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ANNOQUNCEMENTS

. n
The Feminist Art Journql 1s soid =
New York at Rizzoli, W1ttenborwa
Labyris, 8th St. Bookstore, Ne sl
Yorker, NYU & Columbia College 1
store, Community Bookstore (Par
Slope) and Max Hutchinson Gallery:

We have had many letters asking if
we will consider unsolicited manu-
scripts for publication. The answer
is yes--send to editorial department.

The next issue of F4J will contain an

- article covering activities of women
artists throughout the country. Groups

who have not done so, please forward
information immediately to Cindy Nem-
ser c/o Feminist Art Journal.

There will be 4 sessions on Women &
Art at the College Art Association
Conf. at NYC Americana Hotel: "Fow
the Art World Evaluates Women Art-

 ists," 1/26, 9:30 A.M. "Women In Art

& Art History, Past, Present, Fu-
ture," 2:00, "Women Artists in
Action," 8:30 P.M.; 1/27, "Women
Artists Speak Out," 9:30 A.M.

Artlift 549, a fund—raising sale §
event for Women's InterArt Center,
G Wo B2 SiEhs NYC, Feb. 10-Feb., 24,

The Feminist Book Club will sell

20sters & prints by women artistg
2140 Westwood Blvd., Los Angeles ;
@20Lire R 90095 . X

The Spokeswoman: National monthly
newsletter reporting on issues,
activities § developments that con-
cern women. Covers various fields__
education, law, medicine, culture
politics, etec. 4

Women & Film: A journal Publisheg
times yearly similar to Feminist Apg
Journal but with emphasis on Film,
$2 year, 2022 Delaware St Bepkeley
Calif. >

50¢
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THE FEMINIST
ART JOURNAL

QUILTS: THE GREAT AMERICAN ART
MEMORIES OF EVA HESSE
WOMEN'S FILM FESTIVAL



THE FEMINIST ART JOURNAL ...

QUILTS :
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(Above Left) Sophonisba Anguissola Peale, 'Star Medallion',

TL Plant 4d Fi
SEeeeh SriEsNen enes Philadelphia, 1850. Courtesy Philadelphia Museum of Art

Beasts, Birds, Flyes and Bees

Hills, Dales, Plains, Pastures (Below) E. W. Perry, 'The Patchwork Quilt', Harper's Weekly,
December 21, 1872, Courtesy of The Brooklyn Museum.

Skies, Seas, Rivers, Trees
There's nothing near at hand or farthest sought
But with the needle may be wrought

From an old sampler

] Women have always made art. But for most women, the arts
highest valued by male society have been closed to them for
just that reason. They have put their creativity instead
into the needlework arts which exist in fantastic variety
wherever there are women, and which in fact are a universal
female art, transcending race class and national borders.
Needlework is the one art in which women controlled the
education of their daughters, the production of the art, and
were also the audience and critics, and it is so important
to women's culture that a study of the various textile and
needlework arts should occupy the same position in Women's
Studies that African art occupies in Black Studies--it is our
cultural heritage. Because quilt making is so indisputably
women's art, many of the issues women artists are attempting
to clarify now--questions of feminine sensibility, of
originality and tradition, of individuality vs. collectivity,
of content and values in art can be illuminated by a study
of this art form, its relation to the lives of the artists
and how it has been dealt with in art history. The contrast
between the utilitarian necessity of patching and quilting
and the beautiful works of art which women made of it, and
the contrast between the traditions of patchwork and quilt-
ing as brought to America and the quilts made here from
colonial times to the present give ample evidence that quilts
are The Great American Art.

Although quilts had a functional purpose as bed coverings,
they had another purpose equally important to their makers,
and that is display. Early bedrooms frequently possessed
only one piece of furniture, namely the bed, and the quilt,
displayed on the bed, was the central motif. Women exhibited
their quilts and still do, at state and country fairs,
churches, and grange halls, much as our contemporary 'fine'
art is exhibited in museums and with much the same results.
Good quilt-makers were known and envied throughout their area,
the exhibition of exceptionally fine craftswomanship and
design influenced other women who returned home stimulated
to do even finer work, and ideas of color and design were
disseminated from one area to another causing recognizable
historic and geographic trends.

Moreover, the women who made quilts knew and valued what
continued p |8




EDITORIAL

Women in all the arts must, at this time, make an all-
out effort to rediscover their own history. It is essential
that we recognize and credit the first rate achievements of
our forebearers which have, for so long, been denied or down-
graded by established male authorities. We must no longer
allow ourselves to be robbed of our heritage past or present.

Therefore, in this Winter issue of The Feminist Art
Journal we are bringing to the fore the accomplishments of
women in many areas not specifically associated with the fine
arts such as quilts, weaving, pottery, etc., which have been
relegated to a less prestigious category than the "fine art"
objects (paintings and sculptures) made by men. We question
the validity of such categories since it is obvious that they

“have been formed on the basis of sexist and racist prejudice.
In film we are also presenting heretofore generally unknown
information on women film makers.

Stereotyped attitudes towards women in the arts must be
challenged whenever they appear in current criticism as well
if our history is to be written accurately. Eva Hesse did
not have the saintly character automatically ascribed to
female victims of a fatal illness, nor did Diane Arbus possess
the compassionate vision usually assumed to be a female trait.
On the other hand women who are wives and mothers continue to
find it difficult to transcend the traditional sexist image
of the "lady painter." c

Of course, as we push for female recognition and freedom
from clichés in the arts, we are not letting up on our fight
against discriminatory male practices in all fields. Those
who deny us academic and exhibition opportunities will not
find us silent.

We have begun to work on all fronts and the pressure is
really starting to build. There is a long way to go, but both
women's art and The Feminist Art Journal arve equal to the task

y

; ; t & Grandmother's py

Zubie Cole Spaulding, Sunburs : Juer
(G:zgﬂ‘cgeenr 1849, Bloomington, Illinois, Brown & Gray silk, Paste) J{
cottons, feather quilting. Courtesy of The Denver Museum of 1
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LETTERS

That was an interesting article by Robin Morgan! There
are interesting things to think about beyond even the re-
velations/accusations re the Plath-Hughes situation. Fop
example, in revealing the workings of a publisher--in saying
something about the life she leads as a Poet and a creative
person--Morgan is practically initiating a new genre. As a
poet, I'm so sick of hearing pronouncements by poets on

Dear Editors,

-EDITORS:

PATRICIA MAINARDI IRENE MOSS CINDY NEMSER

interpatiopal abuses of justice, while no one cries out about
the situations that directly confront us. Perhaps it's be-
cause we run little risk of retaliation for doing so--it's
sgfer to make pronouncements about say, Sino-American rela~
tions. Some nerve we have. T see the seeds of complaint

CONTRIBUTORS

Martha Mary Kearns is a feminist poet and silkscreener who
was active in the foundation of the Philadelphia Women
Artists Center.

Alexis Krasilovsky is a film maker and writer whose film "The
End of the Art World," has been shown at the Museum of Modern
Art, The Women's Film Festival and is scheduled to be shown
at the Whitney.

Patricia Mainardi is a painter who shows at the Green Mountain
Gallery and is an editor of The Feminist Art Journal. She
wrote "Politics of Housework," and has contributed articles

to many feminist anthologies and publications.

Irene Moss is a painter and an editor of The Feminist Art
Journal. She is being represented by the Haller Gallery in
New York and the Malvina Miller Gallery in San Francisco.

Jessica Murray is a student at Brown University majoring in
feminist studies and painting. She has been published in The
Radical Therapist, Women: A Journal of Liberation and Every-
woman.

Cindy Nemser is an editor of The Feminist Art Journal and
contributing editor to Arts Magazine. She is coordinating
three sessions on Women in the Art World at the College Art
Association and has been published in all the leading art
publications.

Shirley Kassman Richert is a painter and printmaker on the
faculty of State University College at Buffalo. She coordi-
nated the two week Buffalo symposium/festival Women and the
Arts in April, 1972.

Faith Ringgold is a painter who teaches at Goddard College
and Wagner College. She is having a retrospective at Rutgers
University in March and is chairing the College Art Associa-
tion program on Black Art.

Kathie Sarachild is a film editor and an editor of Women's
World, a feminist journal. She has contributed articles to
many women's movement publications.

Patricia Sloane is a painter and film maker who teaches at

New York Community College. She is coordinating three ses-
sions on Women and the Art World at the College Art Associ-
ation.

re the art gallgry situation in what Ms. Morgan writes, and
I hope you continue to pursue it.

. Now I'm going to stick my neck out myself. The fasci-
nating facts of its publishing history notwithstanding, it
seems to me that Arrangement II (in which the poet begins:
"How can I accuse Ted Hughes...") is a much better poem than
Arraignment I (beginning: "I accuse Ted Hughes..." Why
should the ironical, indirvect version work better? The dif-
ference seems clear to me. In I, the poem mainly dramatizes
the pogt's own anger, taking a romantic stance with regard
to a situation which I believe is in essence angering, and
which merely needs to be reflected with accuracy. To me, in
I{ the poet uses her anger better. By understating the case--
without omitting one single detail--she allows the reader
room to become angry. The reader becomes ready to say, '"look,
what do you mean 'how can you accuse'--if you don't accuse I
will." And so the reader has room to become actively angry.

The effect Morgan gets in IT might be compared to what
happens in the few male political poets who have transcended
traditional romantic political rants, succeeding in producing
works which are effective both esthetically and politically.
Instead of haranguing us in his plays, instead of forecing his
sensitivity on us (which would be very insensitive with re-
spect to our having feelings of our own), a Brecht activates
us by merely presenting a situation with clarity and cool.
This forces us to comment on the situation, if we are to re-
tain anything like a decent humanity.

I think this is an interesting issue to focus on, espe-
cially at the beginning of a journal which intends apparently
to bring together esthetic and political proprieties, hope-
fully without detriment to either. It seems to me that the
idea that external and inner realities, politics and esthetics,
may be identical, is a view worth exploring on every level
and in all areas, even in poetry, in a journal devoted to
the visual arts.

I wish you well in all that you are doing.

Michael Benedikt

£ 3
it Particularly 1lik Robin'Morgan's poem about Sylvia
Plath--I also like the combative spirit of the paper. I would
like to see a whole issue devoted to past women artists, some-
thing like the article "If DeKooning is an 0ld Master, What
1s Georgia 0'Keeffe?" That was really good.

Monique Ninone
San Francisco

THE FEMINIST ART JOURNAL Vol.2 No.1

published by
Brooklyn, NY,
Winter, 1973.

Feminist Art Journal is a non-profit quarterly,
Feminist Art Journal Ine., 4l Montgomery Place,
11215. Copyright: Feminist Art Journal, Inc.,

The Feminist Art Journal is on file at The International
Women's History Archive, 2325 Oak Street, Berkeley, Califor-
‘nia, 94708 and is available on microfilm from Bell & Howell.

Editors' note. We would love to do an issue like that.
Women art historians your work is cut out for you!
*
Think the "infamous Interview" fantastic. Can you send

me another copy? Mine has been read by innumerable people
and now has been stolen.

Joan Mitchell
Veuteil, France

CONTINUED 4
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THE DISTURBING VISION OF

I for one am tired of the sanctimonious hypocrisy that
surrounds the photograp.y of Diane Arbus. I am sick of all
this talk of Arbus's interiorizing and empathizing with her
unfortunate subjects, e.g. John Szarkowski, the exhibition's
organizer, says, "her true subject was no less than the u-
nique interior lives of those she photographed." Hilton
Kramer states, "Arbus had in such abundance that inner com-
prehension of and sensitivity for, the hidden mental terrain
in which her unusual subjects lived out their 'normal'’ lives,'
and Barbara Rose writes, "she identified so closely with her
subjects that ultimately she merged with them, feeling their

experience and their pain."

I simply don't buy it. I went to the opening of the
Diane Arbus exhibition and I looked at the grotesque, the
distorted, the forlorn people she chose to capture on film
and I did not see either dignified or sympathetic renditions
of these subjects. She hit them head on, playing up their
eccentricities, their deformities, their foibles, their
isolation. Blank eyes, gaping grins or slack stares mark the
faces of the retarded when they are not covered with demon
masks. Freaks, transvestites and nudists are often caught
from the most unflattering angles while ordinary elderly
women and men are converted into celebrants of a Witches'
Sabbath by means of bizarre bird and flower masks. Even
individuals who people one's everyday existence, an "Elderly
Couple on a Park Bench," "A Young Man and his G;rlfrlenq
with Hot Dogs in the Park," "Two Girls in Matching Bathing
Suits,"” a baby crying, a Puerto Rican woman are.all trans-
formed by Arbus's nightmare vision into apparitions simul-

taneously pitiful and monstrous.

How does she do it? If one looks closely one notes
that Arbus uses a variety of methods. Occasionally she will
transfix her subject from an angle calculated to bring out
her or his worst rather than best features. This is the
case in the "Man Dancing with the Large Woman," where em-
phasis is placed on the woman's overly fleshy back making
her all the more gargantuan in comparison to the short,
pudgy little man. Even more frequently, the prhotographer
confronts her subjects head on and close up so that all
their imperfections are under intimate scrutiny. Then she
either places her people in a sordid situation which is
guaranteed to transform them into something outlandish such
as "The King and Queen of the Senior Citizen's Dance," cr
"The loser at the Diaper Derby" or she isolates her subjects
in such a way as to metamnorrhosize their ordinary faces into
something else, something alien and false. This kind of

conversion occurs in her portrayal of a middle-aged "Jewish
Couple Dancing," and in a "Man at a Parade on Fifth Avenue,"
to use only two out of many examples. Nowhere in her work

are human beings unself-consciously in touch with each other
continued 4

with any kind of warmth or communal spirit.

DIANE ARBUS

CINDY NEMSER

1

Diane Arbus, Mezican dwarf in his hotel room, NYC 1970. Lent
by Doon Arbus, Museum of Modern Art 2

(Below) Diane Arbus, A young Brooklyn family going for a
Sunday outing, NYC 1966, Lent by Doon Arbus, Museum of Modern

Art

(Left) Diane Arbus, 4 Jewish couple dancing, NYC 1963, Lent
by Doon Arbus, Museum of Modern Art



ARBUS

Diane Arbus, Untitled (4), 1970-1971, Lent by Doon Arbus,
Museum of Modern Art.

On viewing many of the photographs, especially those of
the freaks, sexual deviates and retarded individuals, one's
first impulse is to avert the eyes. It seems almost inhuman
‘to look at people so exposed and defenseless, caught with zll
their imperfections hanging out. Then it occurred to me, on
looking around at the people eyeing the photographs that any
one of them could take his or her place on the wall and
through the medium of Arbus's disturbing vision appear as
pathetic and distorted as any of the creatures trapped within
+the frames. Yet immediately afterward it also struck me that
such a view would be only a fragmented and contorted one. It
would certainly not include each individual's total human
condition which encompasses the potential for great beauty as

well as the propensity toward grotesqueness. Again it is all
in the eye of the beholder. What was particularly interesting
to me was the reaction of many of the museum visitors to the
images before them. Many people looked, smiled, swlrked and
commented on them in patronizing tones. Arbus's bizarre pre-
sentations seemed to imbue them with a sense of their own
superiority. Somehow by seeing a series of abnermal physical
and psychological human specimens paraded in front of them,
they were able to reassure themselves that they were differ-
ent, finer, more beautiful, worthier. Then I was able to
fathom the attraction that Arbus exerted on today's taste-
makers. Arbus had found a way of exteriorizing all her ter-
rible fears, hostilities, anxieties through her choice of
subject matter and her photographic techniques and in doing
it for herself, she was doing it for the darker side of all
of us.

As I went through the exhibition I realized that the
artist's need to examine freaks and misfits had infected her
entire vision. Everywhere Arbus looked she found the outland-
ish and the bizarre. For her a home was just a pasteboard
facade; a view of mountains, trees and water was a cheap
lobby mural, and a woman was a perverted man. Nothing was
real; everything was distorted, cheap and false.

It seems to‘this author that all of Arbus's work has

the tinge of schizophrenic malingering over it. Omnipresent
is the sense of non-reality, the lack of human feeling and
committment. Contrary to what has been mouthed by establish-
ment critics about Arbus, there is no human empathy extended
from her to her subjects. Indeed, her much quoted personal
notations bear witness to her feelings of .isolated detachment
from all genuine positive human contacts.- She states in one
place, "I was confirmed in a sense of reality which I could
only feel as unreality. The world seemed to me to belong to
the world. I could learn things but they never seemed to be
my own experience." And again her frequent declarations of
her adoration of freaks, her sense of exhiliaration when she
was around them, her need for the tragic and deformed as a
stimulus, her feeling of superiority in the midst 6f handi-
capped people, her use of the camera as protection ("I'd h
my eyes glu%d to the finder and it wasn't like I was reallave
vulnerable.") and her final tortured admission that "What %‘
trying to describe is that it's impossible +to get out of~you2
skin int !

nto somebody else's. That somebody else's tragedy is

not the same as your own" are all g j
ul otted 1
no@ebooks for anyone to read. It is %ainfullydgiga;ntﬁzi

FEs E alone she

Lhongh she tried to buoy herself up by fOCﬁzzilyozas even
else's misery. Yet in the end there was no esg everyone
inner conviction that it was she ape from the

In this assessment of Arbus's art, I am not trying to
intimate that she had nothing of value to offer us any more
than one could say that Bosch or Dix or Acconci have nothing
to offer us. However, it is wrong to pretend that Ar?us
gives us more than what she gives. She_p?esents us with the
dark side of the human condition, the vision of sickness,
perversion, ugliness, horror, schizophrenia. She makes us
squirm, twist, avert our eyes, sneak a look back, giggle and
ultimately convince ourselves that our'state 1is 1nf1n1te1¥
superior to the one that confronts us in the black and white
two dimensional image before us. Too caught up in her own
pain, Arbus had little left over compassion for the human
needs of her subjects. She was unable to see through to the
other side of their humanity, to their essentially beautiful
and dignified spiritual nature.

Arbus is precisely so appealing today to so many because
we have lost our belief in the humanity of humankind. It
has become very fashionable these days to sneer at just this
kind of essential beauty and nobility and to exalt the ugly
and the perverted. The vision of a meaningful universe with
human beings integrally woven into its fabric was not only
denied to Diane Arbus; it haunts us all though we are loathe
to admit it. It is easier therefore when we meet our own
dark fears in the work of another simply to pretend that work
is something else, the very thing we want it to be, the op-
posite of what it is. The more we recognize it the less we
wish to call it by its proper name. It is particularly of-
fensive to the less secure among us that these kind of merci-
less images are the products of a woman's vision. After all,
the sexual clichés have told us that woman's innate view of
the world is gentle and compassionate. Therefore our taste-
makers, our critics and our conveyers of culture tend to lie.
They prefer to call the alienated, empathic, the false, real,
the antihuman, humanistic; the grotesque, noble. But it
won't work. No matter how many times they fearfully insist
on the human dignity and sympathetic interpretation of a
Diane Arbus portrayal, one has simply to glance at her images
and one still wants to look the other way. But where to
look? That may well be the meaning behind her genius. She,
along with the other profoundly lost souls of her generation,
ultimately force us to seek a better place than the territory
that they discovered. However, we cannot deceive ourselves
about Arbus. _Her photographs are a jumping off point for a
journey that inevitably leads to hell.m

LETTERS

Congratulations on doing the Robin Morgan poem(s) and her
essay. And thank you for having the nerve . must admit
in my naivete I was surprised to see how skittish Ms and
Random House were.

Patricia Hampe

The second issue of Feminist Art Journal arrived this
week. I thought most of it was terrific! I didn't like the
lead story interview--mostly because I didn't like mos®t of
what Nevelson had to say--though there are some gems 1n it.
And the Journal didn't make clear its stand in relation to
what she said, which always bothers me. I'm really impressed
with the way you name names. The enemy does, after all, have
a name, whether it's 'men' or 'Rubin.'

Carol Hanish
Gainesville, Fla.

interview arti-
on your really excellent 1n art
i i i £ The Feminist
with Louise Nevelson in the curren@ issue o 7 L
Eii JZurnaZ. It is really an outstanding, élghly 1n§o§mit1ve
piece of art literature which should, and I'm sure wil e,

widely read.

Congratulations

Howard Conant :
Chairman, Division of Creative Arts
New York University

I just loved every article in your magazine. It's %reat.
It made me feel damn proud of women. You are on the right
track. Right on.

Ronnie Elliott
New York, N.ew York

I was stopped in my tracks by your article by Robin Mor-
gan on Sylvia Plath's relationship with Ted Hughes.

Joan Nixon ,
Bloomington, Indiana

You need us--we need you. It's a fine journal and a wel-

.come confirmation of the problems and feelings of women 1n

art (my students are in a state of shock). For years I havg_
been angry at the oppression of women in general-—gfter rea
ing the two FAJs I am intractably enraged. Carry 1t on.

Hadley Smith .
University of Georgia
Athens, Georgla

Hooray for xi
your existence! C.A. Blake

South Pasadena, calif.m



THE WOMAN ARTIST:

One of our subscribers, Ms. Pat Proctor, of West?oro,
Mass., asked the question recently: "Have you ever written
an article on how hard it is for a woman (especially a houSﬁ-
wife and mother) to get started seriously in the art world?
As a mature woman artist who has gone through that road, I
feel qualified to answer.

I searched my thoughts and tried to evaluate my career
in terms of the combination of being a wife and mother with
that of being an artist.

As a girl all my thoughts and ambitions were directed to-
ward art but for financial reasons I had to work in an office
and attend art classes after work. I went through the usual
growing pains of art classes stressing life studies and still
lifes and endured the constant conflict that existed between
my desire to become a serious artist and the frustrations of
pressure from my home environment. In my middle class en-
vironment the goal of a girl was to get married, which I did.
My career became dormant for a few ensuing years in which
I acted out the role of mother to two sons and wife, but I
still studied art every possible moment I could give to it.

I can't say that my family did not cooperate and I don't
think they stopped me in any way. But thinking of myself
in terms of being housewife and part time artist, I kept
out of art circles and led an isolated existence. The idea
that marriage and children came first was part of my up-
bringing and everything else had to take a back seat.

But being serious about my work, my drive wouldn't let
me sit still. I kept entering my work in competitions, and
encountering some successes gave me the confidence I needed
to go further. The crux of the matter is that I, who have
gone through years of training and working, have been made
to feel that because I was also a wife and mother, I was less
of a serious artist than a man who has to work at carpentry
or framing, but who pursues his career whenever his time
permits him to do so.

I've had to fight the artworld's image of me all my
life. Top quality galleries do not consider me a serious
contender because of my middle class image, and when personal
contact becomes necessary, obstacles appear. Just recently
a gallery owner after seeing photographs of my paintings
wanted to see more of my work, but because I have heard that
he doesn't like.older women artists, I went to see him re-
luctantly. Another gallery owner, this one a woman, after
seeing photographs of my work year after year, remarked to
a friend of mine that she was-surprised to see my capacity
for so much growth and that she really liked my work but she
always thought of me as a "lady painter" who paints for a
hobby. When you consider that I've had a number of one-woman
shows this attitude is hard to understand.

In reality I think of myself as being successful, as my
feeling about art is and has been one of reaching out and

-The IMPORTANCE
of BEING SEEN
on the SCENE

IRENE MOSS

You are always seen, but you haven't been seen until you have
been seen at the Whitney Museum Opening scene.

You can be seen at home, in your studio, in galleries, on the
street, but although you are being looked at, you are not
being seen.

To see who counts, you must be on the scene.
The chauvinistic pasha galléry owner,

thing hanging on his hands and words,
seen.

with a sweet young
is on the scene being

Young, vulnerable, aspiring artists are on the scene not
being seen.

Collectors are on the scene being seen, but artists who want
to be seen by them are not being seen.

Some critics sure to be seen by those who want to be seen,
are not there to be seen.

Butcher, baker, candlestick maker

Mother, housewife, sculptor, painter
IRENE MOSS

Irene Moss, Cyclorama # 3, 1972 50 x 60

creating work that gives others pleasure. I had a number of
shows in colleges and universities in order to reach the
younger generation and found their response very fulfilling.
If you have a driving desire and the talent to keep working
and improving your work to your own satisfaction, nothing
can stop you.

The answer to the question "how hard it is for a woman
(especially a housewife and mother) to get started seriously
in the art world" should be the same as for a father whose
prime motive is art but who has to work at a supplementary job
to exist. The thing to do is to make the art world acknow-
ledge that you can function on both levels of existence, as
a person with the same family responsibilities as a man, and
as a serious artist. That's what the Women's Liberation
Movement is all about.m

There's what's his name .
him -+ « Oh, Hit

3 <+ I don't want to be seen by
nice to see you.

There's what's her name,

£ I wonder :
detaniian has she seen me?

I haven't been seen. o
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WOMEN’

THE ARTISTIC

KATHIE

In June the First International Festival of Women's
Films ran for 2 1/2 weeks at the Fifth Avenue Cinema in New
York City. It was a significant step in the deepening
radicalization of the feminist movement's onslaught against
male supremacy in the film art and the film industry. Movies
are the world's major culture purveyors, and in every country
film is still a bastion of male employment and a powerful
propaganda medium for male supremacy. :

In the 75 year history of the cinema, this was the first
festival called for the purpose of exhibiting the work of
women film-directors. By looking at their work collectively
it brought women film-makers into clear public view for the

first time.
Although "women's films" has been a term used to mean

any number of things--from films about women to the Hollywood
idea of special films for women--the organizers of The Festi-
val meant only one thing when they used the term and that was:
a film directed by a woman. This definition was particularly
important because it focused attention on the importance of
the demand that positions of out and out power be open to
women in film-making.*

The actual films that the Festival assembled showed how
important was the entrance of women into film in a way that
no amount of theorizing about discrimination against women
or appeals to justice could. The effect was to bypass the
liberal rhetoric emphasizing women's "potential which
is now holding back feminist progress and go straight to an
understanding of women's abilities NOW. Not only did it
become clear at the Festival that women film-makers exist,
but so many of the films the Festival exhibited--films
virtually buried from public knowledge--were unquestionably

films which were developing and deepening the range of
human consciousness with new subject matter and new under-—
. standings of old. By revealing this in concrete form with
all its political implications, the Festival also pushed
theoretical understanding about women in film in a far more
"radical direction than before. It "raised" political con-
sciousness in the profoundest sense.

" Before the Festival my usual premonition was that the
films would be fully equal to the run of the mill films by
men, and--while I supported women's equal rights to be zippy-
zappy, arty-farty, emotionally alienated, fashionably vague
‘and ambiguous or meaninglessly wham-bam, I knew I would have
trouble sitting through three weeks of this.

There were 110 films shown over this period, of which I
managed to see all but abcut 20. What turned out to be so
amazing and exciting was that, in fact, so few of the ones
I did see were linked to prevailing trends in films in both
subject matter and style. Rather, they represented approaches
to technique and subject matter that I had again "somehow"
missed seeing before, approaches that appealed to me far more
than the prevailing trends in film showings both above and
below ground.

In my experience, one's feminist consciousness progresses
from liberal to radical, from vague to clear, and from a
feeling of ambivalent discomfit to furious inspiration and
committment at the point one realizes that women's intelli-
gence and accomplishments are for the most part invisible
and unknown, not because they have been kept from "develop-
ing" their abilities--but because what women want, what
women have to say, what they are very much able to do, is,
in one way or another a threat to male supremacy and this
.happened for me once again at the Film Festival.

S FILMS:
IS POLITIGAL

SARACHILD

Michel Bouquet & Sheila White in Nelly Kaplan's Film Poppa

the Little Boats. Venus 'Cookie' de Palma assumes leader-
ship of the gangster band that has kidnapped her.

I wonder whether even the organizers knew beforehand
how inflammatory were the elements they were putting together,
particularly in the films they selected. ;

While some professionals feared that there were not
yet enough "ggod" films by women, there were also movement
groups which insisted that it was "too soon." In their
version there were not yet enough "radical! or "feminist"
films by women to have a festival-~-at this time, this
yearsiete.

Shirley Clarke, one of the few women directors whose
films ("The Connection," "The Cool World," "Jason," to name
a few) have received considerable attention from the critics
and fairly widespread independent distribution, was one of
these. "I felt that this was not the appropriate time for
a women's film festival, not now when you have to scrounge
around for worthwhile films," she told Marjorie Rosen in an
interview for the Saturday Review.

Annette Michelson, a well-known writer of film criticism,
wanted the festival to be a "retrospective" only, which :
would have in effect guaranteed that only pictures safely
okayed in the past by men, already rated on the critical
record, would have been shown. This would have deflected
encouragement, support and recognition away from the film-
makers who most need their work shown and known--women who
are living and working now. It also would have-presented
less of a competitive--artistic and political--threat to
the men who are working now.

Interestingly enough, the Festival demonstrated that
those women who have been able to get into film-making have
‘all along tended to make feminist and radical films. Germaine
Dulac, one of the earliest pioneers of the French cinema,
whose film about a woman's fantasies of revenge on her
tyrannical husband was shown at the Festival (The Smiling

>

*(I do not wish to get into a discussion here ot the
question of whether directors really have power in the making
of films nowadays. I will state simply, however, that whether
they do or they don't, I think they should. I know from per-
sonal experience that film is one of the most collective of
art forms--in some sense making a film is like an assembly
line, factory operation, putting various arts together. I
know how tremendously important is the contribution of each
artist craftsman to the making of a good film--from the
actors to the editor, not to mention the costume designer,
etc., etec. Yet it is these very things that require a person
who will lead, coordinate, and make final decisions concern-
ing all the efforts and elements, a person who begins with
the impulse for the film and carries it through to completion.
That person should have the power to work as effectively as
possible and that person should be recognized as the director.
Ironically, perhaps, it is in the very nature of collective
work that it needs a leader, whereas individual and smaller
scale actions don't. It is a symphony orchestra, after all,
which needs a conductor whereas a chamber music quartet
doesn't. Feminist revolutionaries, take heed.)

Madame Beudet, 1922) even spent years putting out a French
feminist publication called La Fronde, in addition to her

work in films. " Lo e :
There were also attacks on the Festival's methods--

specifically on the founder and director Kristina Nordstrom--
even for bad manners. All seemed like familiar patterns
to this particular feminist, yours truly, whereby those
women who, for whatever reasons want to go more slowly, try
to hold back the women who want to go faster without letting
anybodﬁ.know that's what's happening.

. The question of "policies" for the Festival was really
a s%mple one: whether a Women's Film Festival--a film festival
designed for the simple but profound purpose of showiné the
best of the full range of style and subject matter in films
by women, rather than whatever the prevailing fashion was in
politics (feminist radical chic or otherwise) or style
(artistic, commercial or otherwise)--should be held at all.

The quality in Nordstrom which was at the heart of the

conflict was really her very political understanding of
the tremendous importance of this simple idea of a women's
£film festival, and the courage with which she stood her
ground in its support. CONT | NUED



ALEXIS KRASILOVSKY

The Whitney Museum is preparing "a special month long
women's film festival," and a week devoted to retrospectives
of women's films, one woman shows, etc., chosen by two men:
David Bienstock, Curator of Films; and Bruce Rubin, his
assistant. No acknowledgements have been made to its ante-
cedents, especially the Festival of Women's Films organized
in New York by Kristina Nordstrom six menths ago. Although
the Whitney Museum has already doubled its usual week's
budget in order to provide for its special week of programs,

rate of $5-$7.50 per minute or $400 for a full week's pro-
jection (such as Mailer's Maidstone had last spring). Nor-
mally, the museum screens each film for a week to ten days,
giving the public time to read reviews, hear friends'
reactions, and decide to go see for themselves what the
filmmaker has accomplished. Claiming that there are too

many films to be shown, the Whitney's solutilon 1S to give a
woman with a fifty minute film $25 instead of the usual
rental fee of $250-$375, and to limit her film to one screen-
ing, so that all the women's films can be covered in a month.
Nor have any plans been made concerning the sex ratio of
other months' screenings, or the possibility of adding a
woman to the film curatorial staff before the women's
festival. Mr. Bienstock has agreed to sign a letter acknowl-
edging that the women's festival is taking place under his
institution's auspices if we women would like to undertake
the research and secretarial duties of finding a foundation
which would up the rental fees to normal; but his office
"just doesn't have the time."

FILMS  continued

Associated with male supremacy in art have been limited
subject matter and stylistic limitations and artificialities
,--style meaning technical display rather than style to
capture the essence of a feeling or observation--style as a
means of expression, a means of genuine expression rather
than a means of deceit. R

The impact of feminism on film and on all art will be
to put people in touch with their feelings, experience and
observation in new ways and with greater and greater under-
standing. With the rise of feminism and the emergence of
truths that have never before been expressed in art, the
prevailing modes of art will have to change. Art will either

‘become feminist, i.e. remain good or get better, i.e. stay

open and honest to the ever-widening range of one's feelings
and understanding of truth and human reality--women's
reality as well as men's--or it will remain bad or get
worse, reacting to the new understanding and feelings with
hysteria (hence the frantic backlash with all the stupid
films of violence and rape) or just endless confusion (hence
will be boring). We can see this happening in film. And

it is interesting to note that Andy Warhol--the put-on
master of the graphic arts--has in recent years shifted his
efforts to making the very kinds of films I have just
described.

In feminist consciousness-raising, discussions, honest
expression with feeling and clarity of the way things are--
showing a little more than has been shown before--is what
seems to lead most directly to ideas and feelings for what
things might be. This is what happens with good films too
and what happens with good art. Art can be the ground work
for feminist theory in much the same way that consciousness
raising is. :

This is what hdppened at the Women's Film Festival.

; Many of the films at the Festival were exploring human
lives--male and female--with a depth--levels of both sim-
plicity and complexity rarely seen in filim, and often with
~a clarity of feeling that made you catch your breath. So
many seemed to be involved in the investigation of feelings
and human relations rather than merely the playing out of
them or the false attempt at just recording them. Sometimes
this was done by a simple, stark realism that nevertheless
captured the subject from the inner layer as well as the
outer layer and which made it often hard to tell a fiction
film from a documentary. Other times the films explored
what was going on with feelings and human relations by blow-
ing these up larger than life size--with bold caricature and
high stylization. Most were done brilliantly within the
confines of very limited budgets. And the very best, some
made decades ago, were obviously cinema pioneers of human
consciousness. It was both inspiring and shocking to learn
about these films--made by women.

The film Together was an example. When I saw this
film early in the Festival--a fifty-minute feature made in
1956 by a 2l-year-old Italian living in England, Lorenza
Mazzetti, a woman who has never gotten a chance to make
another film, becoming a novelist and sociologist instead--
it was so good it was hard to deal with.

It was a simple story, combining a bare documentary-
like quality with rich emotional detail, about two men who
live and work (in a factory) together in London's poor East
End section. The men are deaf and with no dialogue, the
film captures the need and comradeship between them, their
alien relationship with the other people in their boarding
house, the children in the street who tease them and play
tricks on them, taking advantage of their deafness, and the

no woman filmmaker will be receiving the museum's usual rental
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;: the FZstival that day when she left England to rgzﬁrnlfo

Italy, to that supposedly kindred film comgunlty, w; a

those supposedly radical, some even communlst‘(male

directors to welcome her home, made no more films.

The first work I saw by Lotte Reiniger (German) at the
Festival, Snow White and Rose Red was highly styllzgd fantasy,
on the other hand a fairy tale rendered ig old-fash}oged,
dainty black and white silhouettes. But it was a S}mllarly
exciting discovery. What was so powerful in this film again
was the amazing subtlety of feeling, the emotional de@all
Reiniger was able to capture with her characters. This
film-maker was one of the early pioneers in the development
of the animated cartoon, drawing her figures from live
shadow plays she designed and directed. I had taken a
in animation in college in which her work had not been
had not even been mentioned. And yet I learned at the
Festival that she--a woman--made the first full length
mated feature in film history in 1926.

course
shown,

ani-

A large number of the films at the Festival were ex-
ploring the lives one rarely sees as the subjects of films,
poor and old people, working men, women--"ordinary" people,
‘and they did this without a patronizing sense of distance
from their subjects--the near voyeurism that passes for
objectivity in so many of the so-called "cinema verite"
documentaries that one usually sees. The directors succeeded
_in creating a feeling of direct communication and connection

with the heart of their subjects, even personal identification.

Most interesting at the Festival was the work that
women film-makers had been doing on the lives of women. From
the point of view of a special contribution to film art, and
political action, it became clear that, at the very least,

increasing the number of jobs for women as film directors
would increase the number of films ABOUT women. This in
itself is no small achievement. As a glance at the news-
papers on any random Sunday in New York will tell you, women
as main characters are rarely seen in movies, a form of male
supremacist distortion at the most powerful level and one
that happens to hit actresses very hard:also. Eliminating
women completely is even worse than showing women badly.
Pu?t%ng a woman in a movie as the protagonist is, at least,
raising the image of women from the invisible to the visible.
It is getting the truth out and onto celluloid that women
are actually there in the world existing as the subjects--
the main characters--of their own lives. And this, it would
seem, most women directors--those few that there have been--
have been doing from the beginning of films.

The Wild Party by Dorothy Arzner (1828) which the
Festival showed was Paramount Pictures' first "talkie"
made by one of the few female directors in Hollywood's
history. It was also the sharp and zany story of a spirited
student in a women's college who leads her friends into
various adventures. Although the women in the film aren't
challenging any other system than the college rules, this
movie, nevertheless, captures a real feeling of the oppressed
sex's camaraderie in action that is largely unrecognized in
the cultural record. Maedchen in Uniform by Leontine Sagan,
a widely recognized film classic made in Germany in 1931 not
only has women as the protagonists--a pupil and a teacher
whose friendship challenges the authoritarian ideals and
practices of a boarding school for the cdaughters of Prussian
army officers--but it had an all female cast. Sagan was
another woman director who never got another chance to' make
a film again. In this case, her work was banned when Hitler
came into power. And I have already mentioned the work of
cinema pioneer Germaine Dulac. All and all, about 40% of
Fhe-f}lms at the Festival were about women, either as
1§d1v1duals or a group, and it:- was clear that only women
directors have been and are still, making films with female
giztiizﬂzitseigeizy num?e§ that comes close to approx%mating

s w?th age o emales in the human population.

t a woman as the subject matter of a film, with
any clarity and areas of honesty at all, it is inevitable
‘that some insight about women's lives can be gleaned from
the film, some new understanding. And this was true of even
the most vague and timid and protectively contradictory of
the f;lms about women shown at the Festival.
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F I L M S ~continued

apparent connection with each other seemed to use, of women
talking straight and naturally about their lives, feelings,
and opinions, the female directors were clearly recognizing
and utilizing for their artistic material the strength and

spirit of "ordinary" women that is also emerging everywhere
in feminist consciousness raising. “

This was true in the films clearly done for deliberate
political effect, and in which the film's characters are
women with some degree of political involvement in their
lives like I 4m Somebody made by Madeline Anderscn, a black
woman film-maker, in 1970 (in it many black women hospital
workers talk about a strike they are involved in); The
Woman's Film done in 1971 by Judith Smith, Louise Alaimo and
Ellen Sorin of San Francisco Newsreel (working class women--
mostly white--talking); Three Lives by Kate Millet, 1971
(more highly educated women talking); Janie's Janie by Geri
Asher in 1971 (one working class white welfare mother talks);
It Happens To Us by Amalie Rothschild in 1972 (women tell
about their abortions). .. =

This was also true in many of the studies of real women's
lives in which there was no direct or apparent connection
between the film and a political movement, feminist or other-
‘'wise although, of course, of these films many were, in fact,
made after the women's liberation movement had already begun
to raise general consciousness. In Diane by Mary Feldhouse-
Weber (1969) a struggling actress in New York City talks
about her life (with occasional scenes from the South Dakota
farm town where she grew up) and her running commentary is
a goldmine of feminist insight. Woo, Who? Mae Wilson, made
by Amalie Rothschild in 1970 before she became actively in-
volved in the women's movement, does pretty much the same
thing with a sixty-three year old woman who had moved to NYC
to live alone when her husband left her after she became a
serious sculptor. Mosori Monika by Chick Strand (1970) juxta-
poses the voice over thoughts of a Catholic nun in a South
American mission with those of a poor Indian woman whom she
is "ecivilizing."

In these films, the women were expressing very similar
kinds of insights, sharp connections and perceptions that
were expressed in the one documentary shown at the Festival
about a famous woman, the writer Gertrude Stein, in voice

over readings from her writings and interviews (Gertrude
Stein. When This You See Remember Me) directed by Perry
Miller Adato for NET, 1970.

O0f the documentaries about women at the Festival, some-
how it was only the ones about pregnant women and childbirth
which generally rang false and weak--with something strained
and dishonest about them. They were almost painful to watch,

‘as a matter of fact, not so much because the birth process

looked so painful as because of a feeling that the women

were all forcing themselves to be cheerful. There was that
tremor in their smiles, the fear and pain that never got ex-
pressed and seemed so much worse because nobody was expressing
any of it. Women seemed to talk much more freely and

honestly about their abortions.

Most of the full length features did not fare as well
in terms of pushing back the frontiers of feminist conscious-
ness (or even, and maybe, therefore, in producing absorbing
and dramatically effective films). Too many that did get
into the subject matter of women's lives seemed to be pulling
their punches at- whatever they were trying to do. This was
not true of the two brilliant features by Nelly Kaplan of
France shown at the Festival which I will discuss; or of
Agnes Varda's "Cleo From Five To Seven (France, 1961); or
the Italian Liliana Cavani's futuristic rendition of the
Antigone legend "The Year of the Cannibals."

Even on the strictly dramatic level--the female main
characters being alive and real and understandable enough to
earn the right to be the main character of the film--the
(real) women of the documentaries usually outshone the
(fictional) women of the features. In so many of the
theatrical features, like The Girl by Marta Meszaros (Hungary
1870), The Lady from Constantinople by Judit Elek (Hungary,
1969), Something Different by Vera Chytilova (Czechoslovakia
1963) and The Girls by Mai Zetterling (Sweden, 1969) Wanda )
by Barbara Loden (American, 1970) the women were all bored,
listless, and incapable of real action. In the documentaries
which, after all, were about real women, none of the women
had this quality even when they were complaining it was with
involvement and insight.

These features never seemed to get beneath the masks
women wear, They didn't even seem conscious--or didn't let
on, anyway--that women wear masks. The women in these
features, in fact, seemed like a different species from the
women in the documentaries. It was as if these features
were only dealing with the surfaces of women, accepting
that how women often present themselves to others is what
they really are, not daring to go beneath the surface and tell
the truth for fear of being called "unrealistic" (by men).
And the truly realistic women of the documentaries were
showing things about women that had not been shown before and
that men would dismiss as unrealistic and not recognize.

This was unfortunate because the documentaries, although
powerful just because they were so undeniably about real
women, also had limitations because of this. A good feature
can actually capture the reality of people more deeply be-
cause it has greater control over its elements, more room in
which to move and create and use humor. It can also ex-

‘exciting and entertaining.

i i i te the past. And 1t can
ent with reality and recreate ke
ggi;ZCtions and explore possibilities for women that a dogy.
mentary can't. It can set up a goal and proceed to accompligy,
it in the most convincing way.

:Im-maker at the Festival whose work did make dapj
and bggilfiig use of the possibilities of feature films fop ng
putting the power of the film medium to militant feminist
artistic use and creating commercially viable movies for
changing the heads of people about women on a mass scale, was
Nelly Kaplan of France. Both of_the Kaplan features screeneq
at the Festival A Very Curious Girl (1969) and Poppa, Little
Boats (1971) are about women who turn the tables on the men
who oppress them. :

In A Very Curious Girl, a poor young woman 1in a French
provincial village takes revenge on the townspeople who t?eat
her with contempt by becoming a prostitute and then_EXpo§1ng
all her customers. Poppa, Little Boats is a movie in which
the beautiful young girl saves herself from her kidnappers and
manages to assume leadership of the gangster band herself.
Both films are rich with slapstick humor and irony. Both
reveal the bitterness and brilliance lurking behind the female
nstereotypes." Their heroines are fantas§1cally powerful,
yet they look like ordinary women. The films are obvious
farces and yet you leave the theater with a feellng_of y
strength you didn't have before. These women are fighting
for themselves at breakneck speed.

A Very Curious Girl was a commercial success 1in Europe
and France's selection for the Venice Film Festival of 1969.

But it has been virtually locked up in the vaults and kept

out of circulation since Universal Pictures bought the world
rights a short while ago.

Universal Pictures has agreed to release A Very
Curious Girl again for theatrical 35mm distribution as
a result of the Women's Film Festival. For months now
it has been scheduled to open at New York's Fifth Avenue

. . as soon as The Sorrow and the Pity finished its
run there. The delay of course is having the effect of

cutting the film off from the publicity it received as

a result of the Women's Film Festival. Universal may
‘have really decided to try to bury the film again, by
giving it no promotion at all. So people will have to
WATCH FOR THIS FILM and spread the word.

Poppa, Little Boats has not yet been sold to a distrib-
butor. One reason it is reported to be having some trouble
is that some potential buyers have thought the heroine grinned
too much and too widely. And yet it is just films like
these--that capture what women really are when they have taken
the phoney, goody-goody layers of veils off--that are in fact

. If given free reign, they would
be as '"commercial: as the current wave of dlack £ilms are

proving themselves to be with whites ‘as well as blacks.

If the Women's Film Festival demonstrated anything, it
demonstrated that the fight of women film-makers is as much
a fight to get their work distributed and seen, as it is to
get their work made, that the two go hand in hand, in fact.

If the good work of women film-makers is going to get dis-=
tributed despite the obstacles, other people have to have a
sense that they want the films seen. They will have to
support it the way you support a work of art or a piece of
writing, or a moving political or feminist statement which
you want seen and heard and gotten around, even if you your-
self didn't make it or do it because it is important, because
it has shown you something and you think it will also do that
for others. ’

It was this very thing that Nordstrom was doing by hold-
ing the Festival. It is very different from the idea of
supporting something, anything, just because it is by a
woman, which is tantamount actually to the idea of pushlng.
your own thing simply because it is yours rather than pushing
something because it is good or some mutually beneficial
sort of trade union idea where you all agree to push each
others work no matter what it's like because the group has
invested in it. :

That women and their work are not getting this kind of
support from either men or other women is a real problem that
the movement has made only the barest minimum step toward
solving. ° )

It takes almost superhuman committment to keap going on
the strength of one's own insight.

Only a few women have been able to do it in the face of

‘the obstacles to their work as well as the lack of recognition

because théy are women. If economic circumstances (and
husbands) permitted, this has been done by individual women
painters and'writers, sometimes with support, sometimes by
a very fey w1th_only the barest encouragement, in almost
complete isolation (Emily Dickenson). But my guess is that
in cinema this is virtually impossible because of the tre-
mgndous capital investment necessary to make a film. Women
film-makers who are doing good work, work that should get
seen, must get encouragement and support, and people must go.
to see these films (and pay to see them!) or they will not
get made. In film, a person will only be able to push her
own good work so much--and then she will either stop working
completely.or knucklp under to (male) fashions.
PressTherllms at the Fes?ival were largely ignored by the
vieweé . anz of ?hg most lmpressive of all were not even re-
! g y the ceritics on the mass circulation newspapers, al-
ought the critics will review short film after short at
the Whitney Film screenings and Festivals.

continued p 23



Kaethe Kollwitz
Life in Art

MARTHA MARY KEARNS

BOOK REVIEW:

Xaethe Kollwitz, Lifé inm Art by Mina C. and H. Arthur
Klein, published by Holt, Rinehart and Winston of Canada,
Limited, 1972. Juvenile, 12th Grade and up.

Kaethe Kollwitz (1867-1945) was the finest graphic
artist of the Twentieth Century. She drew, engraved, litho-
graphed and- sculpted poor women, their children and husbands
as suffering victims of poverty and war. Most of her work
represents women: women as grief-stricken, joyous, shielding
mothers; as hapless, pregnant teenagers; tender, chatty
friends; stooped, resting field-workers; forlorn widows; re-
volutionaries leading and aiding rallys, marches, and strikes;
hysterical prostitutes; and unabashedly open and full-faced--
themselves. Her women stoically brave war, desperate poverty,
homelessness, their husband's unemployment, and their child-
ren's hunger, yet endure. Her women are not the glamour
types Madison Avenue tries to sell us we are, but stalwart,
strong-backed creators, keepers and protectors of life. Her

women endure life's pain, cruelty, and destruction, and stand
resolutely, often alone, but sometimes together with other
women, against the life-taking forces of poverty and war.
women are heroic in the epic of every day.

The most recent English biography of her, Kaethe Kollwitz,
Life in Art by Mina C. and H. Arthur Klein, uncovers valuable
new information about her. Especially nice is a rare family-
relations portrait, taken in the 1870's, when Kaethe was 8
and her grandfather still alive. Prints of her work accompany
the text, and this greatly helps the reader understand how
her artistic and spiritual progress evolved. Thus the entire
book is printed on glossy paper, which makes it a beautiful,
somewhat expensive ($8.95) treasure of her work and life. The
writing, though sometimes stilted and unimaginative, is good,
and teenagers on up will enjoy the book.

Her

However, there remains one basic problem with Kaethe
Kollwitz, and neither her English or German biographer (Kaethe
Kollwitz by Otto Nagel, VEB Verlag der Kunst Dresden, 1963)
have solved it. It is this: no one knows her. We know sig-
nificant dates, events. and people in her life, but we do not,
as we read along with her life, live, smell, feel, breathe and

?ouch as'she did. We don't know what she was like, or what
it was like to feel like her within her time.
Why not? To me, there are two explanations. One, and

probably the biggest reason to date, is that Kaethe herself
believed, like her grandfather, who had this inscribed on his
gravestone, that life itself was not important but to fulfill
one's duty. Both biographers have respected this belief of
Kaethe's, and have told us what she was, a great artist, but
not who she was, a great woman. The deeper, more psychologi-

cal reason we don't know her is because no woman has written
The husband-wife team sometime remember that
continued P16

her story yet.

Kaethe Kollwitz, Self Portrait,

1¢3u4, Lithograph, Courte
Kennedy Galleries, Inc. ¢ 2 8y
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I've Got a Little List

CINDY NEMSER with a feminist nod to

" @ilbert and Sullivan

As some day it may happen that a piggy must be found,
I've got a little list--I've got a little 1list

of male chauvinist offenders who might well be underground,
And who never would be missed--who never would be missed!

There's the Kramers and the Canadays who write for the

newspapers--
All the silly sexist journalists who gloat about their
capers--
All the gallery dealers who are male and want to pinch your
thigh,

All curators who visit you but are looking for a guy--
Y, Looking y
And all collectors who on men's work insist--
They'd none of 'em be missed--they'd none of 'em be missed!
y an 5
There's the pompous abstract expressionist, and others of his
race,
And the artist socialist--I've got him on the list!
And dealer Karp who smokes cigars and puffs them in your
face,
They never would be missed--they never would be missed!
Then Castelli who promotes, with hypocritic glow,
And thepuerile "PoP Art" artists who hate the women so!
And the woman critic from New York, who thinks like a guy,
And says, "women are all infantile," except when she says,
"Ill.
And that pit%ful monstrosity, the body ar%ist,
I don't think he'd be missed--I'm sure he'd not be
A ; ; missed!
nd that pesty l}t?le nulsance, who just now is rather rife,
The pseudo feminist--I've got him on the list!
Al% ll?erals, advice givers, and men who help "the wife!
Th.he;lz d none of 'em be missed--they'd none of 'em be missed!
ere's the male art instructor who says youpaint just like
And the f ; A Fe A0S
PRERER I S B T Sy ou seren Genes
O go on about the way that m f

AL e 11 4 en see famales--

s gallery dealers who can really only see males
ThI v:hgot them on the list--they never woulg be missed!

e 1 - o

n the women's group organizers who shriek and cry and

2 ) il D
nd others of their kind.
AnghgaizgkR_? %qd Andre S ;nd Henry You-know-who
S reali dllll?g up the blanks, I'd rather leave to you.
Yy doesn't matter which chauvinist you put upon
; . the list--
em be missed--they'd none of
missed!m

For they'd none of : s
em be



DISCRIMINATION

AGAINST THE QUALIFIED ?
COME OFF IT SIDNEY HOOK

Patricia Sloane

: In “"Discrimination Against the Qualified?" philosopher
Sidney Hook gounds the alarm on behalf of those colleges
t@reatened with loss of federal funds on account of discri-
minatory practices in faculty recruitment and employment.
Originally published in Measure, newsletter of University
Centers for Rational Alternatives, Hook's article reappeared
in excerpt form on the editorial page of The New York Times
(November 5, 1971). Apporopriately, the reprint appeared on
the same day that another Times article announced Columbia
University's difficulties with HEW which accused the school
of practicing discrimination.

The question to which Hock addresses himself is whether
or not American colleges ought to be compelled to comply with
the now well-known Presidential Executive Order of 1965. The
order forbids discrimination by reason of race, sex, or
national origin by any organization receiving financial sup-
port from the Federal Government. Politely applauding what
he sees as high-minded intent--the applause so gentle as to
be almost inaudible--Professor Hook voices concern over "the
difficulties of enforcing this order." If indeed there are
"difficulties" of any magnitude then perhaps the rest of us
should join Professor Hook in his worrying. Presidential
orders, after all, are supposed to solve more difficulties
than they cause, not make more troubles than they resolve.
For hundreds of women artists the 13965 order raised the hope
that women might at last be allowed to teach in art schools
and college art departments in New York City.

And so before writing off as well-meaning bumbling this
particular Presidential Order (or HEW's enforcement of it)
some of us might want to take issue with Sidney Hook's notion
of where the "difficulties” lie:

In Professor Hook's estimation, “there is, unfortunately,
evidence that some foolish and unpercevtive persons in the
office of civil rights of the Department of Health, Education
and Welfare are mechanically inferring from the actual figures
of academic employment in institutions of higher learning the
existence of discriminatory practices. What is worse, they
are threatening to cancel Federal financial support, without
which many universities cannot survive, unless within a
‘certain period of time, the proportion of members of minori-

ties on the teaching and research staffs of universities

‘approximate the proportion in the general population.

"In the light of this evidence, a persuasive case can be
made that those who have issued these guidelines and ultimata
to universities . . . are unqualified for the offices they
hold and therefore unable properly to enforce the Presidential
Executive Order . . . the effect of the ultimata to univer-
sities to hire blacks and women under threat of losing
crucial financial support is to compel them to hire unquali-
fied Negroes and women and to discriminate against qualified
non-blacks and men."

Really? Perhaps an equally "persuasive case" can be
made that Professor Hook, on account of these remarks, shows
himself to be unqualified to teach, and unfit to take a place
‘among his colleagues in what we still like to imagine is a
community of scholars and artists. Were I to share Sidney
Hook's suspicion that American colleges cannot function with-
out engaging in racism and sexism, then I would be amenable
to the disbanding of American colleges. A democratic society
has no room for institutions--including colleges--which re-
fuse, or don't know how to be democratic. The hour is late
for excuse-making on behalf of malingering institutions. And
there is no longer room for those like Professor Hook who
prefer to function as apologists.

So much for Professor Hook's intentions, which I find
deplorable. Of the structuring of his argument, based pri-
marily on non sequitur, 1 say only that it makes mockery of
the notion that what philosophers have to tell us has some-
thing to do with "reasoned discourse.”" Professor Hook, be-
sides being malevolent, is also illogical and unreasonable.

Professor Hook is disturbed over the criteria employed
by HEW, which draws its conclusions about the employment
practices of colleges from "the actual figures of academic
employment in institutions of higher learning." Apparently
finding the use of "actual figures" to be repugnant, Profes-

0

sor Hook fails to suggest what other type of data he considers
more reliable.

I fear that when a university art deparitment has no
women on its faculty, this indeed does demonstrate that.the
art department of the university in question does not hire
women. Similarly, when women faculty are discovered holding
only part-time status, or earning less than male colleagues
who do the same work, this does demonstrate that the college
in question hires women only part-time or pays them at a lower
rate than men. In conjunction with his distress over any
pointing to "actual figures," what is one to make of Profes-
sor Hook's bandying about of the word "inference"? Discover-
ing that a particular university has a faculty consisting
entirely of white males, the viewer does not merely "infer"
that the school employs neither black nor white women, In-
deed she observes this to be the case, which is quite another
matter.

This bit of sophistry (i.e., "infers" versus "observes')
probably meant a great deal to Professor Hook when he con-
structed his tendentiously spaghetti-like argument. His play-
ing with words--alas!--may have been sufficiently subtle to
escape many New York Times readers, who tend to be less than
a subtle lot. But recall that good philosophers like Profes-
sor Hook are known for their professional mistrust of in-
ferences. Hook's claim that HEW is acting on inference
amounts to saying--in philosopher ar ot--that HEW jumps to
unjustified conclusions. Hook's claim in this regard is way
off base. HEW, EEOC, and those of the rest of us who are
concerned, are not talking about what we have “"inferred."

Instead we are talking about what we have observed and about
what anyone can see for herself. It has been kXnown to me

for fifteen years that certain departments of Columbia Uni-
versity (including of course, the art department in the
School of the Arts) neither hired nor interviewed women for
faculty positions. Similarly I have known since I was ten
years old that Columbia Medical School once had a quota
lifiting the number of Jewish students admitted. Everyone
knows these things, which have been no secret for decades.
Professor Hook alone is innocent of knowledge about such
hanky-pank, then perhaps he spends too much time with his

‘head in the sand and his foot in his mouth.

I knew in 1955, after Vernon Porter took the trouble to
carefully explain it to me (I was rather slow-witted as a
young person) that no art school or college in New York bad
ever hired a woman to teach studio courses. I knew nothing
had changed ten years later when I asked Joe Steffanelli to
recommend me for a college teaching job and he begged off
with much panicky embarrassment and some mutterings about how
he'd like to help but the time for that sort of thing really
hadn't come yet. I am less than wholly sanguine about the
situation even today: in reply to a letter sent to my alma
mater @nquiring about the dearth of women on the faculty of
the painting department, the president of the Rhode Island

Patricia Sloane, Taurus Torus, 196S.



School of Design informs me that although he favors equal
employment opportunities, his department chairmen insist on
thwarting his noble efforts. Poor man! i ¥

Why don't all these people write to Sidney Hook and
bring him up to date about what's been going on? Does anyone
seriously believe that two women were recently hired in
‘Columbia's art department on account of anything other than
HEW pressure? Does anyone think women will teach painting
and sculpture in the twenty-odd branches of the City Univer-
sity of New York without a good stiff fight? I doubt that
anything other than a sustained battle will solve the present
disgrace of college-level art education: in no field other
than art does so great a disparity exist between the number
of women awarded degrees in the field and the number of women
permitted to teach in the colleges.

Sidney Hook fears that HEW's actions
universities "to hire unqualified Negroes
discriminate against qualified non-blacks and men." Yet a
second option exists for the universities which Professor
Hook overlooks: in lieu of hiring black and white women who
are not gualified, the universities might focus their recruit-
ing efforts on those black and white women who are qualified.
Any department chairman still gifted with the common sense he
was born with ought to be able to figure that one out for
‘himself. As for Professor Hook's apparent assumption that
black and white women as a group are by definition relatively

-unqualified, this interesting proposition calls for further
expostulation. Among the perennial crowd of holders of brand
new Doctoral degrees, the greater number of the white males
are found worthy of entering the teaching profession, as are
large numbers of young white male artists who complete MFA
degrees. If Professor Hook is suggesting that female PhD's
tend to be inherently less "qualified" than white male PhD's--
or that black or white female artists are inherently less
qualified than white male artists--then one looks forward to
his further explanation of what he takes "qualified" to mean.

I, for one, have come to the boiling point in regard to
questions about whether women can be found who are."Quallfled"
as college teachers., I have not yet held a full-tl@e_college
teaching job for which I was not absurdly over-qualified by
comparison with the men who taught in my department. I am
accustomed to being out-ranked by (and paid less than) male
colleagues with less qualifications than I, whether these
qualifications are measured in terms of degrees, number of
one-man shows, number of books and articles published, years
of teaching experience or what-not. Obviously I do not mean
I am over-qualified for any teaching job, but only for those
colleges which thus far have been willing to hire me., I take
this condition of over-qualification to be the norm for women
rather than the exception. Georgia O'Keeffe, when she wanted
to teach, found work as an art instructor in the public

echools of Texas. What male artists were teaching in the art
department of the University of Texas during that period, and

what have they ever amounted to? By what criterion was it
decided that they were competent to teach in a college while
0'Keeffe belonged in the public schools?

The major drift of Professor Hook's argument is not hard
to understand. Sidney Hook argues in the role of a white
man speaking on behalf of his own special interest group,
which in this case is white men, or white male college
teachers. One cannot fault him for painting in lurid hues a
heartrending picture in which white men--Professor Hook's
own "minority"--are most unjustly put upon., If the spiel of
this well-known liberal of the right--and I read it as nothing

‘but a partisan spiel--leaves any dry eyes in the audience,
these are doubtless among those who recall that white men

in America, although a numerical minority, traditionally have
been an over-privileged group. White men retain their special
status at the expense of those who are not male and not
white. Professor Hook seems to believe the universities have
an inalienable right to Federal funds, and no obligation to
account for their use., But these funds were collected by
taxing all our people. No justification exists for using
them to support institutions which employ one group only.

Why should black and white women pay taxes for the subport

of colleges where they cannot teach? Professor Hook seems to
fear that "special privilege" is to be given black and white
women; most of us would be content merely to see white men
(Professor Hook, for example) deprived of the special pri-
vilege in employment and advancement which as a group they
have so long and so unfairly enjoyed.

What does this mean in practical terms? Will it become
more difficult, as Professor Hook fears, for competent white
men--and competent white male artists--to find jobs in
college teaching?

will force the
and women and to

Certainly!

And why should it be otherwise? If competent black and
white women have difficulty in the labor market, by what
rationale should competent white men expect their own paths
to be made easier? I find it grossly unjust to know that my
own professional life will be.more difficult than Sidney
Hook's and that I shall have to work harder for promotion
and tenure . . . to say nothing of the difficulties faced by
women artists in showing their work in museums and galleries.
Why shouldn't Sidney Hook have to work as hard as I do? Why
should I be impressed to hear that he is competent, when I
am competent too? !

In an elegant piece of double-speak Professor Hook pro-
poses an antidote for the ills he foresees: "No matter how
many applicants there are for a post, whether they are male

I fail to share Professor

‘or female, the only relevant criterion is whether or not they
are qualified." Surely no one will argue with this. But I
take issue with Professor Hook's assumption that this truly
noble criterion in fact hae been used by colleges in evaluata
ing applicants for teaching positions. I say it has not, B?
this is the whole point. Numerous departments in %nnumerab e
colleges boast faculties of admirably competent white men.
Hook's ingenuous willingness to
suppose that the existence of these departments is prima
facie evidence that competence is the criterion employed in
hiring. I say that three criteria are used in assembling 2
department of that type: (1) competence, (2) race gnd (3)
sex. The last two criteria have got to go, which 1s'what‘
HEEW's activities are about. Either Columbia University will
stop being racist and sexist or else America is better off
without Columbia University. A racist and sexist university
is morally corrupt. And one cannot explain away the corrup-=
tion by counting the number of journal articles published by
the faculty or the number of one-man shows held by teachers

in the art department.

MORE BACKLASH

Sidney Hook is at it again. He has now organized over 500
'scholars" into a "Committee on Academic Non-discrimination
and Integrity," in an attempt to keep our college faculties
all white and male. His cohorts include Bruno Bettelheim of
Chicago, Nathan Glazer of Harvard, Eugene Rostow of Yale and
Paul Seabury of U. California & Charles Frankel of Columbia,
among others. See Newsweek, Dec. U, L9 25D 2T

I believe that if HEW and EEOC are successful, competence
will become the sole criterion used in hiring college teachers
I disagree with Professor Hook's outrageous suggestion that
competence has been the sole criterion used in the past. I
say it emphatically has not been.,

In New York, where so many artists live, the number who
wanted to teach has always far exceeded the number of avail-
able teaching positions in the city's colleges. For years it
was the general attitude of art department chairmen that no
woman could expect to be considered until all of-the men had
been accomodated. By what authority was this queue created,
and by what criterion were we told to wait our place at the
end of it? I am tired of hearing the explanation that women
were never hired in New York City art departments because so
many men wanted jobs: I am tired of hearing this tired ex-
planation from people who don't listen to what they're saying.

I am willing to humor Professor Hook by imagining for a
moment that his worst fears might come to pass: Adrift in a
world mysteriously devoid of black and white women who are
qualified, our much put-upon universities are forced by cruel
HEW to hire the only black and white women available: those
who are unqualified. Is this, then, such a disaster?

. I think not since--again--I see for the universities an
option which Professor Hook overlooks. In order to understanc
this option we need to ask the meaning of the slogan word
"qualified" (as in "qualified for college teaching"). Opera-
tionally two characteristics distinguish the 'qualified"
college teacher: (1) he has a doctorate and (2) he publishes.
(Somewhat different and more ambiguous standards are used in
the art department, which is why there are more abuses in
that department than in others). I pass over the question
of whether publishing and PhD's are relevant with the comment
that--relevant or not--these are the main criteria for com-
petence presently in use in a majority of colleges. In de-
fending academic criteria presently in use for gauging the
quality of being "qualified," it is these two criteria Pro-
fessor Hook is defending.

But back to our.hypothetical college forced to hire a
hypothetical "unqualified" black or white woman who has
neither a PhD nor a record of publications. What is our
college to do? %

They can do what colleges have always done.
hold this "unqualified"
ary status for a period
that period of time she
record of publications,
And the school can then
black or white woman in

h They can
person in an untenured or probation-
of from one to five years. If during
neither acquires a Doctorate nor a
her contract can be allowed to lapse.
seek out yet another "unqualified"

1 e the hope that their second probationer
will show a little more willingness to produce. Publish or
perish. The Doctorate or be dropped. Shape up or ship out.
The colleges, in fact, are full of less than fully "qualified"
faculty who know that retention of their jobs depends on
publishing and/or completing graduate work. Has Professor
Hook reason to suspect that white male assistant professors
are more likely to publish articles or exhibit paintings

th it i i
fuiﬁheg?se who are female? If so, he should explain himself

Contrary to Sidney Hook's presumpti
K ptions, HEW
deserve our support for their interest in aﬂolishggg Eggcdis-

graceful double standard so 1 i ipri
B R ong used in hiring faculty for

To HEW: Right on!

To Columbia University: Shape up or ship out!

To Sidney Hook: Go soak your head! g



i died in June 1870 of a
g L she was actually &

ndered in

Eva Hesse was bor Qe
byain tumor. Categorized as a sculptor,
pioneer foraging into new forms and imagery red = et
- fiberglass, latex and various other.rubber Qrg uc lér*ng e
her probing did not solely concern 1tse}f wit ':gpfin; 5%
processing materials heretofore una§sgc1ated wi i
forms. Her search went deeper, striving to.unei§ T
terious creative impulses behind existence ltge tﬁe e
height of her power as an artlft, spurreieizrazed s e

i ediable illness, Hesse's pace ac
gﬁgLEEEZd. The end res&lt was a series of monumental works
uniquely melding intimacy with grandeur.

In Januar 1970 I began an interview with Eva Hesse.
I had gone to gée her about a year an? a half beforﬁ——bzfgie
she became ill. At that time, I hadn't gnderstood er Ohe
right off, but we talked a while and I liked her. I s?w r
layers of rubberized cheese cloth, her multiple rowstot sl
latex half circles and her tangled ropes reaching ou o f
me from their cord encased frames and I.recolled, no? com:
prehending. I stared at a blagk and white wash drawilng .
consisting of rows of systematically repeated small clrcdei
each pin pricked with a dot of da?kness in its center an
experienced a slight stir of feeling but still confusion.

She wasn't very helpful, or So it seemed.to me at the
time, in avrticulating about her work. I was interested in
the tactile, sensual suggestiveness of the materials and the
shapes that she used; I saw sexual references 1n her worg.
Eva said that she never thought about those things consciously.
I asked about the nature of the process that she used to |
create the pieces. Was she primarily focusing on the activity
of manipulating material? No, she answered, but she needed
to be free--free to explore--to discover in the process of
the work all the things that she didn't know about the work,
about art, about herself.

I took my confusion home with me, but I couldn't get
her work out of my mind. That drawing with the circles kept
nagging at me. There was something soft, sensuous, tough,
tender pulling me back to those dark centers. Some endlessly

Eva Hesse, Untitled, 1967, Wash on Paperboard & Plastic
Courtesy Solomon R. Guggenheim Museum

repeated, unfathomable pulsating message was beating an un-
forgettable rhythm somewhere in the back of my consciousness.
I sought some explanation for my intense response to a work

I didn't understand. Then I happened on a passage from an
article called the "Dematerialization of Art," by John
Chandler and Lucy Lippard which unlocked the mystery for me.
It stated that "like Darboven and Andre and like Eva Hesse

in her infinitely repeated identical shapes or rows of
curiously exotic but understated forms, many ultra conceptual
artists seem to saturate their outwardly sane and didactic
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EVA HESSE

CINDY NEMSER
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III, Fiberglass, 1968
Courtesy Fischbach Gallery.

Eva Hesse, Repetition qI9n

premises with a poetic and condensaﬁory‘lnten51t¥ that alm:st
amounts to insanity." Exotie, poettc, intense, insane, J&
‘all the while outwardly sane and didactic--those words QPezed
up Eva's art for me. All of a sudden I knew why her simple
shaded circular shapes could hold my eye and my mind's eye 1in
a way that was almost hypnotic. - Here was the es§ence of a
personality outwardly controlled, inwardly'seethlng to an
intensity that always threatened to break its bounds. All
*his concentration of a force somehow.tough yet tender, bitter
yet bittersweet, carefully shielded yet pitifully vulnerable,
penetrated to my inner core and made me long for Tthat ex-—
quisite visual statement of that tortured human being. I
wanted that drawing. I asked Eva to sell it to me, but she
refused, saying that she couldn't bear to part with it as it
was the last of a series. Though she wasn't working that

way any longer, she promised to make another drawning like

it for me. She never did.

The next time I saw Eva, she was in a wheelchair.
was attending an opening which included her work and her
head was bandaged up. I learned that she had just had a
brain tumor removed and she was weak but optimistic, grateful
to be alive. Again, she promised me a drawing as soon as
she was stronger.

She

Eva's pieces kept turning up in various important shows
that year. She was in the influential Anti Illusion: Pro-
cedure Materials exhibition at the Whitney and then she was
represented in the Plastic Presence exhibition at the Jewish
Museum. Her reputation was growing rapidly now. I, however,
didn't meet her again that year until the night of the
opening of Art in Process IV at the Finch College museum. I
was deeply shocked when I saw how she had changed. The slen-
der, girlish form was puffed out from huge dosages of corti-
sone. Her sweet baby face was almost a caricature of itself.
However, there was a new intensity and determination about
her, especially in her greeting to me. Looking directly into
my eyes, she told me that she had had another tumor removed
and then she said that she was going to die. I remember
standing there not believing my ears, somehow convinced that
the whole conyersation was totally unreal, denying the
actuality of it, and unable to comprehend the full meaning of
what she was saying. The large sheets of rubberized cloth,
reinforced with fiberglass were suspended above us, fragile
yet resistant, ragged and irregular at their edges yet beau-
tifully lucid at their conceptual center. What had such
works, I wondered to do with this tragic, doomed girl who
stood before me calmly pronouncing her own death sentence?

Soon after the exhibition, I knew it was time for me
to do an interview with Eva Hesse.

. It was not easy for her to give me appointments for the
taping sessions but I was determined to see her and she
wanted it badly too. Though she was feeling very ill most of
the time and was going to the hospital frequently, she
thought of her work always. Our meetings, of which there
were three, toock place at the beautiful loft of Al Held and
Sylvia Stone.



Eva was petrified of the tape pe
that I recorded her voice, I hadpto tﬁgidiié i
while she wasn't 1ﬁ0klng1aﬁthOUgh she Suspect;
I was taping her. ad to get i

tgiglessly as possible, so the figst tngctges
uss with her was the problem of ‘being a woman
cday's artworld. She knew I was working on an
?o + subject and I felt that something outsiq : 5

eha jon of her work itself would 5 the immediate
e S tted that the et b enmloties,
Altzg:ggr:wgrid ("If I were a ;:nwiswgﬁigug;c:hag?inSt welen
i e owi

égstelli")a she insisted that "you have got to do art as an
artist and not as a woman or a b;ack, For.her? art was "ap
essence, soul, a center, and if it was art it didn't mattep
if a man or a woman or a cockroach'dld it. That center or
presencﬁ would be there and couldn't b% solved as male op
female." Adamantly she geclared that "When art will pule
out, sex will dlsgppear. On one hand, She couldn't see

how she as an artist had been he;d back in any way because
she was a woman, yet tpe other side of her, the inconsistent,
insecure, always doubting side chal%enged her'own adamance.
Her volce hesitated and she mused, "I wo?dey 1f men are more
intelligent, morﬁ capable of abstract thinking, more able to
be intellectual? With these WO?dS shg sounded the note that
was to be played t@roughout her interview; she articulated
the doubts and desires that made her refer to herself from
time to time as e;ther the cogkroach or the queen, someone
debased and inferior, yet ultimately stronger and more supe-
‘rior than anyone else. Eva was proud of the fact that
Richard Serra had come to talk to her as soon as he saw her
work and before he started his own "process" pieces; she
felt that she had shown him the way. Yet, she resented, and
at the same time, was overwhelmed by his pedantic theoreti-
cal approach. She scorned the intellectual, the didactic,
the calculated, yet was awed by it, cowed by it, intimidated.
hmatlegtly, she asked, "What makes a tight circle or a

tight little square box more intellectual than something
that's done emotionally?" Never did she completely accept
how lucid, how.Structured, how intelligent her work really
was. She confided to me that she was waiting for the critics
to tell her what she was all about. How ironic that state-
ment was, since Eva's interview proved that she knew more
than anyone could ever tell her about the inner workings of
her art.- The long analytical pieces that she longed for
came, unfortunately, too late but I believe the emphasis the
authors' placed on the emotional side of her work would have
distressed her as much as it would have pleased her.

The first tipe
Nstrument on

tarted to dis-
artist inp
article about

Eva never got to read the interview as it appeared in
Artforum but it was constantly by her hespital bedside with
AFS cover reproduction of her work. After swallowing twenty
| pills at a time she would proudly point to flowers from some
| famous collector and demand the news of +the artworld. She
‘Was' indomitable. Though tormented by constant pain, her
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Eva Hesse, Untitled, 1970, Fiberglass
pride in her work and her concern for her artistic identity

were with her until she lost consciousness,

” During the last days of her life. I reviewed exhibi-
tion of her works, along with those o% Frank Gallanndxgég;
Delgp, which was held at the Owens'-Corning Center. There
again were the‘bandaged forms, now presented as polyethylene
f1berglas§ entities suspended by wire from the ceiling.
There again were the irregular fiberglass squares, now
supporting hairy fibrous centers out of which long tendrils
reached out to encircle, enfold, envelop all those who came

within their radius. This time T understood their urgency.
I ceased to resist. c '

’ Eva peaches out to us from her need to our need, and
pailn and joy are caught in the process of being born. Can
an artist ever really die? g

LIFE

Eva Hesse is now being given a retrospective exhibition
at the Guggenheim Museum from December 8 to February 11,
1973. At this time I felt it would be appropriate to present
certain unpublished excerpts from a tape I did with her a
few months before her death. Some of the material on this

tape was originally printed in the May 1970 issue of Artforum.

Hopefully, the entire tape will be made available to the
public at a future date.

* Xk

C.N.: Tell me about your family background.
EH.: You won't believe it. I was told by the doctor that
Ihave the most incredible life he ever heard. Have you got
tissues? It's not a little thing to have a brain tumor at-W33%
Well my whole life has been like that. I was born in Hamburg
&r@mw, My father was a criminal lawyer. He had just
“lished his two doctorates and I had the most beautiful
Other in the world. She looked like Ingrid Bergman and she
w“ Panic depressive. She studied art in Hamburg. My sister
e b°rg in 1933 and I was born in 1936. Then in 1938 there
@ children's pogrom. :
° vent to Hollang éhere we were supposed to be picked up by
? father's brother and his wife in Amsterdam but he couldn't
u“lt’SO We were put in a Catholic children's home and'I
i oMays sick, So I was put in a hospital and I wasn't

Yith my 3 : in Germany
ister. My parents were hidden somewhere 1n,
gﬁgthalthey came tg Amsterdam and had trouble getting us

ang p;-OTehow they got us to England. My father's b”°§?§é’

in > Wife ended up in concentration camps. No one d to
fnep{, M1y made it. But we did. VWe got from England %
eqmlcayla one of my father's cousins who had an 1mpo¥ b
%pypt irm, one in England and one in America. He go Us

T late. We came in in the summer of 1939. It wa

‘the last chance.

.mother she was living with a doctor and his wife.

"my family is half like the Kennedys.

I was put on a train with my sister.

INTERVIEW WITH CINDY NEMSER

And when we first came here we lived across
from the Nazi party on 86th Street until our cousin could get
us a place to live. My father got trained as an insurance
broker and my mother was sick all the time. Then we lived

.in different homes because my mother was in and out of hos-

pitals and my father was studying to be an insurance broker.
So I used to be alone at night and I used to be tervified.
My mother was there but not there--there, but not thRere. I
was shifted from home to home. I was raised im different
Places and so was my sister. My mother was in and out of
sanitoriums. She had a psychiatrist who told her te divorce
my father and fell in love with her. The last time I saw my
My father
remarried a bitch whose name was Eva (she became Eva Hesse)
who had a brain tumor two years to the day before I did.
Sounds incredible? Let me finish the story. She got out of
the hospital two years to the day I went in--Same hospital,
same doctor. In three years, two people not related but had
the same name. Well, the story goes on. It doesn't end
there. My father was sick for 15 years. He died three years
after his 65th birthday but he was sick the 15 years. I think
I don't mean we have
that extreme of wealth or fortune but it's all been extremes.
JI have no one. No one in my family has lived. .I have one
healthy sister. There's not been one ngrmal thlng.ln my life
--not one--not even my art. I never tried to get into a
show. Art's the easiest thing in my life and ?h?t's ironie.
It doesn't mean I've worked little on it, but it's the only
thing I never had to--that's why I think I might be so good.
I have no fear. I could tage risks. I have'the most openness
about my art. My attitude is most open. Tits: totalli ung?n-
sepvative. It's total freedom and w1ll}ngness to wor 2 m
willing really to walk on the edge and if I haven't achieved
it, that's where I want to go. But in my llfe——mayb? because
my life has been so traumatic, so absurd--there hasn't been

one normal, happy, even happy--I'm the easiest person to 13
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Eva Hesse, Contingent, 1969, Fiberglass

make happy and the easiest person to make sad because I've
gone through so much. And it's never stopped. I can go on--
that's just the beginning.

Then I lived with a stepmother whom I just couldn't
stand and I love people. I have no trouble with people, but
I hated her and she was terrible to me. My father was ter-
ribly sick. He had his first attack when I was 13--like
Eisenhower, a terrible coronary attack. And my stepmother_
used to say, "you can't tell him anything or you'll make him
die." And he loved me with a thing that was almost incestu-
ous. So I had a lot of trouble with men too because my
father and I were very close but it was very quiet. It

wasn't talked about because he was constantly ill and he was
getting crippled and they had to operate on his spine and
there was the danger of the heart. My stepmother who was a
thorough unadulterated Bitch did one thing in her life. She
loved my father--she really cared. They went to Europe and
he died like that (snapping her fingers) which was good.
She brought his body back and put herself in the hospital.
She said for the last three years that he was alive she
didn't want to go in but she knew something was wrong:
First they couldn't find anything wrong. Then finally it
came out she had a brain tumor. My sister and I really took
care of her and unfortunately, when I got mine (laughter)
she'd come to the hospital to stay with me and I can't
stand her. I had to cope with that. And she still calls
me. When I'm sick she's very good to me but if she thinks
I'm better she's not.

In between it was pretty much hell. I used to feel a
fraud all my life. The world thought I was a cute, smart
kid and I kidded them. But at home I was called a terror.

I was miserable. I had trouble--tremendous fear--incredible
fear. I had my father tuck my blankets in tight into my
German bed which had bars on the bottom which I would hold
at night and he would have to tell me that we wouldn't be
poor, and we wouldn't be robbed, and he'd be there to take
care of me in the morning. As a child it was a ritual every
night. There wasn't one day of security and then it never
really got any better.

So that gave me whatever strength I have.
giant in my strength and my work'
character has it inside.
frightened person.
because my father
without my sister
marriage split up
problem. Then my
happy years. But

I've been a
s been strong and my whole
But somewhere I'm a terribly

There was a whole abandonment syndrome
had to leave us all the time and I was left
and I vent from home to home. And my
which created another terrible abandonment
father died. I think I had two relatively
as bad as things that have happened are,
and maybe because of'that, I can have tremendous happiness.

Even this year (I mean it's a miracle I lived through this
first operation, I had a few hours left to live--there was
“so much pressure--the whole brain tipped over and all the
intelligence in the front) I had good things.

BREAK
C.N.: Where did you study art?
E.H.: When I was 16 I went to Pratt Institute and I didn't

like it very much at all. The only painting I knew and

that was very little was abstract expressionism and at Pratt
they didn't stress painting at all. When you started paint-
ing class you had to do a lemon still-1ife and you graduated
ﬁg a lemon and bread still;life and you graduated to a lemon,

:030yg
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egg, bread still-life and this was not my idea of painting.
The rest of the classes were two dimensional and three
dimensional design. I was also much younger, at lgast emo~
tionally, and chronologically too, than everybody else. I
was 16, an immature 16, and I didn't }1$e“1t. i waited
until I was getting "A's" instead of "C o and declared I :
was quitting. I had to know that it wasn't because I wasn't
doing well.

C.N.: What happened after that?

E.H.: 1 quit in the middle of the year and I had lived

away from home so I had to go home. As soon as I got there
my stepmother said, "Get a job." So where do you go at 2
16 1/2 knowing very little, but having an interest in art? I
took myself to Seventeen Magazmqe and for some straﬂge r%ason
they hired me. I think it was just because of the gall"

of coming up there. So I got the job at Seventeen Magazine
part-time and afterwards I went a few times a week to the
Art Students' League just to draw in a class without a
teacher--just from the model. And the days I didn't do that
I went to the Museum of Modern Art and went to the movies.
They changed them almost every day and I saw a lot of movies.
Then I took the middle of the year test for Cooper Union. I
was very frightened of the examination and that was the only
plan I made. I never made more than one plan. I always
counted on whatever I tried. I had to make it. I got in
and the following September I went to Cooper Union wh}ch ar
loved from the very start. I moved out on my own again,
went to Judson. Then I finished at Cooper Union doing very
well and I went to Yale. I didn't like it, but because of
the combination of being afraid to get out of school because
that was frighteneing and not being defeated, I stayed. 1In
retrospect I don't think I should have stayed. I did well
there but schools depend on both faculty and students and
the faculty was poor. It was a bad time and the students
respond to the tension and friction and uninterest in this
thing that was going on. There was Albers who was being
forced into retirement, but they let him stay because they
had no one to replace him, and Bernard Chait and Rico
Lebrun. It was ridiculous clashes of personality and they
fought each other through us and the result was that the work
wasn't very good there.

C.N.: Were
know in New

any of your fellow students the people you now
York?

E.H.: No. The irony is that as I was leaving there a lot of
people who are now in New York, Bob Mangold, Sy;via Mangold,
Brice Marden, Richard Serra and Frank Lincoin Viner were all
there immediately after I left.

C.N.: Do you feel any of your teachers influenced you?

E.H.: I don't think so. I loved Alber's color course but I
had had it at Cooper. I did very well in it. I was Alber's
little color studyist--everybody always called me that, and
every time he walked into the classroom he would ask, "What
did Eva do?" I loved those problems but I didn't do them out
of need or necessity. But Albers couldn't stand my painting
and, of course, I was much more serious about the painting.

I had the abstract expressionist student approach and that

was not Albers, not really Rico Lebrun's nor Bernard Chait s
approach either. And if you didn't follow their idea it
wasn't an idea. And in color you had to. You were given
coloring papers and your choices were less znd you had to work
within certain confines.

C.N.: Since you didn't feel any strong influence at Yale
there people in New York who influenced you when you came
and started working on your own?

were
back

E.H.: I think at the time I met the man I married, I should
not say I went backwards, but I did because he was a more
mature and developed artist. He would push me in his
direction and I would be unconsciously somewhat influenced
by him. Yet when I met him I had already had a drawing show
which was much more me. I had a drawing show in 1961 at the
John Heller Gallery which became the Amel Gallery. It was
called "Three Young Americans." The drawings then were in-
credibly related to what I'm doing now. Then I went back one
summer again to an abstract expressionist kind of tone--that
was really an outside influence. Then I went right back.
Ithink that struggle between student and finding one's
self is, even at the beginning level of maturity, something
that cannot be avoided. I don't know anyone who has avoided
it. And my struggle was very difficult and very frustrating.
I was conscious of it all the time and if I ever had any
worry in my development it was then in finding myself. I
used to worry am I just staying with a "father figure" and
where is my development and is there a consistency and am I
going through a stage and will I reach there? I was very
cognizant of that and it was a very frustrating, difficult
time. But I worked. I never had the trouble of not being
able to work although there would be, say, three months where
I would work all the time and then maybe there would be a
break and that would be very frustrating. But after a while
I could always get back. It is true, there were stages, but

in retrospect--the steps--Oh it's so Clear.m
I

EDWARD MUNCH: M.C.P,

Once he showed me some flower pictures his sister Inger
had painted, and I was interested in buying one of them.

: "No, please don't buy'any. Inger is so excitable.
Right now she does nothing but paint. I don't know how it
would be if she were able to sell."

Edward Munch by Rolf Steuersen

"Close up of a Genius,"
1944-1945 Norway

From Howard ena Pindell
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FAITH RINGGOLD

DOCUMENTA, an international
A art ibiti
four years in Kassel, Germany. This :32;512103,
ists and tienQS whlch'are not inecluded have i{;:i ignifi
cance in the international artworld, and Docy .
. extensive coverage in the world art press Imegtg Zaceavts
menta this summer, and afterwards Spoke with YR oeus

is held every
8 art--art-

period and now resides in New York

in the world?
Lil: Well T don't want to s it 1
the world because the Veniceagiéﬁn;ie
ggguﬁgztgexa:t;d after the War. Between 1933 and 1945
na azls declared all modern art degenerate
forgade artists to work. Hitler even held in the Munich
Academy a big exhibition of "Degenerate Art" including Picasso
and Chagall to show how terrible all these artists were and
that the German people rejected this art. After the war was
cver, the German people wanted to know what had been going
on in art.durlgg those years 1933-1945 because during the
whole Nazi period they were not allowed to see anything. So
Professor Arnold Bode who is considered the founder of Docu-
menta, and some other citizens of Kassel, a town that was com-
pletely destroyed during the War, got together the first Docu-
menta, in 1954 as an international documentation of art of
that period. The first Documenta was the smallest and con-
sisted mostly of artists from France and England. From the
second Documenta on, it became one of the most important in-
ternational documentation and information shows of art.
Faith: Both the Documenta and the Venice Biennale attract the
people with the money who can buy. Is it so important because
it gathers together the most important collectors in the world
and therefore exposes artists internationally and gets them
reputations?
Lil: The Venice Biennale was much more important in a commer-
cial way because it was every two years instead of every four.
Every gallery owner went there. Whenever art is bought and
sold, it is a commercial thing. Art may be idealistic, but
it is treated in a very business-like way. But Documenta was
founded for idealistic reasons. We must always think about
what happens to a country that is from one day to another de-
prived of freedom and whose art works are either burned or put
away. The people become very hungry to know everything that
has gone on in the whole world. They are really open for
everything, even for.what we call establishment art. For
them it wasn't establishment art. For them it was revolution-
ary.
Faith: But now it's commercial, and the art world money is
all going to Germany and not to Venice any more.

LZl: That is because of the student riots and demonstrations
at the Venice Biennale in 1968 and 1970. The Documenta is
quieter because it is every 4 years, but there was a student
protest in 1968 at Documenta 4. The studeqtg grganized a
Counter-Documenta, protesting that the exhlbltlop is complete-
ly in the hands of the commercial galleries and is just a
commercial show. Last summer, at Documenta 5, ?he.students
held a revolutionary Documenta in a separate building where
they showed their own work and what they thought was good by
others. They held happenings and all kinds of performances
too, but of course that is not in the catalogue.

Faith: Was this the first time you were included in Documenta,
and how did you get in? y
Lil: I didn't really get in, not as an artist. Harold
Szeeman, the director, visited me two years ago in New York 4
because he was arranging a show called "Fluxus and HapPenlﬁg
in Frankfort at the Kunstleheim. He had seen a happening I
staged filmed by Andy Warhol in 1967--a political evenﬁ,t -
against the war in Vietnam, and he wgnted to.lncludelt 2 i
the film department of this show, which he did. So is {1ed
I wrote to him that I had done a new performance event ca

'Messages' and I would like him to look at the slides--48 of

them. He wrote back to send him two sets of slides, one to

Bern and one to Kassel. It cost a lot to have two ex:rf_iets
made but I sent them. Just before I left for Docu?in ihat
was going as a German reporter--I got a letter ijy bﬁt hat
they could not accept my work, they are very ion gd pb the
financial and inner political situation has cdai% Seghdklizrss
likes my work but unfortunately he has to se? if Packes: 20

a week later I got another letter from a Pro esd D Blasesol
Documenta in which he wrote me "Dear Miss ?1ca;oom giolig b

To invite you for our audio-visual tele\_llslonrt té S
Vermittler," that means somebody who brl?gssir b0 Eas pes

So, the day before the opening, Herr ?roleiold Bioseanns

made a video tape for Documenta. In it Lotond Gis il o5
Story about how my work had been rejected,

one in
too.
Hitler
and

the most important
1s very important

there were very few women in Documenta. I just spoke my mind,
and while I was telling him, I said 'You see I am a woman and
that's my story. Here I have long hair, I am not a young
woman, I am an old woman with long hair, but I can be another
woman, and I took off my wig and then I took off another wig.
I did a whole wig performance, changing wigs while I told him
the truth about being a woman, about there not being any
women in Documenta, about being refused and then getting to
be in Documenta anyway.

LIL PICARD

Lil Picard, Videotape Still,
Documenta 5, 1972, telling
her story.and doing her

Wig Performance

F@?th: How many women were there in Documenta?
Lil: I went through all the catalogues to find out. In 1959
there were ten women including three American women. In 1964,

Documenta 3, there were six women including 2 Americans. In
Documenta 4 (1968), there were 3 women including 2 Americans,
and in 1972, Documenta 5, there were 14 women, 8 Americans
including myself. There was no black woman in any Documenta,
and only two black men, Eugene die Kalmadek and Tellimark. I
also counted up the people who wrote in the catalogue because
I consider the Documenta catalogue a work of art--you buy it
in a plastic cover and it costs $28.50. It weighs about ten
pounds. In this time of conceptual art, the professors and
artists and philosophers who write in the catalogue are very
important--out of 25 writers in the '72 catalogue, two are
women. Now Mr. Szeeman and Mr. Amond who did the last Docu-
menta came from outside Germany both are Swiss. Before,
Documenta was done differently than this last one. There were
more painters, sculptors and graphics. But Szeeman's idea
was that art isn't painting, sculpture and graphics any more.
Art is everything. Art is how we eat. Art is how we tele-
phone. Art is what we write out, like our letters. Szeeman
is very, very modern.
Faith: Very good. He is modern in a lot of ways except he
hasn't caught on that part of the world is black, most is
non-white and half is female. It's not just him either.
total art world thinks in terms of all artists being white
middle class males. What really annoyed me so much at Docu-
menta is that in every other art field people are beginning
to begrudgingly realize that there are all kinds of people in
the world, and we are being included in the Cannes Festival,
the Tony awards and so on. Why is the art and image of black
people being included in every area except the visual arts?
Lil: Because these people are the academicians of art. Aprt
historians. They haven't seen that black faces and women
faces are all over. This is still a very little fin' place.
They have this strange idea women are not as good as men in
the visual arts. A gallery owner in Switzerland told me that
this summer--and he considers himself most avant-garde.
Faith: Establishing images and reporting history are very
powerful Western art establishment priorities, and that's
exactly why all non-white people and all women are excluded
and denied the power to set images. In the event that this
exclusion does stop, can you imagine how art would change?
Lil: It will certainly change, but it might change different-
ly than we both think. We can never predict exactly how art
will change, but as a new generation of people come along
who are freer, they will do much more daring things, much
different things than what we think today, because we are
in a revolution, struggling to change, and getting more money
o.
ggith: Do you think there is a correlation between the kind
of thing that black men and women will bring into art and the
kind of thing that women in general will bring into art?
L71: I think we will have tc see what the women in the move-
ment do. We haven't had many women's shows yet--there have
been more black art shows than women's shows. The Gedok Show

continued pI6 15
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I did with Sybille Neister for American women was only one
year ago. Things are just starting to change. In 1965, for
example, we didn't even have the woman question in art, we
only knew women don't get shows. At that time I did a big
three week long environmental performance show in a small
gallery called the Smolin Gallery--a whole show on lipsticks
and cosmetics. The artworld saw this show and I even got

a write up in The New York Times, but it was considered very
unusual to use a feminine thing like cosmetics. That was
long before Mr. Oldenburg made his big tremendous lipstick
that is so famous. He did it much later, five years later.
Fatth: Men have the power to be taste-makers and so they are
always being thought of as doing something new or something
different. What women do is generally speaking not taken
seriously. That is the reason why your art could just be
fluffed over and copied by somebody else without ever giving
you the credit, and theirs could be illuminated into a big
thing, a movement. But if women and all non-white people

had the confidence to know that they could really reél%y do
their own thing, like you did it, but get the recognition for
doing it, do you think that women would continue and black
people would continue to be honest about what they.are QOlng?
Lil: There is always the danger of becoming a nationalist.

I am against super-nationalism in everything. I think we
should have everything, we should have men and we should have
women and we should have children and we should have art. Ve
should have white art, greentant; black art,gred art, all aprt.
Faith: But right now we only have white male art. That's
what you call supernationalist art. Visual arts are the last
vestige of absolute male domination in the arts.

Lil: Maybe the visual arts are really in a decline hecause
we have film and television.

Faith: Nobody is participating in art today except Western
white men so they don't have the right tc say that it is on
the decline. Maybe theirs is declining, but all the rest of

us ere just ready to go. It is just like the cinema. It was
losing money and then the black films came in. Now say what
you want to about them, they livened everything up. Now if

women and non-whites become taste-makers, this could enliven
all of art and it could have a whole regeneration, just like
the movies. The men who say art is dead, want it to be dead
for everybody. They don't want another group to come along
and say hey it is alive.
Lil: You sound very hopeful. When I go to the conceptual
exhibitions I see a little name printed on a big white page--
I can't even see it without strong glasses--and there is
nothing else there. I want to know what it is all about. I
begin to get the idea that the artists want to kill art.
Western man wants to kill art because he feels that our situ-
ation in the world is in despair.
Faith: That is why I was so interested in what you said
about the history of Documenta and how during Hitler's reign
he wanted art out, he wanted it suppressed. Here in this
country now they talk about art being dead and we have artists
doing all these very negative things. Do you see a parallel
between Hitler's Germany and America now in the feelings
about art--both countries wanted the artists shut up when
they were involved in mass murder and genocide, Hitler against
the Jews and America against Vietnam. You know there has
been as much killing in Vietnam as in Hitler's Germany and
in a shorter time. .
Lil: But Hitler killed almost all the Jews in Germany.
Faith: It is not without precedent. Here in America, we
killed almost all the Indians.
Lil: The German people have learned though. They didn't
get a Nixon, they got a Brandt again. They don't want fascism
But here we are at the moment very much in danger of becoming
fascist, a police state. We haven't felt here what fascism
really is. I sometimes think that our wars take on a new
form--the drug scene in America is alsc a kind of Civil War
because these people are killing themselves off. There is
a kind of mass killing, mass destruction going on, mass des-
pair, without calling it what it is. Here we are talking
about a lousy show in Germany and we can't even protect our
lives, we can't even stop the men from dropping bombs.
Faith: No, no I don't agree. I think that actually in the
final analysis the only thing that's really important that
people do and leave behind them is art We need that. 1It's
all we have that's good. I think this is probably the reason
Germany's last Documenta was politically oriented. 1In Ger-
many today they don't want art to die.
Lzl: I thought Documenta 5 was a very important show, but
not strong enough.
Faith: How could it be strong enough when they kept out the
most political people in the world who are the non-white
people and women? There was a whole political pavilion and
exhibitions on political themes--about world oppression and
Vietnam, but nothing about women. I sent a letter and package
to six members of Documenta staff saying, "Please accept the
enclosed posters and Feminist newspapers as Documenta of
what is happening in America among the women of all races
and the blacks of all sexes." I sent them the Feminist Art
Journal, Woman'e World, my United States of Attica poster and
others. I got back a letter from Szeeman saying "Many thanks
for your documentation. Unfortunately I was only one day in
Kassel on August 18th and the whole day from 10 a.m. to 11
p.m. busy with a financial meeting." There was a whole
pavilion that was set up with newspapers and literature so
I went and put Feminist Art Journal and Women's World right
in there--that was the only place women. were dealt with in

Vorsitzonder Generalsekretér:
Schéne Aussicht 2 desAufsichtsrates: Harald Szoomann
Telofon: (0561) 16295 Oberbiirgermeister
Dr. Karl Branner
Geschaftsfihrer:
Dr. Karl Frltz Heise
Walter Olbrich

Konto Nr. 080087
Stadtsparkasse Kassel ,

documenta 5 GmbH 35 Kassel Schone Aussicht 2 Kessol, 30,8.1372

Dear Faith Ringgold,

Many thanks for your documentation. Unfortunately I was only
one day in Kassel on August 18th and the whole day Ffrom 10 a.n.
to 11 pwm. busy with a Financial meeting.

Perhaps we meet someday unc~» batter conditions than d5

All the best

(Harald Szeemann)

i.A.

(Ela Spornitz)

Documenta. Do you think there will be another Documenta?
Lil: They hope so. The next should be in '76--the year
America will be celebrating her bi-centennial.

Faith: Maybe there will be a woman's pavilion in that one.
Lil: That would be a good idea! You know we are represent-
ing here I feel a very interesting thing. We are two women,
you are black and I am white. We get along fine. Let's
hope that the future will be like this all over the world.m

KOLI.WlTZ continued

their subject is a woman, not a man artist, and include a few
minor hints of feminist consciousness and analysis, but this
is all. Otto Nagel leaves the fact that she is a woman com-
pletely out of his chronology. On one level, he may argue,
as a fellow artist, that it is not necessary to discuss how
being a woman affected her, for she was a great artist, and
as such, does not fall into a special "woman" category, just
because she happened to be one. :

He's wrong. He's say that because he's not a woman. He
was also not a young girl growing up in Victorian times, when
the female body was designed to be corsetted, girdled and
stiffly cloaked from head to toe. Nor did he experience art
training denied him because he was a girl. Or was confused
and hurt because his father didn't think he'd ever do anything
because he married.

No man could have drawn the pictures of women that
Kaethe Kollwitz did, but neither biographer discusses this.
After all, sexism isn't a Sunday painter sketching trees and
leaves for a few hour's enjoyment. Kaethe Kollwitz's women
are too pure, too tender, too whole and full of woman's soul
for a man to have produced them. Indeed, Kaethe Kollwitz was
the first well-known artist to represent women other than man
was used to seeing them--that is, women as either lustful,
voluptuous objects of sexual desire, or as romanticized
angelic mystical creations. Kaethe Kollwitz's women are real.
They wear plain dark dresses of ageless fashion. They live,
give birth to children, suffer, know joy, fight against death
in any form, then welcome death, and die. All women, whether
they bear children or not, know Kaethe Kollwitz's women as
themselves.

Nor do either of the biographies discuss her struggles
and conflicts, and how she did or did not resolve them. Henr
tension with Lise, her younger sister, centered around jealous
rivalry. Lise was equally as talented as Kaethe, but this
threatened Kaethe, for she alone wanted to be the artist in
the family, even though she did want Lise to be happy, and be
an artist, for she loved Lise more than anyone else. If Lise
had received art training, the world might have had two Kaethe
Kollwitzes, or maybe none at all, but, luckily for Kaethe's
ambition, Lise never developed her art talent, because she
chose to get married early. Lise went the usual path most
young women take, and Kaethe did not. Both biographies miss
this determination and unconventional, almost rebellicusness
in young Kaethe.

Her conflict between marriage and art was a great one,
and lasted throughout her long engagement, which was six years.
At that time, near the turn of the century, it took great
courage for a woman to be an artist. All henr friends advo-
cated marriage to art, not to a man. Her father disapproved
too. At her wedding he told her flatly, "Now be wholly what
you are, a wife." Both biographies touch on this, but do not
discuss it fully, and thus take the man's view of marriage,
not their subject's, who was a young woman, trained to be a
professional artist at the time of hep marriage.

These are two of the most glaring, factual errors that
the most recent biographies make. They miss other forces in
her lJI.fez too. That is not to say it is a bad book. It is
no?,.lt 1s a good book, and done to the best of the authors'
ablll?y and headset. It is just regretful that, though Kaethe
Kollwitz's work makes any woman feel deeply and poetically her’
own knowledgeable soul, no words about her or her work, in
book_fo?m at least, have accomplished this same sense of ap-
pPreciation and pride. Thankfully, though, we are in luck,
for The Feminist Press, of Baltimore and New York, plans to
publish an adult biography of Kaethe Kollwitz within the next
year. If their Kollwitz biography compares to the other
adult biographies they've published, it will be a welcome
addition to woman's growing knowledge of her story.m



FROM WOMEN'S WORK TO ART OBJECTS

SHIRLEY KASSMAN RICHERT
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that womenfs work is lesser than other work--a most unfor-
funate attitude depriving human beings of a consciously
known aesthetic pleasure in daily use of objects and further
attributing an unnecessary importance and mystical aura only
to.tbe cgeatlon of an image of an easel painting. Within the
Splrl? of human beings has always been the potential for
creating and responding to aesthetic stimulations embodied

in form, color, texture and shape. The makers of artifacts
soon y}elded to the generative process and went beyond con-
structing to refinirng and decorating objects.

Within early societies, from primitive to those within
our own Western heritage, living was conducted in a simple
technology and economy making the running of a home a full
time occupation for women. This, coupled with marriage
duties, left little time for public life. Even so women
have continued their work and crafts, often channeling their
creativity into such things as quilting and embroidery
fashioned for home display and use. One wonders if these
women had lived in a time with educational opportunities and
technical developments, would some of them have instead
become the makers of "fine art"?

"From Women's Work to Art Objects" was comprised of
historic pieces loaned by the Buffalo and Erie County
Historical Society and the work of ten invited regional
craftswomen, together providing examples of cultural roots
with contemporary accomplishments and demonstrating that
women artists have always worked in a wide variety of
materials and styles.

Leigh Eckmair, a contemporary quiltmaker, has been
making quilts for about ten years, the first being for her
children. Her interest began after seeing quilts done in
the mountain regions using traditional patterns, which she
still uses as well as her own. She constructs the top design
with the use of a sewing machine, doing the final tying by
hand on a quilt frame.

When selecting the historic pieces for this section of
the show from the store rooms of the Historical Society, I
discovered a quilt perfect for a feminist show. It was made
by Nellie Anger Miller about 1895 when §he was 16: It was a
trué crazy quilt made by putting odd pieces of silk and
velvet of brilliant colors together to form a complete gquilt
with a magnificent backing of scarlet silk. The minutely
detailed stitchery on top was done with 51}k tpread and'
incredible skill. To my delight and surprise 1in unfolqlng
it completely, in the center was a small 1}thograPh printed
on silk of a woman breaking through symbolic barriers, per-
fect for this exhibition. It was an unusual piece because
of the bead work included with the stitchery on the top, as
well as the feminist imagery of the center. Beadwork was
also represented in some beautifully.dgslgned Iroqu01§
pouches, and in the contemporary feminist banners of Joan

Blumenbaum.- %

Weaving is one of women's oldeS?‘crafts. Th; trag;szsﬁal
aspects of weaving were represented in this s?ow siearaised
let woven by Anna Dennis in the summer of 181d. pSOSEe e
and prepared the flax herself, spun the thread,

X x hed, made into
with wool which she pulled from the sheep, wg;e and wove the

rolls, spun then dyed with her own blue 5
finisﬂedpcovzgiet. Caiol Ann Schwartzott of N;igaziizﬁli;e
contributed companion pieces of contemporary :atural silk,
dyed from vegetable dyes after spinning frgms and pillows
alpaca, fleece and other fibers. Her pouc iheir best ad-
showed both the dyes and natural f}bers to’ul tural as they
vantage, the objects themselves being asdsio ge an education-
are utilitarian. Since this was intende n yarns and
al exhibit she included a basket of handspun y ;

and crafts on the mistaken assumption .

A Showcase at the
Exhibition.
Basketry, Pottery
Weaving.

samples of the wide range of colors she has produced with
vegetable dyes.

Several of the contemporary women showed work in which
they used cloth either in traditional or innovative ways--
Lenore Davis of Buffalo's dye painted velvet forms, called
"objects with a presence'" hung or curled around posts, moving
with the flow of air. Marion Bode and Nancy Belfer both
on the faculty at State showed more traditional techniques,
Marion batik hangings and Nancy tie-dyes. Nancy's recent
book DESIGNING IN BATIK AND TIE DYE was published last spring
by Davis Publications resulting in her promotion to full
Professor of Design, a step forward for women on this campus.
And Arlene Blair (Arlinka Fabrics) of Washington showed block
printed fabrics in bold and colorful designs, also in the
form of hangings.

Reeds, raffia and fibres have always been used by women
to make baskets, clothing and ceremonial objects.

I included several examples of Seneca Indian women's
work, among them a sifting basket and a pair of child-size
winter moccasins worn as overshoes, woven of corn husks and
filled with bison hair for warmth. Hanging over the balcony
above, were woven hangings of African-like fetish and mask
forms by Wilhelmina Godfrey, of Buffalo, woven of wool,
horsehair and raffia.

Although crafts using fibres were in the majority, I
wanted to include pottery as another woman's craft, and in-
cluded an Iroquois woman's cooking pot as well as the raku
pots of Nancy Jurs of Rochester. Nancy's work has long since
left the utilitarian for the sculptural. Her hinged treasure
boxes are concerned with internal space as well as the ex-
ternal.

In looking back at the exhibition I am very disturbed
that wood and leather were not included but it did not be-
come apparent to me to do so until I had read Evelyn Reed's
article stating that digging implements of wood were first
fashioned by women and that leather was first tanned and
worked by women.

A point not related to the exhibition but to crafts-
women, became apparent through conversations I had with them.
Most of them felt that they had never felt discrimination in
crafts and were never held back because they were women.

This attitude is born out in the recent Tamarind publication
indicating an almost equal coverage of both sexes in Craft
Horizons Magazine as opposed to a very great discrimination
in other magazines of art. Perhaps the secondary role the
crafts are accorded in the contemporary art world has allowed
women the opportunity to develop more fully in this area.

Through this exhibition, it became apparent that
Women's Work has come full circle, from private to public,
and the very materials and techniques once meant for home
use are now meant for public display as well.

lTncluded in Evelyn Reed, Problems in Women's Liberation,
Pathfinder Press, N.Y., 5th Edition, 1972.

Rosalie Braeutigam and Betty Fiske, Sex Differentials
in Art Exhibition Reviews: A Statistical Study, Tamarind
Lithography Workshop, Los Angeles, California, 1972.m :
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QUILTS

Unknown Woman, Robbing Peter to Pay Paul, Pigced, 19th ;
Century, Red & White, Quilting: Hearts ¢ Ellipses. Design
also called Orange Peel. Courtesy of The Brooklyn Museum

they were doing: frequently quilts were s.gneu anu ddted oy
the maker, listed in her will with specific instructions as
to who should inherit them and treated with all the care that

a fine piece of art deserves. Women reserved their 'best!
quilt for guests of honor or special occasions, and when it
was on the bed, drew the curtains to prevent fading. Many of

the most beautiful quilts were actually used so infrequently
that they have come down to us without ever having been
laundered--women even made special 'quilt cases' to store
them in. Even in their choice of material women quilt-makers
behaved similarly to other artists--they wanted to use only
the most permanent materials, and the popularity of two
colors, indigo and turkey red (an alizarin dye) was the re-
sult of their ability to withstand much use without fading.

In sharp contradiction to the truth about these women
artists is the fabric of lies that has been spread over their
work—--the distortion of the purpose of the 'quilting bee'
into the false idea that quilts were 'collective art' instead
of the work of individual women, and even more importantly,
the lies about their anonymity. For example, the catalogue
for the "American Pieced Quilts" exhibition at the Smithson-

ian Institution, Washington, D.C., bears a cover reproduction
of a quilt signed "E.S. Reitz" in large letters, clearly
visible. The quilt is identified in the catalogue as to-title
place, date, material and size but the artist's name is not
given. Jonathan Holstein then dedicates the catalogue to
"those anonymous women whose skilled hands and eyes created
the American pieced quilt." These women did not choose
anonymity. Rather it has been forced on them. The great
pains taken by art historians to identify all work of male
artists, even if only by conjecture, coupled with the inten-
tional ommission of the names of those women artists, even
when they signed their work, makes mockery of all pretentions
that male 'scholarship' is anything but a tool of sexist
oppression.

Although women made quilts of wool and silk, the first
for warmth, the second for beauty, most quilts were made of
launderable fabrics called 'wash goods,' primarily chintz
and calico. Too much has been made of the fact that the
fashions of a period were used in quilts implying that women
were the passive agents between fashions and quilts. Aside
from the fact that this is not the whole truth (women also
dyed and traded fabric), no such interpretation has been
given to the work of male painters, whose art has also been
influenced by the mediums and pigments 'in style' during
that period. Quilts were made in three ways: pieced, appli-
qué or by the use of quilting stitches alone on a solid
color background. The majority of them were 'pieced,' for
economic reasons--that is, the small pieces of fabric were
joined edge-to edge to make up a top of a single layer of
fabric. The process of piecing makes curved designs very
difficult as the fabric has to be joined on the bias and
tends to pucker, so most pieced quilts have straight edge
designs, founded on squares, triangles or diamonds. Appliqué
quilts are actually called 'patchwork,' but since this word
has also been used as a general term for quilts, I'll use the
more specific word 'appliqué.' They were designed by laying
the cut out shapes of fabric on a base of new fabric and
hemming them down, thus making a double layer of fabric--a
clear extravagance and one which accounted for the fact that
appliqué didn't come into wide use for quilts until approxi-
mately 1750 when fabric wasn't so scarce although pieced
quilts were made by the first female immigrants. Women
quilt makers preferred their appliqué quilts to their pieced
ones because hemming down allowed them greater freedom of
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Unknown Woman, All White Quilt, 19th Century.
portions are stuffed from behind.

The Raised

-design than piecing, and because the additional expense of
the extra fabric for appliqué called for their very best
needlework and design--these are the ones that women con-
sidered their 'best' quilts, and which although many fewer
of them were made, have survived in larger numbers because
of their 'show' rather than 'everyday' use. Because of the
greater freedom of the appliqué technique, women created
hundreds of new designs, most based on natural forms, es-
pecially the flowers they loved. Solid color-quilts, usually
white, were designed only in stitchery, called quilting, the
beauty coming from the bas relief of the top, created by
thousands of tiny stitches, stuffing some areas, flattening
down others.

Besides the top designed layer, quilts have two other
layers--the padding for warmth and the backing. All three
layers are held together by the quilting, that is, the tiny
stitches which go through all three layers and contribute
the lights and rhythms of their own design to the ‘quilt.

Quilts as they were first made in America were the pro-
duct of necessity as well as tradition. Factory made blankets
.were unavailable until the mid-nineteenth century, fabric was
scarce and expensive and winters were cold. Women had to
reuse every available scrap from worn out clothing in their
quilts, lining them with worn out homespun blankets, wool,
.cotton or rags and backing them with muslin or homespun.
Before 1750, quilting was the universal form of needlework
in America, practiced in all households, by all females old
enough to hold a needle. Even after economic circumstances
eased somewhat, girls were still taught to sew even before
they were taught to read--there are many beautiful quilts
made by girls younger than ten years old.

Although American women, including slave women, made
quilts from colonial times at least until the Centennial
(1876) and many still do, that was merely one of their duties
and their accomplishments should be seen against the sum
total of their work. For most of the Colonial period, and in
rural areas up to and even after the Civil War, women were
responsible for an amount of work hardly to be believed:
besides the cooking and cleaning and raising and educating
children, they spun, wove and dyed cloth, made the clothing
an d bedding, curtains and rugs for the entire family, canned
the food, milked cows, tended garden and chickens and made
soap and candles. With the rise of industrialization in the
Northeast it is not surprising that single women in large
numbers left the farms for the relatively easy life of a
12 hour day in the factories. Making quilts, though a
necessity, was virtually the one area in which women could
express themselves creatively--a woman worked on her quilt
in the evenings after she had done the day's chores. The
importance of quilts in women's lives is best expressed
in the statement of one 19th century farm woman who is quoted

as saying, "I would have lost my mind if I had not had my
quilts to do."3

All three arts, piecing, appliqué and quilting are
extremely ancient and can be traced to Syria, Egypt, India
and China. Flags are piecework (remember Betsy Ross?) and
quilted bed coverings were made by Chinese and East Indian
women in the seventeenth century as well as by the women
of Europe." The tradition as well as quilts themselves came
to America with the first women immigrants, and several early
designs exist which are identical to those done in England.
Gradually however, women began to redesign their quilts,
and create new patterns so that eventually more quilt designs
were created in America than in all of Europe put together.
In particular, the repeat patterns of the appliqué quilts
became peculiarly American, as well as the institution of the




Elizabeth Ann Cline,
Denver Art Museum

Crazy Quilt, 1875, Courtesy of The

quilting bee and the custom of creating quilts for special
oceaslons. Although most writers on quilts remark on the
change in design from Europe to America, no one has pursued
it furt?e? than to attribgte it to some mystical 'spirit of
freedom .in the new land. I think a more down-to-earth
explanation exists--the same explanation that has accounted
for every change in all of art history, namely, that when
there js contact with new design traditions, art changes.
Early American immigrants came from England, Ireland,
Germgny, and the Netherlands and mingled the needlework
traqltlons of those countries. In America, they met with new
de51gn.traditions from the various American Indian tribes
Whosg influence is obvious in the many quilts named for them:
"Indian Meadow," "Indian Hatchet," "Indian Trails" to name
a few.' The familiar saw tooth pattern, for example, seen in
both pieced and appliqué quilts, is strikingly similar to In-
dian women's weaving. Furthermore, intermarriage between Indian
women and white men was fairly common and the Indian women
and their female descendants' quilts would bring to bear
design influences from both cultures.® The other unacknow-
ledged (for much the same reasons) design influence on
American quilts I feel came from African women, who actually
made many of the Southern quilts, particularly at the large
plantations where many bedrooms necessitated many quilts. It
is too great a coincidence that the South was the 'home' of
appliqué quilts, while many of the quilt-makers in the South
were from Dahomey where much beautiful appliqué was made.’?7 I
think it should be acknowledged that some of that ’spirit of
freedom' which enriched quilt design actually came from the
very women for whom the new land provided not a spirit of
freedom, but of tragedy.

The earliest quilts made were known as 'Crazy Quilts.'
Women sewed odd shaped scraps of fabric together with no
attempt at design, and the result tended to resemble a jigsaw
puzzle. Since they were utilitarian, they mostly wore out and
few have survived. This 'Crazy Quilt' was the basic quilt
design. Whenever times were lean and fabric scarce, especi-
ally in rural communities far from stores, women made crazy
quilts. Years later, in the late 19th century, after the
Civil War and the Centennial celebration, there again came
a vogue for them, but made not of the crude scraps and
patches of earlier days, but of Yelvets and silks, scraps
from 'best' clothing, and of a size meant not for a bed, but
for a parlor throw. By a change of fabric and size, the
content of the quilt as art changed from the hardship and ‘
poverty of the earlier period to a more relaxed evocatlion o
the past--a poetic reminiscence. ; :

PIt is iiteresting to note that therg are few qullts%
even among the crazy quilts totally lacking in a sense O
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'The Grandmother of Virginia Kearney,' Willow Oak Quilt,
Boston, before 1861, appliqué, navy blue and white, Courtesy
Shelburne Museum, Vt.
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fabric scraps with other quilt makers, dyed some to obtain
the shades they wanted, and embroidered on the plain home-
spun if that was all they had. Women became the artists in
a society in which their efforts were likely to be the only
art that most of the populace saw, certainly the only art
most of them possessed. Although these quilts didn't look
anything like the European influenced painting done in
America at the time, a period of over 200 years of exposure
to this women's art, on permanent exhibition in most
households of America, finally influenced the male artists
of today to work in a similar style.

Although -pieced quilts are primarily geometric in design
and as such could be considered only in formalist terms,
that would be only half the story. All quilt designs were
named by the maker. If other women liked the name and used
it, it begame tradi@ional. The names of the quilts give vich
insights into the lives of the women who made them, and their
lives give insight into the content that the design elements
held for them--a repeat pattern of cubes in space for
example was known as 'Baby's Blocks.' The fact that it is
more common for contemporary male artists to call this type
of design by a scientific or mathematical name merely points
up the different content this visual symbol evokes in
different lives. There are hundreds of names for quilt de-
signs and cften women changed the names, discarding the old
ones as the visual image it evoked became irrelevant to their
lives. 1In this way, they gradually transformed both the
names and designs of the European tradition until they had
built a new American one.

For example, a design known in England as 'Prince's
Feather' (after the Prince of Wales) became 'Princess Feather'
on arrival in America and afterwards became 'Ostrich Plume'
or 'California Plume.' A pattern called 'Jacob's Ladder'’
before the American Revolution was later called 'Stepping
Stones' in New England and Virginia, 'The Tail of Benjamin's
[Franklin] Kite' in Philadelphia, the 'Underground Railroad'
in Western Reserve, 'The Trail of the Covered Wagon' in
Mississippi, and after the first commercial railroad (1830)
an unknown woman included a striped railroad symbol and
called it 'Railroad Crossing.'

It must be understood that quilt names were generic
rather than specific, that is, although the image was re-
cognizable within the visual vocabulary of women, it was
rarely if ever exactly the same as to size, style and color.
When the additional design elements which make up the quilt
are considered, such as borders, choice of fabric (color,
pattern, weave) and the quilting itself, it is clear that
two identical quilts would be even rarer than two identical
paintings.

In designing their quilts, women not only made beautiful
and functional objects, but expressed their own convictions
on a wide variety of subjects in a language for the most
part comprehensible only to other women. In a sense, this
was a 'secret language' among women, for as the story goes,
there was more than one man of Tory political persuasion
who slept unknowingly under his wife's 'Whig Rose' quilt.
Women named quilts for their religious beliefs, such as
'Star of Bethlehem' or 'Job's Tears' or their polities—-
and a time when women were not allowed to vote. The 'Radical
Rose' design, which women made during the Civil War, had a
black center for each rose anq was an expression of sympathy
with the slaves. Other political quilts had names s$ch as
'Lincoln's Platform,' 'Clay's Choice,' 'The W.C.T.U.' or ;
'Union Star.' In fact a quarre} byoke out between the.Whlgs
and the Democrats in Pennsylvania in 1845 as to a certain
continued 19




Charlotte Jane Whitehill, 'Spice Pink', also called 'Whig Rose’

1932, Applique, feather and diamond quilting.

Rose design claimed by both parties. Other quilt .names ex-
pressed the farm lives of their makers, such as 'Corg 13
Beans,' 'Toad in the Puddle' or 'Flying Bats' or their urban
lives as in 'Philadelphia Pavement' or 'Court House Square.'
In fact, from their social life ('Swing in the Center'? to
their flower gardens ('Rose of Sharon' or 'North Carolina
Lily') to occupations ('Churn Dash,' 'Chips & Whetstones')
or themselves ('Fanny's Fan,' 'My Mother's Star') there is
virtually nothing in the lives of these women that did not
get expressed in quilts, but most popular motifs always
remained Sun, Rose -and Star designs.

There are several categories of quilts, each of which
was made for specific occasions and in a definite way .

There was the Bridal Quilt, begun after a young woman's
engagement had been announced. By the time she was engaged
a woman had customarily completed twelve quilt tops which
were then quilted up before her marriage, since the expense
of padding and backing would only be undertaken when a new
household was in preparation. The thirteenth, the Bridal
Quilt was the equivalent of the male custom of the 'master-
piece,' particularly when one considers that marriage was

virtually the only employment available to women at that
time. This quilt was made of the best materials she could
afford, her most skilled and intricate needlework, with the
most carefully planned design. The Rose of Sharon was the
most favored design for the Bridal Quilt because of these
lines from the Song of Solomon (2:1) which every women knew
and which seemed to them particularly appropriate for brides:

I am the Rose of Sharon, And the Lily
of the Vallies.

As the 1ily among thorns, so is my
love among the daughters.

As the apple tree among the trees of
the wood, so is my beloved among
the sons.

Bridal quilts were used after the wedding only on special
occasions or for honored guests and have frequently come down
to us without ever having been laundered. They were virtually
always appliqué, and it was customary to incorporate hearts
either into the appliqué or in the quilting. But it was con-
sidered bad luck for a woman to use hearts in a quilt before
her engagement had been announced.

Freedom, Friendship Medley and Presentation Quilts were
the only quilts made by more than one woman and accounted for
a small percentage of quilts made, although they have become
quite well known. The Freedom Quilt was macde for a young man
on his 21st birthday by all his female friends at a party
arranged by his mother and sisters--a custom popular until
approximately 1825. Each woman would bring fabric scraps
from her own dresses, and at the party make and sign a block
of her own design. By the end of the day, all the blocks
had been made and set together into the 'top'--it would take
another all day event, the 'quilting bee' to quUiNTER LR Phe
significance of the 21st birthday was that a young man was
legally free at that age whereas previously his labor and
wages legally belonged to his father. There was no Freedom
Quilt for women since their labor legally belonged to their
father until marriage and afterwards to their husband. The
term Freedom Quilt acquired another meaning around the time
of the Centennial when the nation:celebrated the survival
of the nation through the Civil War, an end to slavery, and
an end to the troubles and uncertainties of the first hundred
years. These later Freedom Quilts made by individual women,
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Unknown Woman, °*Little Birds', Ohio 1830.Yellow, brown, green
applique on homespun linen. Variation of °'Tree of Life'.
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were another example of political quilts apd incorporatgd
symbols such as eagles, flags, stars and liberty bells into
the designs.

Friendship Medley Quilts and Presentation Quilts were
made in the same way as Freedom Quilts, and became popu%ar
around 1840. When a woman became engaged to marry a frlenq
usually gave a party at which all her frienqs brogght fabric
from one of their dresses and made her a Friendship ﬂed}ey
top. Custom dictated that the young woman's.mother invite
all the participants to a return party at which the actual
quilting was done. Friendship Medley quilts were also made
for neighbors in distress, and for neighbors moving away.

When it was made to honor a respected personage of the
community, it was called a Presentation Quilt.

Album Quilts were similar to the various kinds of
Presentation quilts in that each block was different. Album
quilts were made by individual women, however, and had a
theme--birds or flowers, for example. The Friendship Quilt
(different from the Friendship Medley), was a type of album
quilt, each block being made of the dress material of a
female friend, although all the blocks had the same design
and maker. Quilts were also made that recorded the family
history (Family Record Quilts) with blocks showing family
members, pets, their home, weddings, etc.

Finally there were the sombre Hemory or Mourning Quilts
pieced from the dresses of a friend or relative who died. 1In
the center of these quilts the woman-maker would cross-stitch
an inscription with the name, date of death and perhaps a
poem. The period during and after the Civil War is character-
ized by a great number of mourning quilts, in blacks, grays

and browns, with the quilting done in the design of a weeping
willow tree.

From the above descriptions of quilts, it should be
obvious that the use of material having an emotional signifi-
cance in addition to the formal characteristics of color
shape and design added a spiritual and’ emotional dimension
to the quilts as art which is missing from most art today and
which modern formalist criticism attempts to define as 'non-
art.' But to the early quilt makers, this dimension was an
essential part of the art. Aunt Jane of Kentucky expressed
this feeling when she said, "There is a heap of comfort in
making quilts, just to sit and sort over the pieces and call

to mind that this piece or that is of the dress of a loved
friend."8

The 'Quilting Bee' as an American institution, is well
known but most Americans have a false idea of its nature.
An examination of myths usually reveals, not tHe reality of
the situation, but what the society feels the reality should
have been (witness the Noble American Cowboy myth). In view
of the male lie that women lack individuality, creativity and
initiative, it is not surprising that the quilting bee has
become in the popular mind the place at which women all
collaborated on the making of the quilt. In actuality, quilt-
ing bees were called for the purpose of assisting an indivi-
dual quilt-maker in the tedious work of quilting the top,
which she had already made. Even the design of the quilting
stitches was chosen in advance by the maker of the quilt.
The various kinds of Presentation quilts which were a compo-
site of individually produced, designed and signed blocks
were the only exception to the individual nature of quilt
making, and the number of quilts so produced was a tiny per-
centage of all the quilts made. Interestingly enough, male
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artlst§ who haye_had assistants for the more routine aspects
of their creativity (and whose numbers stretch throughout
%Pt‘hl§t9ry) have never been popularly stereotyped as lacking
1n'Lnd¢v1duaZ creativity because of it. For the American
quilt-makers, even the choice of assistants was an individual
ch01cg, made on the basis of craftswomanship--invitations

to quilting bees only went out to expert needlewomen and it
was common knowledge that those who were not expert with
their needles had little access to the major institution

of women's social life. Moreover, there are many stories

of women whose stitches were uneven being sent to help in

the kitchen, or of the quilt-maker herself, ripping out poorly
done work and re-doing it. In other words, the part played
by collectivity in the quilt-making art had more in common
with traditional methods of art-making than with mythological
interpretations of women by nature being prone to collective
art production.

The quilting bee was an all-day affair,
dawn to late in the evening. It was second only to Church in
social importance to women, and they probably enjoyed it more.
In a time of bad roads and poor transportation, women fre-
quently went for long periods without seeing each other, each
isolated into her own house. A letter from a woman in Ohio
dated February 7, 1841, says:

lasting from

We have had a deep snow. No teams passed for over three
weeks, but as soon as the drifts could be broken through,
Mary Scott sent her boy Frank around to say she was going
to have a quilting. Everybody turned out. Hugh drove on
to the Center where he and several other men stayed at
the Tavern until it was time to come back to the Scotts
for the big supper and the evening . . . One of Mary's
quilts she called "The Star and Crescent."” I had never
seen it before. She got the pattern from a Mrs. Lefferts,
one of the new Pennsylvania Dutch families, and pieced it
this winter. . . . Her other quilt was just an old fash-
ioned "Nine Patch." . . .

It was customary to work all day, usually on two quilts, and
then have husbands, brothers and-friends in for supper and
dancing. Although most of the records claim tha? women at
the quilting bees 'exchanged gossip and recipes,’ 1t should
be obvious to women that that was not all.that was going on.
The fact that Susan B. Anthony made her flrst_speech i
Cleveland to women at a church quilting bee gilves an indica-
tion that then as always, women had important things tq say
to each other that could best be said out of earshot of men.
I don't think it was coincidental that the Seneca Falls Con-
ference of 1848 which marked the beginning of an O?ganlied
American Women's Liberation Movement came at the virtua i
height of the quilt-making period, nor 1is 1t_c01nc1dentf
that the size of the quilting party--eight to 16 women-
coincides exactly with the size of modern consciousness
raising groups. : an
Quilting itself was done by stretching theT%lnézgign
Padding and top on a horizontal wooden Irame. e e
was marked with chalk or pencil after which 8 wamiﬂéd B8 e
each side of the frame would stitch along the ¢ atre Tl
of the motif, through all three layers. Befldesti{chiné
al purpose of holding the lining in place, the sEitelifs, .
has the aesthetic function of throwing the top O

s 3 i £ lights and
into low pelief through the manipulation © Th%ck quilts

shadows by the thousands of tiny stitches. : ttle
Closely quilted, whereas counterpanes, PaFElc ie,tl oo o,
South were not lined or quilted at all an
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Unknown Woman, Widow's Quilt, New Jersey, 19th Century, Pieced,
Black and White.
Death,' quilting in shapes of lyres.
This is a variation on mourning quilt as it is for a man's
death.
(Left) Mary Everist, Friendship Medley Quilt, 1849-1850,
Appligué Cecil County, Maryland.
in the center of each block.

<

The black motifs signify the 'Darts of
Note single bed size.

Courtesy of American Museum in Britain.

The signatures are visible

aesthetic function, like the modern bedspread. A ComParison
between quilts and counterpanes, however, makes it obvious
that the quilting changed more than the function of the

Courtesy The Baltimore Museum of Art.

quilt, but changed the character of the object as art besides.

Quilts are more sculptural, 'heavier,' both actually and
visuwally, and are visually more complex. The interaction of
the patchwork design with the chiaroscuro of the quilting was
of great concern to quilt-makers and the choice of quilting
stitch every bit as important as the patchwork design. Fre-
quently there were several quilting designs in one quilt, one
for the patches, one between the patches and one for the
border. The quilt-makers strove for balance, that is opulent
floral and arabesque designs usually had severe quilting,
,while simple designs had elaborate quilting. Quilting served
to enhance and complement the design, not to overpower it.
Quilting was.generally of two varieties: plain--that is
straight lines, either diamond shaped, diagonal or parallel,
or fancy quilting--which could be either block or running.

The block designs were clam shells, wreaths, eagles, weeping
pillows, etc. and the running included vines, ropes, feathers.
Quilting designs could be traced from patterns or invented by
the maker. In any case the combination and disposition of

the quilting, as well as the quality, was one of the important
design elements in the quilt.

Because quilts are women's art, the literature and
history concerning them has been written in the peculiar way
familiar to all women artists. Which is to say that they are
omitted from all general reference within the history of art,
and they have no 'place' in art history. They are not in-
clucded in books on American Art, and they have even been ex-
cluded in works that supposedly deal deal with decorative
and folk art.l0 ‘'Professional' art historians have not
written about them, as art, but to do endless chronicling
of the history of English and American textiles--somewhat
akin to a work on Rembrandt which focuses on his paints and
mediums quickly passing over the paintings themselves. Of
the authoritative books on quilts, all except one, are written
by women with a sincere love of needlework and an appreciation
of the value of the quilts as art, but without the art-
-historical background to place these women's accomplishments
in an art-historical context--for example, I found not a sin-
gle reference to the painting going on in America at the time
the quilt-making art was at its highest--an illuminating
comparison . and one which would show that the quilt-makers
anticipated modern painting by at least 150 years. William
Dutton, the only male 'authority' runs' true to form and
characterizes quilts as the work of 'nervous ladies.'ll
(Another man in the history of quilt making who runs to type
is one Charles Pratt who came to America in 1886 from England,
promptly declared himself quilt-making champion of the world,
having in his possession, he said, over two hundred letters of
testimony proclaiming his (male) supremacy in this field.)

Writers on quilts seem to feel the need to tell us that
not all quilts were beautiful works of art, although God knows
.the same could be said for any of the arts--if all the bad
paintings made were held against that art, it would be im-
mediately outlawed.

Although virtually every museum and historical society
in America has a collection of quilts, most do not keep them
on permanent exhibition, but in permanent storage. The of-
ficial explanation for this is that quilts cannot be displayed
without damaging them, but this seems more like a rationaliza-
tion than the truth when one reflects on the crumbling manu-

Ao ling paintings and other 'man-made' artifacts
scripts, pee 2 %o exhibit. Mrs. H.N. Muller of the Shelburne
LIS WER LS f the few museums in the country to
Museum in Vermont, one o e
continued 21
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Unknown Woman, Log Cabin, Pieced Quilt, 19th Century

display a large permanent exhibition of quilts, acknowledged

in a letter to me the problems in displaying quilts, but
added, "In our view, they do not serve anyoge‘s purposes in
continual storage--better to be seen and enjoyed."1 Femin-

ists desirous of ending this suppression of a female art
form should make appointments with their museums, for them-
selves, their groups or classes to v1ew.the cqllectlog (and
complain vigorously to the Public Relations Director if such
appbintments are not forthcoming)--the pressure will gvgntual—
ly force the museums to put quilts on permanent exhibition.
The recent 'revival' of interest in quilts by the Whitney
_and Smithsonian, which resulted in exhibitions of piecework
quilts at both museums, on closer investigation reveals
‘another phenomenon of which modern women artists are all too
well aware. That is, that although the sexist and racist
artworld will, if forced, include token artists, they will
never allow them to expand the definitions of art, but will
include only those whose work can be used to rubber-stamp
already established white male art styles. Because our fe-
male ancestors' pieced quilts bear a superficial resemblance
+o the work of contemporary formalist artists such as Stella,
Noland and Newman, although the quilts are richer in color,
fabric, design and content, modern male curators and critics
are now capable of 'seeing' the art in them. But the
appliqué quilts, which current male artists have not chosen
to imitate are therefore just written off as inferior art.
Throughout his catalogue essays for both exhibitions, Jonathan
Holstein praises pieced quilts with the words 'strong,'
'bold,' 'vigorous,' 'bravado,' and 'toughness,' while he dis-
misses the appliqué quilts as 'pretty,' 'elegant,' 'beautiful'
but 'decorative.’l3 This is exactly the kind of phallic
criticism women artists are sick of hearing and is made all
the more ridiculous by the fact that women actually made obcth
types of quilts. The purpose in exhibiting only the pieced
quilts becomes further apparent with the following statement
from the Smithsonian catalogue:

The finely realized geometry of the pieced quilt,
coupled with this sophisticated sense for the pos-
sibilities of color and form, produced such works which
mirror in startling way contemporary painting trends.

We can see in many such phenomena as "op" effects,
serial images, use of "color fields," a deep understand-
ing of negative space, mannerisms of formal ebstraction
and the like. Too much can of course be made of these
resemblances, to the confusion of the intrinsic merits
of both the paintings and the quilts. They were not made
as paintings, nor did the people who made them think of
themselves as "artists."1l4

What Holstein has done here, with the blessings of both
the Whitney and the Smithsonian is to turn history upside
down and backwards. He has turned the innovators into the
followers, used the quilts to 'legitimate' contemporary
formalist painting, while managing to dismiss these women as
artists at the same time. It is an historic impossibility
for art to 'mirror' (note the passivity of the word} forward
into time--when male artists are ahead of their time, they
are called the 'avant-garde.' Similarly it is impossible
for art to have the 'mannerisms of formal abstraction' before
formal abstraction was developed, let alone before its
current descent into mannerism. This shabby motive for ex-
hibiting only a certain style of quilts--distorting our heri-
tage to prop up the sagging reputations of the modern formal-
ist school of painting--is shown again in the Whitney
catalogue, entitled "Abstract Design in American Quilts,"
dedicated to none other than Barnett Newman.l5
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Unknown Woman, Sunburst, Pieced ¢ Appliqué. _Early 19th Century
Quilts have been under—rated.precise}y for the same
reasons that jazz, the great American music, vas also’for_so
long under-rated--because the 'wrong' people'were making it,
and because those people, for sexist_and racist reasons, have

not been allowed to represent or define American culture.
The definitive institutions of American culture, museums, art
history, and schools, are all under the control of a swall
class of people, namely white males, who have used their
power to gerrymander the very definition of art around the
accomplishments of all those who are not white and male.
Their terms 'primitive art,' 'folk art' and 'Qecorgtlve art'
peveal more about the prejudices of the art historians than
about the art itself. Just as the old joke has New Yorkers
drawing a map of America composed mostly of a huge Manhattan
Island with the rest of the country being squeezed down to
miniscule size, so have white male art historians distorted
the history of art to the point where the painting and
sculpture done by white males over a 500 year period in a
small section of the world--namely Western Europe--is the
subject of intense and nauseating analysis and reanalysis
while the entire rest of the worlZd is lucky to get a chapter
in their books or a course in their schools. The textile
and needlework arts of the world, primarily because they have
been the work of women have been especially written out of
art history. It is a male idea that to be 'high' and 'fine'
both women and art should be beautiful but not useful or
functional. The truth is that 'high' art has always fed off
the vigor of the 'lower' 'folk' and 'primitive' arts and not
the other way around. The African sculptors needed Picasso
as little as the Japanese print-makers needed the impression-
ists or the American quilt-makers need the minimalists. In
music it became an open scandal that while black jazz and
blues musicians were ignored, their second rate white imita-
tors became famous and rich. Feminists must force a similar
consciousness in art, for one of the revolutionary aims of
the women's cultural movement is to rewrite art history in
order to acknowledge the fact that art has been made by all
races and classes of women, and that art in fact is a human
.impulse and not the attribute of a particular sex, race or
class.

What an unbiased study of American quilts shows is that
when women artists were allowed to follow their own creative
impulses, their work ranged over an enormous area--their
sense of color went from the palest pastels and all white
quilts, to the boldest most vibrant colors, to muted earths
and sombre blacks. Not knowing women were supposed to favor
delicate lyrical design, they were free to do that when they
so desired, but also to work out the most precisely mathe-
matical geometrics or strongly rhythmic natural forms. They
made political, personal, religious, abstract and every other
kind of art, having in common only a respect for craft.

Women quilt-makers enjoyed this freedom only because their
work was not even considered art, and so they were exempt
from the harrassment experienced by most women artists. Left
in peace, women succeeded on their own in building a design
tradition so strong that its influence has extended almost
400 years, and which must today be acknowledged as The Great
American Art.

Priscilla Halton's Work

1849
Life looks beyond the hands of time
Where what we now deplore
Shall rise in full immortal flower
And bloom to fade no more.

--inscription on a Friendship
Quilt, Fulton, Lancaster County, Pa.
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Footnotes

1. Carrie Hall
: C L1l and Rose Kretsi
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(New York, 1852), p. 260.
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Eleanogf§§m§§lon of this theory came from New York printmaker
e Eas,izhgeiriatT%rand—daug@ter of a Miami Indian
T amlily many quilts made by her female
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S sla&epp' -90 for a discussion of quilts and weaving
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e Soutﬂer n Black Art for informing me of the fact that
great-grandmnthllts were made by slave women (including her
GRS other Be?sy Bingham) and helping me to find the
document 192Lfor this fact which is omitted from all the
nonetheleggltis. Altbough Dahomey appliqué was made by men,
ponethel e technique and visual vocabulary was part of
C ure, and it was slave women who did needlework in
America.
8. Hall & Kresinger, p. 17.

8. Ruth E. Finle 0ld P d ; 7
Made Them (PhiladZiphia, 3352??r§.Q§;?t8 el
10. See the book Art in America--Nineteenth Century by
Garrett Norton, Gowans and Butler (New York, 1969) for a
horrible example, in which painting, sculpture, glass, silver,
pottery, furniture, etc., are covered, but not a word about
quilts.
11. William Rush Dunton, 0Zd Quilts (Maryland, 1946), pp.
1l, 3 and 4.
ig& From an unpublished letter to the author, December 12,
20
13. Smithsonian, American Pieced Quilts, p. 13 and Whitney
Museum, Abstract Design in American Quilts (New York, 1971),
p. 10. For a thorough analysis of how women's art is stereo-
typed see Cindy Nemser's "Stereotypes and Women Artists,"
To that'I would like
to add from my experience in researching this article, that
sentence structure can be sexist--the constant use of the
pPassive tense in reference to quilts "Quilts were made,"
"Quilting was done," "Names changed,'" never "Jomen made
quilts," "Women changed the names," and the subtle sexism in
the constant use of the word 'pattern' instead of 'design.'
iL. Smithsonian, Pieced Quilts, p. 13.
15." Andther example of how art history can be twisted to
uphold male supremacy in art is that when great numbers of
blankets woven by Navajo women were recently revealed to be
in the collections of male artists, not one critic commented
on the obvious derivation of the men's work.
Their comments rather were on the same order as Holstein's--
that the Navajo women really looked quite up to date compared
to the 'real' artists (the men), but of course no one should
~onfuse them because the women of course were not 'real'
artists. See Eilton Kramer, NY Times, October 8, 1972, "How
Primitive is the Folk Art of the Navajos?"
16. Florence Peto, American Quilts and Coverlets {iew York,
19 LHOD) P 32
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FILMS continued

The women's movement has already created an audience for
women's films, as it has created some of the films themselves.
More people now want to see films by women and more women now
want to make films. In addition, people are also more in-
terested in films about women than they used to be, and in
films about women--and men--from a new point of view.

The First International Festival of Women's Films stimu-
lated this effect. Further it has done much to create re-
newed interest in the work of women film-makers and, judging
by the discussions and talk of the many people who met gach
other at the festival, has already created more women film-
maker?here should be more festivals like this. It is some-
thing that both women's liberation groups and £ilm societies
and art societies in smaller cities can do. Sixteen milli=
meter film distribution networks are not really an alter- 3
native to the major 35mm distributors or television gitzzgns
in having mass and immediate impact. But 16mm dlstrllg o
can have a powerful effect. As Perry Miller Ada;o s?}l 2
one of the Festival panels, 1] pmm distribution i' a 1fm
go on for fifteen or twenty years and reach mil lﬁgit?lived "
FEC-teolueca® theatpics ilSEZEthziz :idengings of wo-.

ur separate 2
men‘sw?iigg.ha;itowz muzt begin to force the major channels

of mass distribution to show this work also, iflwe'igieigi?g
to stop the lies and get good.stuff out to people 1

so that they will learn that it exists.

For a full listing of all the filgs*ihggntitKEEztina
ival and how to get Wiy GEe Dho e

gziﬁ;Z?om, Director, Festival of Wwomen's Films, 1582

Yopk Avonus New York. N.Y,. 10028 @

Patricia Mainardi,
Michele Wallace

1972.
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ANNOUNCEMENTS

The Feminist Art Journal is sold in
New York at Rizzoli, Wittenborn,
Labyris, 8th St. Bookstore, New
Yorker, NYU & Columbia College Book-
store, Community Bookstore (Park
Slope) and Max Hutchinson Gallery.

We have had many letters asking if
we will consider unsolicited manu-
scripts for publication. The answer
is yes--send to editorial department.

The next issue of FAJ will contain an

. article covering activities of women

artists throughout the country. Groups
who have not done so, please forward
information immediately to Cindy Nem-
ser c/o Feminist Art Journal.

There will be U4 sessions on Women &
Art at the College Art Association
Conf. at NYC Americana Hotel: "Fow
the Art World Evaluates Women Art-

~dists,"™ 1/26, 9:30 A.M. "Women In Art

¢ Art History, Past, Present, Fu-
ture," 2:00, "Women Artists in
Action," 8:30 P.M.3; 1/27, "Women
Artists Speak Out," 9:30 A.M.

Artlift 549, a fund-raising sale ¢
event for Women's InterArt Center,
549 W. 52 St., NYC, Feb.10-Feb. 24,

The Feminist Book Club will sell

posters & prints by women artists
2140 Westwood Blvd., Los Angeles.
CGERGI0025:. ’

The Spokeswoman: National monthly
newsletter reporting on issues
activities & developments that,cOn~
cern women. Covers various fielqs
education, law, medicine, cultupe P
politiecs, etc. g
Women & Film: A journal
times yearly similar to Feminigy
Journal but with emphasis op Fil Ayt
$2 year, 2022 Delaware St., Bep-m'
Cailiiis Keley,
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