms., April
1975, pp. 107-109. ,
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¢ Tweedy-Holmes, Karen. "A Curious Occupation Or Why Does a |
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/Fall 1973, pp. 12-13 and 22. L |

Walker, Alice. '"In Search qQf Zora Neale Hurston, " Ms., March
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"Judith Jamison Dances 'Cry,'" Ms.; May 1973, pp 66-69
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Ringgold) FAJ, Spring 1972 pp. 14-15 and 27
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Arnow, Harriette. The Dellmaker. NY: Avon, 1972 (originally
in 1954). . . /R

The Awakening and Selected Stories of Kate Chopin. Edited

and with an introduction by Barbara H. Solomon. NY:
Signet Classic, New American Library, 1976.

Bernikow, Leuise The Worldvﬁpllt Open: Four Eenturies of
_ Women Poets in England and ericaI 1552-195
EQ‘\\ Vintage/Random, 1974.

Gilman, Charlotte Perkins. The Yellow Wallgaper Afterword
by Elaine R. Hedges. O0ld Westbury, NY: The Feminist
Press, 1973, reprint o 1899 edition.
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Howe, Florence and Bass, Ellen No More Masks: an Anthology L

of Poems by Women. Introduction by Florence Howe.
NY: Anchor P\ess/Doubleday, 1973 . —

Lessing, Doris. The Golden Notebook. NY: Bantam edifion in
1973 (originally in 1962). 1§

. Moore, ‘Honor, Editor. The New Woman's Theatre: Ten Plays by
. Contemporary American Women. NY: Vintage/Random, 1977.

dzick, Cyanthia. "Usurpation (Ohter People s Stories),"
Bloodshed and Three Novellas Pp. 130~-178.

Sullivan, Victoria and Hatch James, Editors. Plays By and
About Women. NY: Vintage/Random‘House 1973.

Washington, Mary Helen, Editor. Blackeyed Susans: Classic
Stories By and About Black Women. NY: Anchor Press/
Doubleday, 1975. -

Wittig, ‘Monique. Les Guerilleres. Translated by David
. % LeVay. NY: Bard Books, Avon, 1971 (originally in 1969).
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' V.n General Feminist Writings

de Beauvoir, Simope. The Second Sex. Translated and edited
r by H. M. Pars:éey:"England:'Penguin Press, 1972.

Ellmann, Mary. Thinking About ngen. NY: Harcourt, Brave
x and Jovanovich, 1968.

Gornick, Vivian and Maran, Barba K. Editors. Woman in
R Sexist Societ Studies in Power and Powerlessness
NY: Signey/Mentor 1972.
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' ‘j' " Grimstad, Kirsten and Susan Rennie, Editdrs. kmé New Woman's
Survival Sourcebook. NY: gnopf, 1975.

1 N h .
Harding, M. Esther. Woman's Mysteries, Ancient and Modern.
. . NY: Harper Colophon Harper and Row, 1971. '
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Lerner, Gerda, Editor. Black Women in White America: A ’
Documentary History. NY: Vintage/Random, 1973. '
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The Female Experience: An American Documenn;ry.

American Heritage Series. 1Indiannapolis: Bobbs-Merril,
1977. , : .

Miliege Kate. Sexual Politics. NY: Equinox, Avon, “1971.

Spacks, Patricia Meyer. The Female I@gginatioﬂ. NY:
Discus/Avon’;, 1975.

Woolf, Virginia. A Room of One's Own. NY: Hasbinge: Book,
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Slide Collections

q

Peterson, Karen and Wilson, J.J. 700-year summary set (as
part of larger package for grades 9-12). '"Identity:
Female." 1974 o

Write: Educational Division
Dun-Donnelley Publishing Corp.
666 Fifth: Avenue
& New York, N.Y. 10019

® . VWomen Artists: A Historical Survey (Early Middle Ages
to 1900); Women Artists: The Twentieth Century; Women
Artists: Third World; Women Artists: Images--Themes and

<Dr?s. Harper and(Row. :

Write: Harper & Row M§dia Dept.

. 10 East 53rd Sjtreet
: - ew York, N.Y.\ 10022 .
Source Book of Slides by W available in American Museums.
1974. , v
.+ Write: Mary Garrard, President
/ Women's .Caucus for Art

: _ 7010 Aronow Drive
. : Falls Church, Virginia - 22042

. ’ . L\ .
For information about a slide collection created specifically
for Women's Art and Culture, please write:

Nancy F. . Conklin/Slides
Women's Studiés Program
10568 L.S.A. Bldg.

The University of Michigan
Ann Arbor, Michigan 48109
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answer the following questions. Use a separate evaluation

Return to- NEH Core Course Evaluation
' Women's Studies Program .
The University of Michigan
. 1058 L.S.A. Bldg.
Ann Arbor, Michigan 48109

-

Name of course you are evaluating:

Women and Identity . .
Women's Art and Culture '

A Cross Cultural Study of Women

New Woman, New World: The American Experience

-
-

|l|

AInformation on how you used this course:

Name of course at your 1nst1tution in which you used
the curricular materlals -

A

o

Semester and year

Level of course (t;/soph/Jr/sr)

Enrollment - v

Brief description of’ course
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‘%i. Indicate which parts of the coursé_ were most useful to you.
. - Mark: 1(Extremely useful); 2(useful); 3(not useful);
" 4(not applicable).- Annotq&e your numeric evaluation
// if you wish.

Bibliographic materials’

Lecture Outlines ° , ) o

Introductory°ex§1anations

Questions for Discussion

+ Suggested Assignments

Other

"5. Evaluate the quality of the materials you used: - _
Mark: LCHigh quality); 2(Medium); 3(Low); 4(not applicable).

Bibliographic materials

" Lecture Qutlines

Introductory explanations.

Questions for Discussion

Suggested Assignments e
Other

»

6. What other materials do you think should be included in a
course on this topic?2 What materials might have been
excluded? i .

-
L
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7. Any other general evaluative comments or suggestions?

-
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Nature .0of your institution.

Does your institution have a Women's Studies Program? .
If yes, briefly describe:

Is ydﬁr institution a:

“*Community college
- 4-Year college | -
University - '
Public ///
Private

Number of students

L4

Do you think the courses in the Women's Studies Curriculum

Series should be made avallable as textbooks for students
to use? o

-

.

i -

(OPTIONAL): Your Name '

Title

Institutional Address ; _ —




