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All human relations have shifted—those
between masters and servants, husbands
and wives, parents and children. And
when human relations change there is at
the same time a change in religion,
conduct, politics and literature.

—Virginia Woolf

Today, even more than in Virginia Woolf's
day human relations have shifted and are in
the process of shifting still more. Nowhere
is such shifting more apparent than in those
areas of life which are affected by the grow-
ing consciousness and activism of women.
Ms. Woolf appropriately places her final
emphasis on literature and art for it is here
where we search for and hope to find the
honest reflections of our psychological and
social reality and the inspiration to change
that reality, when necessary, to create a
more human society.

This special issue devoted to Women and
the Arts represents both a physical and a
spiritual coming together of women (and
some men) to look at women in the arts
within the context of the social issues of
today and as an outgrowth and integral part
of the movement by many groups to create
a more human environment for all.

The core of the issue grew out of the think-
ing, discussion and writing of the one hun-
dred artists, writers, homemakers, volun-
teers, administrators, critics, and educators
who attended a conference on Women and
the Arts at Wingspread, the Johnson Foun-
dation Conference Center near Racine,
Wisconsin on September 13-15, 1973.* The
works in this collection reflect the major
emphases of the conference: that historical
and contemporary images of women are
transmitted through the arts and that they

influence societal expectations and values,
including those that women have of them-
selves; that women’s inner images determine
their relationship with the world at large;
that this relationship must include active
participation by women in shaping society;
that social reform is a prerequisite to the
creation of new cultural values and con-
versely that new “humanist-feminist’’ values
must direct such reform; and that one area
of necessary change is cultural institutions
which must be made more responsive to the
needs of all of society’s members. Those
pieces in the issue including the poetry and
book reviews which did not grow out of

the conference directly are nevertheless
tangential to these concerns.

The women who speak in this issue reflect
multifarious viewpoints and modes of
expression. But the underlying theme for

all of their expression is similar—art is
socially important and the creative process
of art is essential to the union of self and
image, society and art, institutional resource
and individual need.

The articles, reviews, poetry, discussion
and pictures in this issue present only a
glimpse of the network of supportive women
in the arts in all parts of the country who
shared their energy, enthusiasm and superb
intelligence with us. We are deeply grateful
to everyone who helped with the planning
and execution of the conference and issue.
We give special thanks to Kathryn Claren-
bach, to Rita Goodman of The Johnson
Foundation and to the members of the Con-
ference Planning Committee** for their
invaluable advice and assistance in bringing
this project to fruition.

L.M.H.

M.R.J.

*Other developments of the conference are state and national organizations of Women in
the Arts. Please contact our editorial offices for further information. (See page 173.)
**The members of the Conference Planning Committee are listed with all of the conference

participants on page 168 of this issue.
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by Elizabeth Janeway
Author and critic.

When | began to think about the subject of
the Conference on Women and the Arts,

| discovered that | was involved in a running
dispute with myself even before | began to
write. Before | could begin to discuss the
image of woman and its relationship to art,
| had to clarify a confusion in my head
about another relationship. | think it is one
that is germane to our topic, however, and
especially to any action that we may aspire
to take in remaking the image of woman
traditional in our society. So let me begin
by stating the question that has been nag-
ging at me: How does ‘“‘image” relate to
“self”? Are they the same thing? Is the
image a way, or the way, in which we
project the self? Or is it, perhaps, a way in
which we know the self? And, if we are
indeed facing the task of changing the
image of woman to something more positive
than it has been in the past, what will the
shifting of one side of the relationship mean
for the other?

Is the image the self? The idea is repug-
nant. Are we only what we seem to be?
Surely the suggestion that we are just that
is the source of a great deal of the anger
and frustration that women have felt for so
long and have only recently been able to
bring up to consciousness and confront
openly. All of us, | imagine, would deny
that our true, felt, identity can be defined by
an image stamped on us like a seal drawn
by the outside world. We have felt for a
long time that the assigned image of
woman, acted out in the role-behavior
expected of us, has not offered us self-
fulfillment but, rather, has functioned as
mask, as screen, as armor— most of all, as

barrier between the inner self and the world.

Whatever the momentary pattern of that
image, every woman who has ever lived
would surely cry out, “It is not I.”

But in a curious way this alienation between
the self and the image, necessary though

it may be for the very survival of the self,
has contributed to the continuing life of the
image. We are, as Simone de Beauvoir saw
and said so well, not only the second sex,
but the other sex. Our alienation has sus-
tained this otherness. Perceptive men have
spoken for centuries of the mysterious
woman, the female enigma, hiding her inner
qualities from the world. Upon this blank
space, this turned-away face of the self,
they have projected their desires and fan-
cies, time out of mind. Fertility fetish from
the caves of the Stone Age, virgin goddess,
all-giving mother, demoniac maenad, sybil-
line prophetess, malign witch, angel in the
house, golden-hearted whore, we have been
all these things and more. When Virginia
Woolf's father was courting her mother he
wrote her, “You must let me tell you that |
do and always shall feel for you something
which | can only call reverence as well as
love. You see, | have not got any saints
and you must not be angry if | put you in
the place where my saints ought to be.”
Perhaps Julia Duckworth, whose warm, lov-
ing portrait her daughter drew in To the
Lighthouse as Mrs. Ramsay, knitting away
on a sock for one of the children, might
have preferred to be a plain human being,
but Leslie Stephen decreed otherwise.
Sainthood was thrust upon her, and we can
only admire her ability to carry off the role.

And indeed many women have carried off
unexpected and probably less welcome
roles while they hid their own inner quali-
ties from the world. Often, | think, they
must have hugged to themselves, as their
greatest treasure, the unknown self within
the image, the sensitive feeling mind. On
occasion that mind has surely seen the
world more clearly and realistically than a
man can do, for often his mind is entangled
with the sentiment and principle that
appear to be needed by those charged
with sustaining and justifying the structure
of an imperfect world; the sentiments and



principles and prejudices embodied in the
mythology of any society. Imprisoned in
her image, the feminine mind has some-
times questioned that mythology, turning on
it a gaze so cold, so cynical if you will, that
men who have felt its penetration have
drawn back in terror. For this is a view
removed from the possibility of action, and
therefore from the need to justify that
action by setting up pious reasons for its
validity. It is the view of she who is not
doer, but done-to; and done-to, acted-upon,
manipulated by the pious reasons of others,
what revenge can the passive observer
hope for except to see clearly, with mordant,
unwavering gaze, the way it is, the course
that action takes? If we can do nothing but
see, then our unused energies will force us
to see to the bottom, to the last grain of
vanity and self-deceit and vain aspiration in
those who act. We will follow sardonically
the course of action, unmoved ourselves by
failure or success since we have had no
hand in achieving either one and know only
that all action ends at last in the grave.
Women have been blamed for that view
often enough, told they are disloyal and, of
course, “deadlier than the male.” So we

Photo by Sharon Ellis (University of Texas).

can be satisfied that it is part of our image
too.

| believe it is a very important part of the
image because it is an expression of the
irreducible self and | believe further that our
first task in remaking or re-creating the
image of woman is to call on the energy and
the reality of the self within the image. So |
ask you, for a moment, to consider with me
that silent observer within her interior

tower. Even to other women she is hesitant
to make herself known save by an occa-
sional complicitous glance but she is there
within us, casting her cold eye at the horse-
men of the passing scene, whether we admit
her presence or not. She is what bears and
endures and survives, knowing and accept-
ing with mocking amusement her distance
and difference from the exterior image, what-
ever it may be: dutiful daughter, loving wife,
nurturing mother. She is the thing that the
image has bound but not murdered. | wish

| knew what to call her. Yeats called her
“Crazy Jane,” and perhaps that will do for
now since his poems incorporate both the
loneliness of her existence and the sense
that it is the world which is insane, not Jane




herself. But in the end, it is women who will
have to name her, if we want to acknowl-
edge her right not only to judge the world,
but also to act upon it.

For this Jane of ours cannot stand apart in
total isolation from her image, self-enclosed
and self-sufficient. She cannot retreat into
craziness and still be human. Repugnant as
it may be to see ourselves in the image
assigned to us by others, we cannot deny
that vision entirely. No one can live alone.
We human beings are social creatures in a
very special sense, not simply because we
depend on others for protection, like herd
animals, but because we need other eyes
and other minds to know our world, and our-
selves. How can we understand the world
at all and learn its working connections and
processes, how can we ascribe significance
to events, except through the teaching of
those who were here when we were born?
For we are born not just into a natural
world as the animals are, but into the whole
enormous expanse of a cultural heritage, a
heritage that has to be learned, by every
child, from the pre-existent system of
imagery that our ancestors began to make
when the first hand shaped the first tool.

It is the transmission of this heritage, of all
the artifacts of the mind, of mythologies and
conceptual structures, of science and tech-
nology, of ways of seeing and knowing
from Kant to Castaneda, which makes us
human and distinguishes man from beast.
Indeed without our culture we are not even
animals but mere naked abortions, for we
have lost the inborn instincts which are
given to animals for their journey through
life. We have replaced these pre-
programmed instructions in the genes with
something quite else and quite different—
with an ability to learn and also to teach,
which means the ability to change both our
world and ourselves. This capacity to learn,
and then to pass on what we have learned
by means of language, is uniquely human.
It is the reason why we are not imperial
animals or naked apes, bound to the slow
and random mutations which produce the
stuff for physical evolution. Darwinian we
may be in our bodies like the rest of the
animal kingdom, but we are Lamarckian in
our minds, for we are capable of rearing
children who can profit by our lived experi-
ence, by mutations recorded not in the

genetic code, but in our continuing and
collective memories. We have escaped
from the prison of instincts that binds our
animal cousins, first by our ability to struc-
ture and re-structure the world around us
through the instruments of our thoughts and,
second, because we are able to speak to
others and thus to break down the isolation
of the individual mind within its brain-cage.
In the human, social world, we cannot be
only selves, for that world is held together
by the fact that we know and communicate
with each other, and this we do through our
representations, our images, the aspect of
the self that is seen and recognized by the
other inhabitants of our world.

Let us think of images, then, not just as
expressive of the self, but as communica-
tions, as messages to other selves. The
image which is not the self, but which
passes for it in public, fixes the self in
social reality because it can be recognized.
What | am saying is that the confusion with
which | began my thinking on this question
is in fact part of the question. For we can-
not cut ourselves off from the images others
bestow on us even when they seem false to
us. Unless those others who share the
world with us can point to an image which
represents the selves we are, they cannot
see us at all. And without this label of
image, the self becomes a jibbering ghost,
immured in its watch tower, unable to reach
the world. Self and image are not the same,
but they cannot live apart from each other.
Each acts continually on the other in a con-
stant tension, for while the private self is
the only source of authentic experience,
this experience can only be stated and
understood through the public image; and
we are, in a way, dependent on being
understood to value for ourselves the
experience we have known.

To women the valuation of others has come
to seem false in terms of our experience;
but we cannot simply turn away from the
false image without paying a price, the price
of alienation. By withdrawing behind the
image and nursing the secret self, women
have left the false images in command and
control. Now, such a withdrawal is natural
enough in creatures who have been taught
that passivity is proper to them while the
attempt to exercise power is not. Perhaps |
should pause to remark that | mean it is

1



natural as a learned response of the weak to
the powerful whatever sex the weak may
have been born with, and not as an innate,
genetic mark of femininity. Men who have
been born into a status of dependence have
found themselves fighting as hard as women
to overcome the learned response of pas-
sivity and servility. The Black men demand-
ing Black Power today remember the Uncle
Toms of the past all too well, remember the
entertainers and jokesters and flatterers who
survived by amusing, pleasing and toadying
to the powerful. They are striving now to
wipe that shadow of the phantom slave out
of the backgrounds of their minds. Like
them, we have learned passivity and the
behavior proper to weakness and have
learned, with these attitudes, to disvalue our-
selves. Perhaps we hug these selves to us
as treasures because they are the only
things we can call our own. At the same
time, we ask ourselves, Who are we to judge
comparative values? If these are our treas-
ures, if we take ourselves so seriously,

when so obviously the world does not—
isn’t that just another sign of our foolish-
ness? And consequently isn't it another
reason for sitting still in our woman'’s place
and minding our manners, holding our
peace, making do with what we know but
never say?

That may have been so once, my dear Crazy
Jane sisters, but it is so no longer. Like

the men who shout that “Black is beautiful,”
it is time for us to change our images by
speaking out. We have withdrawn too long
into a private world and by so doing have
refused to vivify the image of woman with
the authentic pulse and breath of women’s
lives. The result is a disastrous spate of
false images, of cheats which are cheats for
men too, which fail even in the social world,
so that public reality itself is coming
unstuck. The traditional images had some
dignity at least, some “‘redeeming social
value,” to quote the old Supreme Court on
permissible pornography, but these have
degenerated into bloodless mechanical
puppets. They represent not loving women,
but Bunnies for Playboys; not laughing,
energetic mothers capable of teaching
daughters and sons the ways of the world,
but frightened, clutching Moms; not ven-
turesome young explorers, but resentful
daughters finding no values in a plastic
world to replace the plastic values they

12

have rejected. Because women have let the
false images stand as our representatives,
we have falsified ourselves, diminished our-
selves, chosen to divide ourselves and exist
in a hopeless, endless stasis, unable either
to act truly or to be ourselves in freedom
and enjoyment.

What can we do? We must change our
image instead of merely withdrawing inside
it and denying that it represents the self.
Now | think this can be done, but in the dis-
cussions we will be holding here | hope

we will recognize both the difficulties inher-
ent in such a change and the opportunities
which have newly arisen to make the

change possible. Though we are met to

talk about the connection and mutual influ-
ence of women and the arts, | am going to
ask you first to listen to a few dicta from my
alter ego, the social historian, for women
today occupy a place that is quite new.

For the first time in history, social change is
altering our experience faster than that of
men.

We all know these changes but unless we
have put them together we may not realize
how extraordinary they are. Let’s list a few.
Item: we can choose when and whether to
have children. Because we can, most of us
will outlive the period in which we are
involved in active child-rearing by some-
thing like half our lives. Item: more and
more of us not only know we can earn a
living, we are doing so, and planning to do
so. Only twenty-five years ago Talcott Par-
sons, the dean of American sociology, wrote
that the choice of a husband was far and
away the most important decision that a
woman ever made. It's still important, but
it's not the only vital decision for women
today. Vital too is the choice of vocation;
and the certainty that without a husband we
can still look after ourselves also influences
the husband-choice. We no longer need to
grab the first man who proposes or face a
life as an old-maid aunt. Just because we
don't have to fold our hands and wait for
Mr. Right, we do in fact wait for Mr. Right
more readily.

At the same time that social change has
given us these freedoms, it has taken some
away. Item: women who work, whether out
of choice or out of need, face a bind that
was rarer for their mothers and grand-



mothers. The extended family, the close
neighborhood, the supportive community,
the possibility of good and loving domestic
help in raising children, are gone. The
motherhood years may be shorter than they
used to be, but they are often busier and
more hectic and wearing. ltem: social
mobility picks up families and puts them
down a thousand miles from home and
roots. At the very time they need more
community support, they are getting less.

Then there are changes which don't simply
alter our traditional roles, but make them
specifically more like those of men.

Item: the educations we can get and the
work we can do after we get them are more
and more similar to men’s. Which means
that our experience of life is growing closer
to that of men, so that the identities we learn
from our everyday living may be more like
those of our brothers and husbands than
they have been in the past. Again, these
similarities can be bad as well as good.
The work-identities we achieve can be
broken off and fragmented by technological
obsolescence as much as men's can.

Overall, however, there is a powerful posi-
tive value in these shifts. They can be
extremely upsetting but the future shock we
are living with is a force that tells us we
must change the old roles and the old
image. History may be dragging us by the
scruff of the neck into the future—but it is
on our side once we realize the need for
change. Even inflation is on the side of
change. The two-income family is becoming
a necessity at many levels of society.

Social historians are well aware, even the
MCPs among them, that women have
worked throughout the centuries at many a
difficult and laborious task, but in the past
they have been able to do this work largely
within the bosom of the family, on the sub-
sistence farm or in the family work-shop.
Today we live in a cash economy, and
women who work get paid. Now, there are
certainly higher and more spiritual values in
life than a pay-check, but it's remarkable
how much easier it is to think of them once
one has got a pay-check in the pocket,

and the spiritual value of freedom becomes
conceivable.

There is one more point to be made in the
historical context. Social change is shaking
up not only the lives of women, but the

structure of the world around us. For us,
change is needed. It may also be easier
than ever before because old shibboleths
have lost their validity and old processes of
life have been drained away. That is often
a loss and an impoverishment, but it
loosens bonds that have been restrictive
too. Consequently, when we think of chang-
ing roles and images today, we are much
less wishful than we were even fifty years
ago. | want to dwell on this point for a
moment, because nobody is going to work
hard to change anything unless there exists
some feeble chance of success. The first
feminist wave, which achieved the vote for
women, was probably the first generation
that could have done it. Technology was
giving some women the leisure to fight for
more than a living, higher education was
giving some women a chance to seize
opportunities and others to imagine that
their ambitions could be fulfilled and—on
the negative side—the factory system was
pooling women together and subjecting
them to the same pressures in the same
place at the same time. The pressures and
the opportunities together, plus, remember
always, the loosening of social context
created by the First World War and the
draft of men to fight, bonded women togeth-
er enough to win our first big victory.

Then, like God on the seventh day, we all
sat down and rested for a while. That lull
between the first and the second waves of
feminism will be a fascinating period to
explore some day. Here, let me just say
that | believe we were waiting until women’s
lived experience again changed enough to
force another effort on us, while at the same
time, the historical context produced the
opportunities for change to come. That has
happened now, and that is where we are
today. So | shall say farewell for the
moment to history and return to the topic of
our conference.

But | hope you will understand why | have
made this digression when | say that |
believe the only way we can create a new
and valid image of woman is out of our lived
experience, our confrontation with history.
That experience has always modified the
stereotypes of sex and class. In the past,
however, personal life and public life ran
closer together. Big families and small com-
munities where men and women lived close
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to their roots guaranteed that people knew
each other well over long stretches of their
lives. Stereotypes of behavior certainly
existed, but they were continually being
adjusted to match the personalities of
people whom one knew in an intimate, long-
term way. Think of Chaucer’s women, think
of Shakespeare's. Over and over vivid,
speaking reality bursts through the image to
illuminate it with immediate reactions to
everyday life. Which means that if we call
on the resources of the self and its felt
experience to help us create a new image,
we are following a known path.

Today, however, we must do it more con-
sciously and on a grander scale. And here,
| think, we come right to the heart of the
matter of our meeting, to the connection
between women and the arts. For | believe
that the way we use personal experience to
create a new image of woman is closely
allied to the work of the artist. Within art
we can find the finished creations of the
insightful mind which will act as guides to
the future, and that is a great deal. But even
more vital, we can find in art the very
process of creativity itself which we shall be
using to reshape our image. For art is the
way in which internal experience is formed
into the image which is comprehensible to
others. It is a basic process of communica-
tion, which establishes for one human being
the interior reality, the lived experience of
another; and this is what is demanded of us
today.

Let me say that in formulating this definition
of art and of creativity | am indebted to a
very great philosopher who happens to be a
woman, Susanne Langer. She is also the
only philosopher of art of whom | know

who is read with passion and delight by
practising artists: writers, musicians and
painters have all told me so. In her book,
Feeling and Form, Langer offers a simple
definition of art. It is, she says, ““the crea-
tion of forms symbolic of human feeling.”
Again, in a later work, Mind: An Essay on
Human Feeling, she writes: “Artistic concep-
tion . . . is not a transitional phase of mental
evolution, but a final symbolic form making
revelation of truths about actual life.”

(p. 81, vol. I.) And these truths are com-
municable. | quote again: “(The artist)
creates an image of that phase of events
which only the organism wherein they occur
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ever knows. This image, however, serves
two purposes in human culture, one indi-
vidual, and one social: it articulates our own
life of feeling so that we become conscious
of its elements and its intricate and subtle
fabric, and it reveals the fact that the basic
forms of feeling are common to most people
at least within a culture, and often far
beyond it. . . Art is the surest affidavit that
feeling, despite its absolute privacy, repeats
itself in each individual life.” (p. 64.) It is,
moreover, the only form of communication
which can convey the truths of internal feel-
ings. “The facts which it makes conceivable
are precisely those which literal statement
distorts.” (p. 81.)

In creating a new image, then, we shall have
to proceed as if we were artists. For us,

art is both guide and paradigm. | hope that
isn't a frightening idea. It shouldn't be.
Creativity is not really a rare gift, it is just
one that we have rather systematically
pushed out of our lives for a while. But it is
present not just in the high arts of music
and drama and dance and literature and
painting and sculpture, it is present in folk
art too. The quilts our great-grandmothers
made, the knitting patterns they adapted,
the embroidery with which they enlivened
simple traditional styles of clothing, were all
products of creativity. So were folk songs
and work songs and country dances, weav-
ing and pottery making and all the crafts
that were in earlier days a necessary part of
life. We haven't lost the ability to create
just because we've let it slide: creativity is
one thing human beings are born with. And
since we also possess the capacity to

learn, we can re-learn and re-use old skills,
the skills which show us how to transmute
the feeling of life into the expressive image
which will represent us truly in the social,
human world.

How do we begin? First, before everything,
by listening to ourselves, listening to our
experience as an artist listens to a work that
is trying to be born; by listening deeply and
listening humbly, but with a sense of trust
and confidence that we can understand
what our experience shows we require, for
that is what the new image must incorporate.
Let me emphasize that element of con-
fidence, for the old image of woman is
going to rise at once to dispute it; and the
old image of woman, of the good woman,
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is still far from dead. She is still very influ-
ential, still felt by many of us to be an
important and proper model when she tells
us that our central characteristic is devotion
to others and that our very capacity for
feeling—which we are trying to use for our
own ends in remaking our image—is mis-
used unless we forget our feelings and put
others first.

But that is what we cannot do as creators.
The image of the good woman is thoroughly
ambivalent, which is to say that there are
indeed still valuable elements within it; that
we do certainly want to be open to others
and receptive and giving in personal rela-
tionships. But we must be more. The old
model of the good woman has become insuf-
ficient for life today, and it is especially
inappropriate in the struggle for the
expression of experience that we face in
creating the new image which will enlarge
the old. The old image has grown so small
and so narrow that it has cut out a whole
range of feeling and by so doing, it makes
our responses smaller and less valuable
than they should be. Let us put the old
image gently aside and see ourselves not as
good women, but as good artists, for the
job we are tackling is simply a larger, social
form of the artist's work. And every artist
knows that an intuitive sense of the reality
and the worth of others must be matched
with a kind of sublime faith in one's own
ability to conceive a new truth and embody
it in the right, revealing symbols, a faith
which at times approaches arrogance. If a
writer, painter, composer, doesn’t know what
is true and necessary in his vision and isn’t
prepared to hold on to that knowledge in the
teeth of everyone else’s opinion, he had
better go into some other business. Equal-
ly, if women are not prepared to believe that
they understand their own lives better than
do men, they will not have the courage and
stamina to change them. And change them
we must.

So, we listen. And one of the people we
listen to is certainly Crazy Jane. She is a
good antidote to the old model of the good
woman and her obligatory dedication to
others. Jane will tell us to beware of old
ideas, most notably the idea that women are
possessed of finer, nobler, less aggressive
and more nurturant qualities than men. Not
only can no one prove that, the mere
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exjistence of the belief is hampering to
women. It invites a sort of emotional snob-
bery, akin to the intellectual snobbery which
blinds those who suffer from it to new ideas
because they are so sure they know best
that they don't have to listen. But we have
to listen and we have to look, with Jane's
cold eye, at all the experience we have
turned our backs on in the past because it
wasn't proper for good women. We have a
great deal to learn about coping with man’s
world. For instance | am sure we need to
know more about the positive value of
aggression, and stubbornness, and decisive-
ness, and daring, when these qualities are
called for. They happen to be called for
now, because they are the qualities that
allow the artist to control the stuff he is
working with.

We must not be put off by the idea that
these qualities are selfish. So they are, in a
special, a primary way: it is ourselves which
we must be willing to explore in our search
for the true experience we must use in our
creative task. But this selfishness is quite
different from the selfishness that is a prod-
uct of vicarious living. That sort is exclu-
sive, possessive, mean-minded. It says, if |
can’t have the world, if | can't reach for
what | need, then I'll snatch at what's left,
I'll take this and hold it so tightly that no
one can share.

Primary selfishness, on the other hand, is
for sharing because it is based on enjoy-
ment, on one’s own enjoyment, not simply a
reaction to the enjoyment of others. Itis a
form of self-enrichment. Women very much
need to know what pleases them immediate-
ly, because our enjoyment has been filtered
through others for so long. We are pleased
at being thought well of: at wolf-whistles on
the street, or five invitations for Saturday
night, or the symbols of celebrity, our name
on an office door. These things are not
what | mean when | say we will find out who
we are, and therefore how our image should
be shaped, by discovering enjoyment. |
mean a sense of connection with the world,
and pleasure flowing from the world, and
discrimination about that pleasure even as
you feel it; so that you hear music that
turns the world to gold, remember it, and
know whose it is; know whose poetry
explodes in your head, whose books ride
with you through life as guides and com-



forters. | mean what paintings and sculp-
tures you call on when you come back to
Paris or Athens or Basel or Washington or
Boston, what makes you laugh and equally
what doesn’t. | mean what sports you love,
for they partake of the esthetic qualities we
assign too narrowly to high art. | mean the
pleasures of good food and fine weather and
the rise and fall of certain landscapes and
animals moving and children on a beach,
and half a hundred things more at least,
things that color the world and teach us to
discriminate.

To discriminate, again, on our own, so that
it is our own personal experience that tells
us what is pleasant and what s painful, for
it is only by learning this on our own that
we can trust ourselves to discriminate fur-
ther, so that we go on, with equal con-
fidence to say, this is good and that is bad,
this is just and that is oppression, this is
true and that is false. We need to know
these things for ourselves and not through
mediators, because we must trust ourselves
and our knowledge. That trust, that con-
fidence, is the instrument of the creator,
and no one can work without it.

But this immediate, discriminating knowl-
edge of the validity of experience is also the
ground beneath the social structure. Our
image is not for ourselves alone, it is a mes-
sage, a communication of truth. Our society
is in bad trouble today because too many
messages have been falsified, too few of us
rely on our experience to validate our lives.
Let me remind you of a recent example of
what I’'m talking about from a field quite
apart from art, or from women either. Do
you remember when Sam Ervin was asked,
during the Watergate hearings, by someone,
Ehrlichmann’'s lawyer, | think, how he—
Ervin, that is—knew what Section so-and-so
of Title this-or-that of the Criminal Code
meant, and Ervin answered in utter astonish-
ment, “How do | know? Because | under-
stand the English language. It’'s my mother
tongue.”

Now, Senator Ervin did not mean that he
was born knowing English. Like all of us, he
learned his mother-tongue. So let us note,
at once, that this intuitive, subliminal knowl-
edge can be learned. Once learned, this
immediacy, developed through a life-time

of connection and response, is the way that

the self knows valid experience. Experience
is our mother-tongue; but if we are to trust
it, we must be open to it ourselves, take it in
by ourselves, and not through mediators.

And if we are going to change the false
image which represents women to the world,
this sort of trust in what we know and feel,
this responsiveness which doesn’t quibble
about how we know at the moment of
knowledge, which uses the self by forget-
ting the self, is the fundamental means
through which we can do our work. Itis
just here that we shall find the touchstone
of authenticity which will help us in this for-
midable task. We cannot undertake to
change our image in any half-hearted way,
distracted by caveats from the past, from
the old assigned image. We shall have to
engage the individual personalities of hun-
dreds, thousands, inillions of women, each
of whom will know the necessity of the task
within herself. What we have on our side is
already the statement by history that it is
necessary, that social change demands it.
But if we are to create not just a different,
but a true image we need more than the
knowledge of-riécessity. We need the moti-
vation of joy in creation, of delight and
connection with life. We need more than a
push from history, we need a pull from the
possible future.

The creative process, implicit in art, can
help us imagine that future, can help us test
it against our own actual experience and
then, by showing us the reality of other
human feelings, embodied in art, it can
extend our experience, so that we know we
do not speak for the odd, individual self
alone. In art, the self speaks through the
image and is recognized. Crazy Jane, so
long alone, will finally find her name; and in
so doing she will become more than the
cold, passive observer. Because she is
recognizable, because singular experience
has been transformed into an image which
can be shared and understood, the image
affects the interior lives of its audience until
they become—Jane and all of us, or the
Jane in all of us—not just audience, but
participants. This is the task we are under-
taking today, the creation of a true symbol
of ourselves out of our special, lived experi-
ence which will explain our identities, both
to others and to ourselves. We shall find
ourselves here, just as the artist finds, as he

17



finishes his work, what the work means and
says. Let me say again, art is a guide for us
not just to the image, but to the making

of the image; and the making will shape the
image for we shall learn, as we work, who
we are. The process will tell us what the
symbol must be, for the very work itself will
enlarge and enrich the image we are mak-
ing. We must live not just as women, but as
artists, open and daring but always alive to
our own experience, listening and assertive
both, trying out our new-found voices but
knowing, as we do, that the music we are
making will not be just ours, but that of a
great chorus.

One last word. Last year | found myself
asked why a group of women, of whom |
was one, had discussed the place of women
in the world and the significance of women’s
experience and, as we did so, had referred
to women not as “we’”’ but as “they.” | think
there were many reasons for this. One of
them was certainly that we all happened to
be writers, and writers tend to keep a
distance between themselves and their work
(their work, you see, not our work. | don’t
fall into this distancing only in speaking of
women. Writers do that because this dis-
tance imposes impersonality and keeps indi-
vidual crankiness from getting in the way

of abstraction. But another reason, | felt,
was that for me, at any rate, there is a
larger “we’ than women. That “we” is
humankind.

| bring this up because | think it is impor-
tant for us to realize how vital a new image
of women is for humanity as a whole. We
live in a divided society. Art and feeling
have both been assigned to women.

NEW IMAGES OF WOMEN:
A RESPONSIBILITY FOR ARTISTS?

Discussion Leader: May Stevens
Artist and lecturer.

May Stevens: | feel that the artist’s respon-
sibility is to make art. There’s no other way
to make art but honestly. | think that some
of the worst art has been created when the
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Dealing with practical events has

been reserved for men, and has thus been
separated from the expression of feeling.
And now we are discovering the price exact-
ed for that division—I mean “we"’ there,

I mean humankind. The western world is
sick with a great malaise that stems from
this division. You can find it in the disturb-
ing statistics on job alienation, with their
evidence of working men and working
women who go to their jobs in a spirit of
disgust and boredom and hate. You can see
it reflected in the determined refusal of
young people to project lives conforming to
the traditional ideals of western society, of
respect for work, the system, the country
where one was born. All the old patterns of
life that should be familiar and sustaining
have come to seem a cheap, mocking show.
You can hear it in the defiled language of
the Watergate witnesses whose words and
grammar and syntax are all intended not to
express the truth of authentic experience,
but to disguise it, so that they mouth one
thing and mean another. And it has hap-
pened because the world of events, man's
world, has been drained of feeling and has
lost, therefore, a sense of the human dimen-
sions of life, both great and small, and of
real human requirements.

It is very necessary that this division be
healed, so that feeling and action can once
more flow together. A new image of woman
as active participant in society does not
mean that women will desert the emotional
validity of personal relations as we move
into the world of action. We will bring it
along with us, to a place where it is badly
needed. []

artist listened to a politburo, a bureaucrat
or to an ideology. On the other hand,

| believe that the women’s movement is
causing a lot of information to come to the
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surface which is changing the intellectual
climate that we live in. Women are begin-
ning to stop lying about themselves and
their experiences; they're beginning to
rewrite the history of art. We are going to
have a new mass of information which will
be controversial and many of our beliefs will
have to be amended. All of this will influ-
ence the arts produced by men and women.

Linda Nochlin: What if some women want to
paint motorcycles? | might want to do a
very hard-edged painting with no reference
to anything as expressing part of me. Or |
might want to do very aggressive things.

I might want to do paintings about Vietnam
as part of my most deep experience as a
woman. lIsn’'t any creation of mythic imagery
a kind of group input which says, well, if
you're a woman you have to do it like this.
How do you break through that?

May Stevens: There is an attitude among
some women artists which corresponds to
what you're suggesting. They feel that if
you do hard-edged abstract painting, you
are not being a woman, you are being a
male follower. They also feel that it's not
authentic for a woman to do hard-edged
abstract painting and to have precise forms.

| think this is a very dangerous kind of
limitation.

Betsy Damon: Women will paint cars when
that's their experience—when they work on
cars; when they become mechanics.

Linda Nochlin: The interesting anomaly is
that women spend more of their lives in
cars than many men do. After all, we are
the ones who are picking up the kids and
so on; we are the ones who do the shop-
ping. Why are men permitted to take cars
over as their symbol when really we're the
chauffeurs of America? So much mythology
is involved in what you take over as your
imagery.

Harriet FeBland: It's my experience with
women students that they always apologize
before they show you anything. Similarly as
| meet other women artists and | speak to
them, they will apologize before they show
me their work. | think it is very sad to find
this at the level of professional artists.

Nancy Knaak: Isn’t that part of humanity
though? | think that if you're going to slap
me down I'll protect myself first, and then if
it looks like you aren’t going to raise your
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fist, | have more trust in you and I'm better
able to reveal myself.

Linda Nochlin: Men don't. There may be
some who are very modest but, having
taught both men and women, | find that men
are often either more confident or put on a
much bolder front than women. Men who
are teaching pre-architectural students also
feel this is true. They tell me that their
women students are actually far superior to
the men students but all of them think
they’'re no good. They question how they
are going to get into architecture; they are
profusely apologetic. Whereas mediocre
men students know they’re going to be
architects; they already consider them-
selves on a professional level. They’ll bluff
or bluster through things they don’t know
or simply stay up all night to learn them.
They're much less concerned with their own
sensibilities; they’ll take hard criticism and
bounce back because they know where
they’re going to go.

Ruth Milofsky: | think both things are
facades. | think women may apologize for
the purpose of being reassured. | encoun-
ter that particularly with beginners or with
older women who have gone back to
school. | think men’s weakness is having to
bluster all the time.

May Stevens: Presenting your work with
apologies is one way of making sure that
you're not going to make it.

Dorothy Austin: Have we decided that the
woman artist has a responsibility to
women?

Harriet FeBland: Well, a woman artist is not
an island. She needs other women. One of

IMAGERY IN PUBLIC EDUCATION

Discussion Leader: Gertrude Herman
Associate Professor of Library Science at
the University of Wisconsin-Madison.

Gertrude Herman: The question is how can
we bring up boys and girls whose inner
realities and outer realities are not at war

the first things | say in my workshop is that
women need women and they should not
feel that other women are competition.
Competition should be with themselves.
The first rule is that you help your fellow
women.

Betsy Damon: | think we need other women
as critics, as supporters, as teachers.

| think we need other women to tell us to be
more selfish, to take care of ourselves, and
instead of telling us to be better mothers
and to be service people, to tell us that we
are not service people.

Barbara Coffman: We've gotten away from
the question of whether it's important for
us to recognize ourselves as a woman
artist or an artist.

Harriet FeBland: The responsibility of a
woman artist is to be female first and if
she is female, she can be true to herself in
her art.

Betsy Damon: It’s also our responsibility to
educate other people and relate to other
women.

Linda Nochlin: | feel the ultimate goal is a
kind of androgyny. | feel myself to be an
androgynous person: my deepest feelings
are equally what our culture defines as
masculine—very aggressive, energetic, and
intellectual. That's just as much part of
me, in some ways more a part of me, than
the gentle, giving, sexual. In other words,
don’t have to distort myself to think of
myself in terms of what is considered the
conventional woman. Perhaps more and
more women are feeling the way I'm
feeling. [J

with each other, but which represent parts
of a total personality which, if they become
unified, make for a creative experiencing of
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lite in spite of the chaos that surrounds us.
How can we produce young people, both
boys and girls, who trust themselves and
are thus able to use themselves with all
their passions and talents and yearnings
instead of being frustrated by society?
Some of the myths of our sexuality are so
deeply ingrained in western culture that |
doubt that we can ever really get rid cf
them.

| think one of the key questions is: How can
we best influence the selection of educa-
tional materials which are used on local,
state, or national levels? If we use a
screening process, who does the screen-
ing? Now you’re getting on very touchy
grounds because there are all kinds of
people who would like to screen what chil-
dren read and what public schools choose
in the way of textbooks. Our cause is holy
but there are causes which are not so holy.
Who decides? Aren't you getting into a
kind of censorship when you begin to
choose your books in terms of the social
message and the approval or the disapprov-
al of the social message?

Theodore Shannon: There is a general
unavailability of alternative books as com-
pared to the stereotyped books. The issue
is not so much screening the material but
making available to receptive people
sources of good materials—giving them a
chance to discriminate.

Vivienne Anderson: Could | bring up a prac-
tical problem related to this issue? In our
department we have a task force on equal
opportunities for women designated by our
Commissioner of Education. This is one of
his big priorities and in fact the governor

of the state has also just organized a task
force on equal opportunities for women.
There's going to be a fairly strong move-
ment in this direction throughout the state.
How do you influence selection of books
and curriculum? What are your standards
of criteria and how do you get your deci-
sions put into practice? Now, our task force
is working on a couple of different avenues
which | will just mention very briefly. One

is equal opportunity of employment and
status. Another one has to do specifically
with focusing on curriculum materials that
go out of the State Education Department—
any pronouncements, written or oral state-
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ments that are made. In other words if you
have good books free of stereotypes, what
do you do about it? We have the charge of
attitudinal change in our highest knowledge
area levels of the department because until
some kind of change can be effectuated
there and commitments are made to a
policy of equality you can't accomplish any-
thing in a bureaucracy. The thing | wanted
to put on the table was this: if the members
of this workshop were a task force working
on a statewide level, could we suggest any
strategies that might be practical for
scrutinizing curricula materials and com-
mercial materials that are disseminated on
a statewide basis within school districts?

Cynthia Pitts: | think this is probably the
most crucial question that we will be deal-
ing with in any of the workshops. The con-
ference is supposed to form a process for
making the rhetoric of a movement actually
function. | would imagine that by the time

a state task force is established the analysis
of the problem has already been done.

| would think that what has to be identified
is: What are the formal structures where
those decisions which will be utilized by the
task force are made? The other questions
that state, private groups, and public

groups have to deal with are: What
resources are they going to allocate to tne
implementation of a plan? For example, if
you're talking about curriculum, will they
hire a person to do the content analysis or
will this same group just break down into
sub-groups to do it? If so, are they going

to have the time it takes to get the work
done? What are the resources of an insti-
tution? And what are the mechanisms for
decision-making? Who makes them and
what is the commitment to getting things
done? It is a very difficult thing to change
attitudes. You have to have people in posi-
tions of influence whose interests are
served through the kind of change that we
are talking about. Then they have to
negotiate and lobby at the level where they
are. Hence, you're talking about women
in major decision-making roles as opposed
to members of a task force who come up
with a very good idea and then submit it
somewhere where there is no one to repre-
sent that interest and carry it through.

This is a problem in all the humanistic
movements—how do you get programs
implemented and maintained?



Gertrude Herman: You could almost change
your words and say civil rights or any
minority groups would be faced with the
same strategy problems—money, power,
and, of course, attitudes. There has been a
tremendous amount of groundwork already
done as you have so wisely pointed out.

It is encouraging, however, that there has
been research and there have been societal
changes. Everything that has gone on in
the last five years in the women’s move-
ment has begun to educate people and
sensitize them to this problem.

Jean Cronan: | would like to speak to her
question as a parent who has been a mem-
ber of a curriculum advisory committee.

| was chosen as a parent to be on a book
selection committee in the Madison Public
School System. They were trying to pick an
American History book for ninth grade
which, of course, has traditionally been the
year in which history was not taught. The
reason they chose me was because my
husband happens to be an historian.

| laughed about that but | thought I could
do my homework and here was a chance to
do something. On the committee we had

a person interested in black history to make
sure that the history in the ninth-grade texts
would represent blacks; we had women
trying to make sure that the feminist view-
point was represented; and there were many
teachers. We had stacks of textbooks to
go through, and | would come home to read
them and take notes. We would all come
back to the meetings—to what we hoped
would be meaningful discussions—but the
meetings deteriorated to the point where the
educators had to be called back with all
their jargon to help us solve the problem.

| have to say that after meeting weekly for
six months, we found that there weren't
many books published for ninth graders in
American history. Most of them were for
older or younger students. And second,
most of the teachers had the opportunity

to do what they wanted to anyway. We
could choose a book, but they wouldn’t use
it. | thought it was a waste of my time.

Gertrude Herman: | want to raise one word
of caution. When you get into book selec-
tion committees of lay people you are get-

ting into very touchy ground, and you may
be releasing something that you may not
want to release. For example, in California,
there has been a tremendous conflict over
whether the book of Genesis should be
taught on an equal level with the theory of
evolution. There are many fundamentalists
in California and they almost succeeded in
pushing through the California schools that
you had to teach the story of the creation of
the world in six days as being as equally
possible a theory as the theory of evolution.
There is a big conflict over a children’s book
called Sylvester and the Magic Pebble
because it is a book about animals and in
that book the policeman was pictured as a
pig. Policemen associations all over the
country were up in arms. And that book got
withdrawn from the Toledo public schools.
We have a cause and we know it is a good
one but others think that their cause is also
good.

Theodore Shannon: | think the lack of
teaching materials is a very critical one.

| blame it on the teaching profession,

| blame it on the librarians, | blame it on the
people who don’t put pressure on the pub-
lishing houses. Nothing moves publishing
houses like dollars. And it's easy to pres-
sure publishing houses. It's ironic that the
only place in the publishing world where
women have any clout is in the children’s
literature department. | think we ought to be
working on upper management in the pub-
lishing houses not only on the children’s
literature.

Gertrude Herman: It’s interesting to note
that the juvenile department often is the
money maker for the senior department.

Cynthia Pitts: | want to say a little more
about lay people’s advisory structures and
the risk involved in this kind of policy mak-
ing. If you believe in freedom of expression
then you believe that the person who wants
to teach evolution or Genesis as factually
correct has the right to be heard but he
doesn'’t have the right to dictate. You need
an equal and fair expression of many opin-
ions. If you really do believe your cause is
a good one, then you have to see to it that
you begin to move into the power structure
and the decision-making levels. []
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INNER REALITY OF WOMEN

Kitchen by Susan’ Frazier, Vicki Hodgetts, Robin Weltsch and Wanda Westcoast done at Womanhouse
in connection with The California Institute of the Arts’ Feminist Art Program.



by Ravenna Helson
Institute of Personality Assessment and
Research, University of California-Berkeley.

A decade ago the subject of a paper like
this might well have been, “Why are there
no creative women?’’ And this negatively
loaded question would have elicited ready
answers. Someone would have quoted
Helene Deutsch, explaining that a woman
could not develop the requisite masculine
traits of assertiveness, concentration on
work, etc., without repressing her feminine
nature and her originality along with it.
Esther Harding would have suggested that
women are naturally personal and modest
and that drawing attention to one’s own
creation means exposing one’s deepest feel-
ing and that this would arouse defensive
processes which would defeat the attempt at
communication. Carl Pribam would have
asked: How could there be a creative
woman? We might try to make a girl crea-
tive, but it would be an agonizing process, if
not impossible, because it would mean mak-
ing a man of her in the best sense of the
word.

Today there are still voices which carry a
similar message. In her pioneering book,
The Psychology of Women (1972), Judith

Bardwick says: ‘. . . the greater creativity of
the boy is easily observed even in the lower
school grades.”

But we have learned a lot about the social
context of creativity. For example, Linda
Nochlin has pointed out that very few first-
rank artists have come from the aristocracy;
yet we assume not that aristocrats lack the
little golden nugget of creativity but that
their way of life precluded serious commit-
ment to a career as an artist. And so it has
been with women through most of human
history. The pattern of life established by
child-bearing and child-rearing precluded
their serious commitment to art. Today,
however, women have a new way of life.
The population explosion has made it
imperative that women have fewer children
and the contraceptive revolution has made it
possible for them to do so. As Margaret
Mead and others have said, “Women are
about to be freed from their slavery to
biology.”

Without disagreeing with this evaluation we
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may still examine the other side of the coin.
The oldest known sculptures show a fertility
goddess. Mary is queen in heaven, which
she is because she was the mother of

Jesus. Woman’s biological creativity and her
role as mother are what have given women
their importance throughout most of human
history. If these roles are devalued in the
interest of controlling population, what do
women have left?

Certainly woman's role as worker has taken
on a new importance. About 40% of the
labor force is female; however, women
participate at a low status level. They are
paid less than men and they are concen-
trated in work which consists of performing
services for others. We have no image of
women as creative in the world of work.

One might think that it would be easy to

move from the idea of woman as creator of
children to the idea of woman as creator of
ideas but this does not seem to be an easy
transfer. One reason for this is that scien-
tists, including psychologists, usually think

of creativity in terms of a phallocentric male
model, such as the problem-solving
paradigm. There is a goal to be reached
with a barrier in the way; one tries to
identify the barrier, bypass it and penetrate
to the solution. If one thinks in terms of
this male model, the idea of a creative
woman is awkward. The emphasis is on
such traits as forcefulness, achievement
orientation, speed of reaction, in which men
tend to excel. One tends to ignore the
female contribution to procreation. Some-
times people do describe creativity in part
in terms of the female procreative model—
common expressions are to conceive an
idea, to have a brainchild, etc. And yet
these terms are not regarded as particularly
appropriate for women. It is the creative
male who is described as bisexual, espe-
cially in the arts, and these terms are
appropriate for him. The woman’s place is
in the real world, not the intellectual world
of speculation and possibility. Her function
is to contain, to conserve, and not to
initiate. Long ago in a battle between
patriarchal and matriarchal points of view,
Apollo said:

Fred's Magic Die-Box, lithograph from Wonder Production, Volume I, by Ellen Lanyon (Chicago).



Not the mother is the creatress of the
child

She only bears and nurtures awakened
life.

The father creates; she keeps the fruit

As a favor for her friend, if no god
intercedes.

It is easy to form a similar idea today, that
men do all that is important even in physi-
cal childbirth. One man puts a seed in the
hat, and another takes the rabbit out.
Although the patriarchal domination of
procreation is being challenged on various
levels, the voice of Apollo is still loud in
our land.

As the psychology of prejudice would lead
us to expect, evidence that does not fit the
image of woman as container and supporter
tends to be ignored or distorted. A good
example is the school book presentation of
Florence Nightingale. This forceful and
original action-researcher usually appears

in a white nightgown with the caption,
“Florence Nightingale comforted the
wounded.”

Let us look briefly at several aspects of the
social context which determine whether
women become artists and how they per-
form in that role. This is a bit of concentra-
tion on Outer Realities before going more
into Inner Realities. Artists are not selected
and processed in as obvious a way as
dentists, lawyers or boilermakers, but they
are recruited nonetheless. Teachers, for
example, are important, picking out certain
children for special attention, calling on
them to tell a story, sending them to a
special class, entering them in a contest, or
in other ways preparing them to think of
themselves as potential artists. Not much
is known about which children are selected
and which overlooked, but we have some
evidence that teachers reward originality in
boys and compliance in girls. A number of
studies suggest that girls, more than boys,
need the advantages of privileged social
class and educated and enlightened
parents.

Several studies have compared men and
women in art school. Barron and his col-
leagues found some dramatic differences at
the San Francisco Art Institute. Though the
men and women did not differ in the quality

of their work as rated by the art school
faculty, there were large differences in the
way they talked about their work and
planned their future careers. For example,
to the question, “Do you think of yourself
as an artist?”” most of the women said no
(67 percent) but most of the men said yes
(66 percent). The men already thought of
themselves as artists, where the women
viewed themselves as ‘“‘student artists per-
haps—but not artists, not yet.”

Forty percent of the men thought their work
was superior in comparison to others at the
art school and only fourteen percent
thought their work was inferior. The per-
centages were almost reversed for women:
only seventeen percent thought their work
was superior and almost forty percent con-
sidered it inferior. The men frequently made
statements such as: “Painting is my life,”
and “If | couldn’t paint, | would rather die.”
Women were much more guarded or tenta-
tive—certainly less passionate: “I'm not
sure yet, but | like it,” “It’s half my life, the
other half is my future family.” These
results are all the more striking when you
consider that women art students are
reported to be more masculine than other
women, more confident, verbally aggressive,
etc. These statements suggest a very
strange tentativeness in certain areas of
career commitment.

A factor which needs to be taken into
account is that men in art school have been
preselected more than the women. The
dramatic clash between aspiring male
artists and their parents takes place before
the decision to go to art school. Thus the
men are already committed, but the women
have not made any equivalent controversial
decision—against marriage or children,

for example.

But, of course, more men than women do
have a strong commitment to work.
Barron’s very striking material is registering
the effects of different cultural expectations
for men and women—that the man should
express himself in work and should aim for
the highest he can achieve, that the woman
should devote herself to her husband and
family and should be modest in her per-
sonal apirations. [f she departs from these
expectations, she is likely to be unsure of
herself and cautious in exposing herself to
social censure or retaliation.
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It is thus understandable that strength of
commitment to work is a factor which pow-
erfully distinguishes creative women from
other women. Among both the mathemati-
cians and writers that | have studied, the
single self-descriptive statement which most
strongly differentiated the more creative
from the less creative or “comparison”
women was this: “Subordinates other things
to research (or literary) goals; puts these
values before others.” Creative women are
not as likely to express a desire to dominate
a field or to achieve immortality as men.
Perhaps they have less hope of it, perhaps
they are hesitant to admit such ambition,

or perhaps the desire for fame is not as
important to them. But we cannot compare
men and women in too simple-minded a
way. Certainly, the creative women do not
lack motivation. They manifest it in the
“purity” of their lives, for example, in the
number of extraneous activities that they
are willing to give up in the interests of
their work.

In studying mathematicians and authors, |
found that men and women mathematicians
were much more different from each other
in personality than men and women writers,
who were quite similar. Where the creative
women mathematicians were very low on
Self-Acceptance, the creative male mathe-
maticians differed from them and from both
the men and women writers in their social
assertiveness and conventional attitudes
towards achievement (relative to compari-
son subjects). Although several factors may
contribute to this pattern, one obvious fact is
that the creative male mathematicians were_
alone in having a secure and prestigious
institutional status. They were professors at
distinguished institutions. But more than one-
third of the creative women mathematicians
in the country had no regular jobs at all and
only two or three of them taught graduate
students. Institutions have almost always
organized women “out” or “under.” One
reason that women have excelled in litera-
ture is that it is the field freest from institu-
tional regulation. And yet women have pros-
pered in a friendly small-group atmosphere—
one thinks of Margaret Fuller, Harriet Mill,
Maria Edgeworth, Virginia Woolf, etc.
Unfortunately women artists do not often
seem to find such an atmosphere. Barron
had the strong impression that the

San Francisco Art Institute faculty did not
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take women students seriously. He quotes
this as a typical faculty remark: “They may
hang on and graduate but all they ever do
then is teach school or get married or get a
job doing something else. They never have
a one-man show, never, not one in the whole
history of the school.” The art faculty seems
to have little insight or interest about why
the women’s record looks like this.

Several years ago Bernard Rosenberg and
Norris Fliegel wrote in The Vanguard Artist:
“When the woman artist complains that it is
difficult for her to gain a foothold in the art
world, she’s not simply being paranoid. For
all her achievements, she must be prepared
to deal with bias, prejudice, or outright
hostility—and it emanates from many
sources.” Gallery owners, dealers, museum
directors include many who are prejudiced
against women. But the group who may
hurt the most are the women artists’ male
peers. Of twenty-two male artists inter-
viewed by Rosenberg and Fliegel, twenty-
one said that women artists were trying to
prove they were men, that they were aggres-
sive, imitative—and if not imjtative, that they
worked in a feminine style inferior to that

of men—and were not interesting as women
or as people.

Exploring male attitudes towards achieve-
ment in women, Pleck and Tresemer have
recently described two syndromes which
they call stereotyping and hostile resistance.
The stereotyping syndrome seems to be
found in men who are high in ego strength
and are strong achievers. Such a man is
chivalrous and feels sure that a woman
would find her happiness in his strength; in
playing a role complementary to his. He
doesn’t find women a threat to his status as
an achiever but he is dependent on them,
although he doesn’t think of it quite that
way, for emotional support and expression.
We recognize this type, but it is the second
syndrome that may apply better to male
artists. These men are weaker in ego
strength and less sure of themselves as
achievers. They may have a history of
struggle against female authority. They are
quick to perceive women as competitors
and to perceive all women as aggressive
and as wanting to dominate any situation
they can. Studies of art students seem to
agree that the men are more ‘‘feminine”
than the norm and that women are more



“masculine”’—have more initiative, more
verbal aggression and are more adventur-
ous. So the situation seems to be that many
aspiring women in art have characteristics
to which the male ingroup shows hostile
resistance.

We have been talking about some of the
outer realities that women face—the social
expectation that they will devote themselves
foremost to a family, and the assumption
that since this is the case, they cannot be
taken seriously; the social dogma that man
is the innovator and woman the conserver;
the damaging prejudices within the art
establishment. These outer realities can
cause confusion, conflict, and self-doubt
when they clash with a woman’s sense of a
different “inner reality.” Though we are talk-
ing about women artists in particular, we
are also concerned with a problem that
afflicts a much larger group.

| would like to discuss four attitudes toward
the inner and outer realities among some
women | have studied. The women are
authors of fantasy for children. Fantasy for
children is a rather special genre, and one
most interesting for our purpose because it
tends especially to attract individuals who
want to work through and express a sense
of selfhood. They may not be writing for
children at all, but in our society that is
where fantasy, especially if there is cheer
or constructiveness in it, gets marketed.
This body of writing seems to be relevant to
us in our concern with the efforts of women
artists to achieve their own image and to
help other women to do the same. The syn-
dromes that | am going to describe can be
regarded as self-portraits, as integrative
styles which can be found in areas other
than literary fantasy for children and at
times other than the present.

My study began with a systematic descrip-
tion of books written since 1930 for children
of ages eight to twelve. Later the authors
were asked to participate in an investigation
of relationships between personality and
creative product. More than eighty percent
of the authors who were still alive and
English-speaking agreed to participate. We
have also studied books from the nineteenth
century with the same questionnaire that
was used to describe the contemporary
fantasy.

Adoption of Outer Reality

| asked the writers to describe their way of
working by ranking a set of fifty-six items or
statements that had to do with various
aspects of work style. A cluster analysis of
these data showed that certain groups of
items tended to vary together. One of these
clusters was as follows:

+ Money is an important motivating
factor.

+ Would welcome adoption of work by
the mass media.

+ Can work under an editor.

+ Writes for reader rather than for self.

— Subordinates other things to literary
goals.

— Is aware of personality changes
related to work.

The pluses and minuses indicate that

writers who put the plus items high tend to
put the minus items low, and vice versa.

If money is an important motivating factor,

if they hope to get on the Walt Disney show
and so forth, then they do not subordinate
other things to literary goals and they do not
experience personality changes related to
their work.

Women who score high on this cluster show
also on personality tests and in response to
interview questions that they are very sensi-
tive to external demands and rewards. Their
books are not rated high on creativity, but
they may be quite lively and popular. These
women tend not only to adopt the feminine
role, but to identify with it and use it in
their work. In stories for children, the
central character is often a clever woman
who copes with bad children, helpless par-
ents, or a weak husband. The story may be
sentimental, suspenseful, or humorous;
whichever it is, the author is manipulating
our emotions for maximum effect. Inner life
is usually not highly developed in these
women, because they are too interested in
social roles and social success.

This type of author has been around a long
time. An illustration from a children’s book
of the nineteenth century captures the spirit
of her fantasy; it shows several weeping
men, heads bowed, standing or kneeling
around a figure on what is clearly a death
bed. On the wall, in the center of the
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picture, hangs a large portrait of a mother
and child.

We may feel some ambivalence towards
this type of author. She is the typical “lady
novelist”” of best sellers. But, in a period
when the feminine role is on the upgrade,
she may play a progressive part, especially
in winning support from conservative seg-
ments of society. This seems to have been
true of the sentimental novelists before the
Civil War. These women were very inter-
ested in the changing feminine role of the
time. They often depicted exciting, emo-
tional stereotypes, but many of them were
feminists and they got in a lot of “good
licks” for the cause of women.

Concentration on the Inner Reality

Another type of woman pays only nominal
attention to the outer realities. She may
even be outspoken in her contempt for
them, not particularly as they relate to the
feminine role but as they relate to
humanity. Socially, she may see herself as
unfriendly, preoccupied, self-centered,
gauche, as a “Crazy Jane.” She doesn’t

From Misunderstood by Florence Montgomery.

believe in cleverness or in being busy and
active, but rather in attunement to nature
and inner life. These women are almost the
opposite of the first group. If you ask an
author who is adapted to the feminine role
and to outer adjustment how she came to
write a certain book, she may say, “Well,

my first book was such a success and |
didn’t want to be labeled a one-book writer
or a writer of horse stories, so | dug out

this old theme that always went over big
whenever | used it in school and | added a
love interest and did this or that for sus-
pense.” Her account is about doing things
in order to get a certain effect from the
audience. But the author of the second

type may say, “It just wrote itself;” and if
you want to know a little more than that,

she might say, “Well, | really don't like to
pry into it.”” But then you find that it was a
special time in her life; she had left her
home town, perhaps she had an unbeliev-
able love affair, with the mood lingering;

and then one day she found herself writing
about this strange character or this strange
place. In the books written by these women,
mood or setting is very important—forests,
fogs, old houses and gardens. Often there

From Mary Poppins Opens the Door by P. L. Travers,
copyright 1943, 1971, Illustration by Mary Shepard
and Agnes Sims. Reprinted by permission of Harcourt
Brace Jovanovich, Inc.



is a magical woman—a grandmother or
godmother. The author is interested in
bringing feelings into the right relationship
—not under the rule of a king, as might be
the male way, but in a natural order.

The woman who was rendered as a picture
on the wall by the first type of author
becomes spiritualized, an inner figure, in
the works of this second type. The Tapesiry
Room by the nineteenth-century English
author, Mrs. Molesworth, illustrates these
various characteristics: strange unreal set-
tings, a mysterious spinning woman who
tells a boy-girl pair the story of “The Brown
Bull of Norroway,” an account of the per-
sonality development of a young woman
through her encounters with the lower and
higher masculine principles.

One supposes that the realization of an
image of an engrossing and mysterious
natural order is the process at the center of
life in these individuals. When the vision
comes, the story is “given.” But it does not
usually stay, or it may tarry at a terrible

cost. She may forget loved ones with ter-
rible consequences, she may walk into a

From The Rescuers by Margery Sharp,
copyright 1959. IHustration by Garth William. Reprinted
by permission of Little, Brown and Company.

busy street in the path of a truck, she may
be kidnapped by the fairies. It's terribly
painful if it goes and disastrous if it stays.

A few can hold on somewhere in the middle
but it is hard.

Mary Poppins is not the most typical repre-
sentative of the work of this group of

writers, because of the humor, and yet this
book conveys very well the sense of this
type of character. We can think of Mary
Poppins as being the heroine of the first
group turned upside down. On one book
jacket, a group of men is eagerly watching
her as she drops right out of the blue head
first. A depiction of this sort of behavior

is characteristic of the creative process of
this group of writers—Poppins, like her
author, has a splendid upside down manner
of presentation. She is all there too; she
has her umbrella, all her necessary apparel.

Conflict Between Inner and Outer

In our study, the largest group of women
writers showed evidence of conflict between
inner and outer realities. They were critical
of many aspects of society but also blamed

A%, (L BN ;
From The Pushcart War by Jean Merrill, copyright
1964, Young Scott Books. lllustration by Ronni Solbert.

Reprinted by permission of Addison-Wesley
Publishing Company.



themselves for not living up to social
guidelines or to expectations of stern inner
voices.

One syndrome in this group recurs repeat-
edly and deserves special attention. First

I’ll tell you the sort of story that a woman of
this group might write. | am going to use

a story by an author who did not participate
in the study because | want to protect the
anonymity of the writers.

An aristocratic mouse named Miss Bianca
goes with two humbler male mice to rescue
a Norwegian poet imprisoned in the Black
Castle. They have dangerous encounters
with the warden’s giant cat, Mamelouk, but

it is with his unwitting aid that they make
contact with the poet. Miss Bianca faints,
flirts (with the sadistic Mamelouk), writes
poems, and is the epitome of the heroine
who is as spirited as she is feminine and
vice versa. More recently, books of this

type have become more serious. The
heroines are less archly feminine than Miss
Bianca but they still triumph by acts of
courage, love, and sacrifice, and the distinc-
tive features of the books remain the
struggle with the demonic and the rescue
of, or alliance with, a wise or powerful male.

These authors have a typical personal
history. The father has been weak or cold
or absent. The mother was talented and
sometimes altogether admirable. There
were few siblings, seldom a brother. This
family constellation is often found among
male writers, but a male hero in such a case
would probably kill a mother dragon with
the spiritual aid of a wizard. The hero
might sometimes be small and lonely, but he
would also be dignified. You can imagine
how his story contrasts with that of Miss
Bianca and the giant cat.

Perhaps | should go back and explain that
by saying that the hero would kill the mother
dragon, | don’t mean to make an unpleas-
ant remark about the authors’ real mothers.

| mean that the hero would try to sever his
dependence on his mother by developing
masculine ways to fulfill his own needs and
by identifying with masculine ideals. But a
daughter can't do that so well. How is she
to get separated from her mother? How

is she to obtain and express the ‘“manli-
ness” that her whole family needed and
sought through her? And how can she find
a mature “‘feminine” self? This is one of
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the hard problems in the psychology of con-
temporary women. The data suggest strong-
ly that women who have had inadequate
opportunity to love and rely on a father are
the ones for whom an inner male image
continues to loom large and ambiguously.
The feminine central character is dimi-
nished in comparison, and sometimes there
is confusion or uncertainty about what the
relationship between the heroine and the
wise and powerful male is to be. Perhaps
the sudden resolutions of some of these
books, the slight tendency to woodenness of
characters or falsity of feelings may express
the author’s own residual difficulties in
solving these problems of her own past.
And that may be why these books are not
rated among the very best. On the other
hand, many of them have a scope or inten-
sity that grips the reader and captures the
imagination. | think that these authors go
back to the emotional residues of a signifi-
cant problem, even if they are somewhat
past it as adults. What this type of author
writes about, she has also lived. Her work

is of great interest to the many father-
hungry children and adults in our society
and makes an important contribution to chil-
dren’s literature.

Mustering of Inner Reality
and Defiance of Society

The psychological process relating “inner”
and ‘‘outer” realities in a fourth group of
women authors can be described as a mus-
tering of inner forces in defiance of society.
They have written books about the organiza-
tion of a disadvantaged group for the pur-
pose of overcoming entrenched evil or
conventional stultification. The stories are
often humorous. For example, there is one
about pushcart peddlers who organize to
end the ruthless domination of trucks in a
big city. Their main weapon works like a
pea-shooter to puncture the inflated tires of
the big trucks. Like the previous group,
these books emphasize aggression and inde-
pendence, but in a very different context.
The evil is usually not demonic but social:
it’s right there in the city.

The authors of these stories had the hap-
piest childhoods that | have ever read about
in my fifteen years of personality assess-
ment. It makes your heart warm to read
about their family life. They had strong and



loving parents and usually a good supply of
brothers. Their female characters do not
take a conventional sex role; their themes
suggest the development of an inner
strength to cast off traditional authority.
One thinks of the civil rights and youth
groups of the sixties that had this same
formation of peer group against entrenched
authority. Studies of protesting youth have
often found them to be particularly vigorous,
high in ego strength, and advantaged in
background, so here is addjtional similarity.
It is interesting that these books antedated
the women’s movement and may even be
said to have anticipated it. And yet, they are
not wholly new. In the Edwardian period
both men and women wrote books that have
a similar structure. A familiar example
would be the alignment of Wendy and the
Lost Boys against Captain Hook in Peter
Pan. However, the Edwardian authors sel-
dom convey the sense that the peer group
might really win out. The idea that one’s
efforts may really pay off in the real world
makes a lot of difference.

The motive-patterns in these books by
women authors can be represented on a
graph. The vertical axis represents an heroic
dimension that has to do with aggression,
achievement and independence. The hori-
zontal axis represents a tender dimension
having to do with setting, relationships
between characters, tender emotion, and not
being very analytical or plot-minded. The
first two groups of books that | described
are plotted below the mean on the heroic
dimension and the second two groups of
books score above the mean. After plotting
this graph, it becomes obvious that the
books of the contemporary sample which
emphasize the heroic have been written
more recently than the books which score
low on this dimension.

The fact that women have increasingly been
writing books of the heroic type, whether
the Miss Bianca type or the pushcart-war
type, seems to me to suggest that creative
women are working towards a new identity,
one in which there is a new integration of
masculine and feminine traits and one
which can support the self-image of women
as creative in the arts or the world of

ideas.

Toward such a conceptualization | would like
to offer a model that has developed out of
several of these studies of creativity in
women. This schema is called “The Creative
Woman as a Circle of Friends.” | see it as
representing a group of companions around
a center which is either empty and receptive
or contains an emotionally charged mass of
ideas which is gradually taking organic
shape. The companions represent a

cluster of archetypes, if you like, or per-
sonality functions or resources. The Owl

and the Dwarf are the most conscious, the
Serpent Lady and the Bear less so, and

John the Baptist is not quite a part of the
group at all. He is a picture hanging on the
wall or he visits some times but even as a
picture he sets standards, concentrates emo-
tion and focuses thought. It is an impor-
tant aspect of the model that the center

is vulnerable. The receptive center is the
means by which communication (inner and
outer) takes place and impregnation occurs.
Presumably the personality functions best
when all of the resources are available and
can be called upon as needed. The Owl and
the Dwarf serve to protect the maiden or

the pregnant virgin, and also to shape the
creative contents. Without them, the center
might be occupied, let us say, by the
Housekeeper, whose main concern is to
keep the place clean and the doors locked.
(In which case John the Baptist would be
replaced by the Supreme Court, and
burglars would be at the cellar door.)

The Owl is the bird of Athena. It is blind in
the day but sees at night, that is, it has
inward vision. It often lives close to people
but yet apart. It is wise but relatively inar-
ticulate. It feeds on mice, frogs and the
like—id material. There is cruelty associ-
ated with the Owl, meaning perhaps that it
is merciless in its observation or that the
introspective attitude suppresses impulses
of affection and generosity or devours vital-
ity. After it ““digests” the contents of its
hunting, like an analytical scholar, the Owl
spits up a ball of gray fluff, with neat, clean
little bones inside. Creative women have
more highly developed owlish attitudes than
most people, but it is important to remem-
ber that they are not altogether Owls. For
one thing, the pregnant Virgin wants to
deliver a live birth.
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John
the Baptist
(masculine spirit
as guide)

The Bear
(Strength,

i maternal protectiveness,
endurance)

Serpent Lady
(Sex, narcissism,
manipulativeness,

charm)

The Maiden
(receptive center)
or
The Pregnant Virgin
(developing creative
contents)

The Owl The Dwarf
(Introspectiveness, (Ingenuity, craft,
observation, stubbornness,
reflection) resistance)

The Creative Woman as a Circle of Friends

Saint John the Baptist Preaching by Auguste Rodin, (detail) bronze, 783" high, 1878. Collection: The Museum
of Modern Art, New York. Snake Goddess (Priestess?), ¢. 1600 b.c. (detail) Terracotta, height 13%"”. Museum,
Candia, Crete. Brown Bear. The Birth of Venus by Botticelli, (detail) c. 1480. Uffizi Gallery, France.

Snowy Owl. Sebastian de Morra by Velasquez, (detail) about 1648. Madrid, Prado.



Similarly, if one thinks of a creative woman'’s
consciousness as having a Dwarf aspect,
many relevant ideas are brought together:

A love of working with concrete detail,
strategies close to earth, knowledge of sub-
terranean passageways and treasures,
stubborn resistance to interference, jealous
possessiveness, legs too short for trunk

and head, a consciousness of shortened
stature in the world’s eye, a long memory,
andsso forth. Like the Owl, the Dwarf is not
entirely a pleasant fellow. However, in him
the creative woman has had her main
expression of active aggression. Further-
more, the Dwarf has many good qualities.
He is loyal, clever, a hard worker, an excel-
lent craftsman, sometimes irritable but not
overbearing.

Dwarves and jesters have both had a
rather special relationship to the king. They
represent the other side of the king or

what the king needs to remember.

Although the Dwarf also needs to remember
the king, there may be considerable diffi-
culty in actual merger of these “opposites.”
The creative woman manages relatively
well. John the Baptist, at his best, is a
figure who signifies the integration of upper
and lower. Leonardo da Vinci painted him
with one hand pointing up and the other
pointing down. He feeds on honey and
locusts. He is the Voice crying in the !
wilderness (creative chaos), “Prepare ye,”
and he announces the arrival of the divine
child. He is the baptizer, by whom the
Maiden is immersed into the waters of
unconsciousness and raised again into the
light. At his weakest he is a “figure-head,”
cut off from the earthier aspects of the
personality and their victim.

Let me describe the other characters more
briefly. The Serpent Lady and the Bear, as
has been said, do not show so much from
the outside. However, the emotional fasci-
nation of creative work, the narcissism of
the creative person, and a certain seduc-
tiveness in the creative product owe much
to the Serpent Lady. It is she who sends
dreams, jokes, tricks, temptations, warnings,
wisdom—if one can read her right. She
can bestow bountiful gifts and fearful pun-
ishments. Her garments are silver, that is,
both black and white. Jung described her
eloguently as the Anima. To the creative
woman she is perhaps the goddess of the
underworld.

The Bear is a massive force, life-giving, pro-
tecting, though its hug can crush, and
sometimes it eats its young. It is little con-
scious of itself. The single-minded, silent
endurance which the creative woman may
undergo while her work is developing
reflects the contribution of the Bear. The
weight of the Bear enables her to bear
down, to suffer child-bearing.

The Maiden is always succumbing to influ-
ence, rather as the White Knight was always
falling off his horse. She has big, vacant
eyes which long for unconsciousness. It
makes one feel somewhat dizzy to look into
them, but she is the spirit of responsiveness,
appreciation, worship and awe.

The Pregnant Virgin feels the embryo taking
shape. She gives it her life blood uncon-
sciously and unambivalently. Heedless of
the outside world, she feels the joy and
wonder of her garden.

Many fairy stories may be interpreted in
terms of these various components.
“Rumpelstiltskin” is the story of an episode
during which the Dwarf did so much work
and became so important that he threatened
to make off with the baby. ‘“Snow White
and the Seven Dwarves' tells how the
Maiden fled from the Evil Queen, a nega-
tive version of the Serpent Lady. She
becomes Housekeeper for some dwarves.
The Dwarf is multiplied here, as is so often
the case, when the resource represented is
not well-developed or is insufficient. When
the dwarves are away, Snow White suc-
cumbs to the Queen’s temptations. She
sinks into unconsciousness, from which
only the Prince, another aspect of the
masculine principle, can save her.

Many women who engage or want to engage
in creative activity are made anxious by

fear of their vulnerability (femininity) or

their destructive and phallic impulses
(masculinity). In this schema | am trying to
illustrate what we may mean by the bisexu-
ality or androgny of a creative person and
that it need not be frightening. It is the
patterning and awareness of these com-
ponents that is important.

Some years ago Phyllis Greenacre suggest-
ed that gifted women often identify their
talent as phallic and then, ashamed at
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having it, try to hide it or deny it. Or, along
the lines pointed out by Esther Harding,
they overcompensate. Today many women
need the sense that their creativity can be
solidly based on their own body. The
schema is helpful in this respect and it also
suggests the variety and vitality of person-
ality resources that are available to women
now—not merely to be dreamed of in some
future society.

Some wits have suggested that the mystery
of woman is an empty hole. The void, yes,
but also the sea is the inner reality of
women. And since the drought of the body
arrives in its time, 1 would like to close with
a glimpse of inner reality from the writings
of an elderly creative woman.

{

Sister Helena Steffens-Meier. Photo by Linda Rich.

In the midst of a depression following a
divorce, one of the women authors of
fantasy in our study came into possession
of a remarkable house, which was built
during the Crusades and which has figured
prominently in most of her work. She is a
very old woman now—in her eighties—and
she has lived out an analogy between that
house and the full depths of her psyche.

In one of her books she has the elderly
woman tenant of this house say, ‘‘Sitting
here alone for the longest series of wordless
winter nights, | feel neither shut in nor
shut off, but rather like the heart inside
living ribs” and elsewhere she says,

“| believe that if my house were magnified
as big as the sea it would show as much
sparkle, as much rhythm and vitality, as
much passion as the sea.” []



DEVELOPING CREATIVITY

Discussion Leader: Agnes Denes
Artist and lecturer.

Agnes Denes: What interests me most is
developing in women a new expression.

I'm not saying that women have not been
innovative, they have. But there is a tenden-
cy to imitate man, to tread on safe ground
because we haven’t had role models as
women. | wish women would now dare to
try new innovative fields, wherever that field
is—don’t look back, don't look to anybody
else who has done it before and don’t be
afraid of criticism. | truly believe that in the
face of innovation, discrimination will
diminish.

Creativity is a very personal, private thing.
Nobody can develop it for you. The road
cannot be made easier to walk on, the ques-
tion can’t be answered, the only thing that
can happen is that one learns how to ask
the question.

Elvie Moore: We are just a small segment of
the potential creative women in our society.
There would be far more women if we had
reinforcement and if we had assistance.

| think creativity has too long remained an
upper middle-class phenomenon mainly
because of finances. When you have
burdens forced upon you by a male-
dominated society, you are always in a con-
flict state, There has to be not only
psychological but economic reinforcement
to help women to break through. When we
start testing these questions, we are going to
start talking about new values. The family
structure, for instance, has worked to the
detriment of most women. You cannot relate
upless you have support, and you cannot
have support unless you have a viable situa-
tion. | find myself in great despair at times
when | cannot write and when | look at my
situation | realize that it's because of many
real impediments that | cannot write. Pos-
sibly things would be better if | were in a
communal situation and my day to work was
Tuesday and the rest of the week | could

devote myself to being creative. Our role is
not just psychological, it is also sociological
and we have to deal with that.

Valentina Litvinoff: If an artist is only pre-
occupied with the details and the minutiae
of her work—with the hard sweat—or the
curator with her museum, we’re not allow-
ing for the larger inspirations of the current
social scene. How these changes relate to
us haven't been explored. What are the
groups or the issues which are compelling
change in our culture today? Let’s say the
third world, the struggle for peace, the strug-
gle of black liberation—all of these are part
and parcel of the women'’s question because
the very same forces that are keeping us

in a state of subjugation and discrimination
are also perpetuating other problems.

We’re not going to get very far if we see our
problem as one issue or one group of
issues; but if we see them as interrelated
and part of the whole social scene, then
we're going to be able to get larger inspira-
tions and larger perspectives for our art.

If | as an artist have a very narrow world of
paint, of manipulation of my craft, well and
good, that’s my craft. Or if | want to com-
pete with current trends, current fashion or
whatever, and make my work shocking, |
should be entitled to do it, but do we want
to spend the consciousness which we have
raised to just follow trends? If we identify
ourselves with the forces of today and
change ourselves as human beings, it will
affect the very fiber of our art.

Agnes Denes: | agree that society and
change in the world has an awful lot to do
with creativity and ourselves as women.
There used to be a time when not only
woman but any creative person had to go
into a hole in the wall and create. | don't
think we can do that any longer and that’s
why | gave up painting. Painting was putting
color on color, changing shapes and form,
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Elvie Moore at Women and the Arts Conference. Photos
by Bob Black. Courtesy: The Johnson Foundation.

and there were issues outside that were
more important to me.

Lee Weiss: One of the ways we can develop
creativity in women is to develop markets
for it, to develop the awareness that women
are capable of creating.

Marjorie Kreilick: What about the role
models of women in history? | really dis-
agree with you about art being involved with
social change.

Elizabeth Janeway: Can an historian speak
for just a minute? If you think of the out-
burst of creativity in the Renaissance or
narrow it down and take Elizabethan Eng-
land, you have an example of social change
producing a great outburst of creativity.
You had first of all the weakening of the
role of the church which had been very pow-
erful for art in its time but had become a
stranglehold. And with the discovery of
America and the idea of a New World and
the inflow of gold and precious metals to
Europe, the economic base of the society
was increased. There was economic rise
and a great increase in trade and all of
these things combined brought forth the
outburst of creativity we recognize in the
sixteenth century.

Elvie Moore: It would seem to me that the
creative process involves being receptive to
new values. How do you know what is new
unless you yourself are going through the
process? Maybe we have to go through
pain, maybe we have to test the values by
doing something which we ourselves may
not want to do. Maybe we have to become
real mavericks and thrust ourselves into a
new world. And we should not necessarily
be so presumptuous as to put the label of
creativity on this process because it is also
the process of being. You are in effect
going into a void and you are not afraid of
it because you are in a process and you are
freeing yourself of the logic of being
mechanized by a society that demands con-
trol of your actions in order for you to be
professional. When we speak of the pro-
fessional, we are labeling a process that we
have no right to label. How can we do this
if we are to put forth new values? We may
have to go into very unfamiliar realms and
we may be chastised and cast out by West-
ern society for it.



ON CREATIVITY *

the universe was created without human touch then humanity was created there is a Creator
the Maker as god or nature which is creative or humanity which is creative within nature
which has created it
and so humanity evolved and went on creating itself.
what is creativity?
a beginning causation production imagination originality

oh yes, that!
creativity seeks its own level

what is there for a human
to create but to try and
transcend
his finite existence
and search the mysteries
of life- his life- the-
universe- himself- all-
of- it-
creativity is invention, unique invention, divine function, neologism

a new idea, a rationale-intermediate between life and death - the abstract, the thought, the
absolute

what is creative?

arranging flowers in a vase, inhaling the morning mist and knowing it's life, building an em-
pire and through it power, societal power, surviving in a slum, meditation, transcendence,
the searching intellect, truth!

(the power to create)(is not the same)(as creative power)

the mind possessing universal validity - art revealing a universal
truth - reaching for that truth!
to what end?
good
questions are good questions are better questions are a way of life
better

what is creativity?
a forever rising knowledge and deepening awareness emerging from the long winding tip
of a flowing plant or the roots of a tree

what is creativity?

the
visualization
of
the
mechanism
of
the
workings
of
hypotheses

*A few weeks after the conference took place Agnes Denes sent us the following impressions
on creativity.
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analyses
the
quest
the
probe
seeking
naming
the search searching searching searching searching goddammit

immortality in more than human terms
overcoming the finiteness beauty

‘the correspondence of the mind with the object of its knowledge’
creating creatively is fun but creating the ultimate is immortality

where does creativity come from?

Lost Dreams by Joanne Leonard (Berkeley, Cal.), 1971.



love!
hunger!

hunger for wanting and knowing and doing—opening the door to my studio and seeing a
new idea unfold half born but alive—defining and redefining testing the strength of the new-
born—nurturing it

it comes from dark into light
from wanting to change things
from nothing to something

it comes from tree tops and handshakes and smiles and river bottoms. its in the rushing
water and the rocks. its in the eye of the beholder. its in my bedroom three in the morning

the urge is a whip in a merciless hand it whips till the deed is done, done to perfection
for there is no other way. and the finite existence becomes not external living but living the
way living is one with a silent universe turbulent with hidden creativity

true artistry begins by creating on new levels where what you create has never existed before.

do | mean true and complete innovation?
like discovering radium?
having a half-life of 1620 years and
emitting alpha particles and gamma rays
yes and no
radium had always been there
it had to be separated refined defined
| create from other art before me. yet there has never been any art like mine before me.
my art is before me. that’s enough.

life is in the way of art but art is in spite of life.

is art a priori?
is art intentional ?

I must change everything | come in contact with. | must pull the lid off and peek inside
then show everyone else what I've seen | must cut away and unfold reveal and dig into
mix up and rearrange reevalue and transplant. | am a messy creator but show me one who
is neat look

what a mess He made!

and isn't it great?

IMAGERY IN COMMUNICATION MEDIA

Discussion Leader: Perry Miller Adato
Producer and director, WNET Channel 13,
New York.

Perry Miller Adato: What we're talking about
falls into two general areas. First, what is
the imagery of women in the media and how
can it be changed? Second, what is the
status of the woman artist or woman worker
in the media and how can it be changed?

The second, of course, relates directly to

the first because through it the imagery can
be changed. If you get women who become
producers, directors, and managers and

who are in control, you will have a great
deal of change in what is seen.
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Television generally breaks down into
dramatic programming, daytime and night-
time, commercials, children’s programs and
news—news breaks down into talk shows
and documentaries and peripheral kinds of
programs. We all know the stereotypes of
the dramatic series—the woman as sex
object, the virginal good girl, the earth-
mother figure, the menace, the woman
who’s inept at dealing with technology, etc.
In a study a woman writer did on all the
dramatic daytime serials something like
ninety-four percent of the programs had a
woman who was planning to have a baby,
a woman who was unhappy because she
couldn't have a baby, a woman who was
keeping her marriage together because she
was planning on having a baby—the

emphasis on maternity is not to be believed.

In the commercials you see the bungling
woman, the woman needing the strong
authority figure, the woman who doesn't
know what to do and the announcer, of
course, is the male who will tell her how she
can solve her problems by using a certain
product. One interesting example is how
the actress who was to play a dumb wife
who was making terrible coffee refused to
do it and she suggested right on the spot
how that Max-Pax commercial could be
rewritten and they let her do it. Thisis a
very good illustration of how very easily a
positive image can be projected at the same
time that you sell the product. She now
says, “If you're like me and have a lot of

Joni Mitchell. Courtesy: Lookout Management.



important things to do and don't want to
have to spend your time worrying about
your coffee, use Max-Pax. It's always
right.”

| was at a very interesting conference at
Cornell with a lot of women filmmakers and
in almost every case they admitted that the
first time that they were able to make a film
was through the help and encouragement of
a man who said you can do it and prac-
tically pushed them into it. After, of course,
once they had done it, it was possible for
them to go on. My first film was on Dylan
Thomas (The World | Grieve) and the only
reason | directed that was because | was

a producer and there was no one else
around to do it, and my boss said, ‘‘You

can do it; you just go in there and tell
everybody that you're the boss.” But it's
very hard to be the boss, and this is part of
what [ call the internal problem. We're very
afraid of being authoritative, we're afraid

of telling people what to do because we
don't want people to say she's unfeminine,
she's a bitch. | found that | was, | still am,
very intimidated by the mystique of the
camera and by the male cameraman and
I've spoken about it to men and men are

not intimidated.

There was a major proposal which came
from Dallas and it has now been funded by
the Corporation for Public Broadcasting.

A New York (man) producer thought that it
would be nice to do a program with MS
since the magazine has been so enormous-
ly successful. Now, why hadn’t a woman
come up with that program?

Faith Ringgold: But are you assuming that
he got the idea? He might have gotten the
idea from several women.

Perry Miller Adato: But, that’s not the point.
Why did he have the guts?

Kay Clarenbach: But don’t you think that
several women might have already tried to
do that? | know groups of women who
have gone to all kinds of places with tele-
vision proposals—maybe not the right
places.

Perry Miller Adato: | also have a proposal
for a similar program on the status of
women. They didn't take my iuea though

and so | gave up. | should have been
smart enough to think that if | had

MS magazine behind me, they would have
been forced to do it.

It is encouraging to all of us, however, that
behind the words of angry feminism, there
is action. Two years ago Women for Equal-
ity in the Media, a group headed by director
Francine Parker, marched on the American
film industry charging overt discrimination
and demanding that a representative fifty-
two percent women be admitted to pro-
grams which are partially funded by the
National Endowment of the Arts. We didn't
get what we wanted, but more women have
been admitted. Soon after Kathleen Nolan
of the Screen Actors Guild organized a
women’s committee. They met alone and
then, in conjunction with S.A.G.'s minorities
committee, they went to network studios,
writers and casting directors and they
came prepared with statistics, ideas and
solutions and answers.

At the same time Diana Gould organized a
group of thirty women in the Writer's Guild
of America. Until this group formed women
thought that they had to have a low profile
to succeed. Now that they have a commit-
tee it is a way for women to communicate.
The S.A.G. and W.G.A. women's committees
worked together to produce a thirty-minute
tape program, “Women Speak,” which
shows that yesterday’s feminists were voic-
ing the same problems of women artists
today.

Within the television and motion picture
studios a group of secretaries met to pro-
test the concentration of women in low-
paying, dead-end positions. Last February
forty women and men, carrying picket signs
and chanting, “Dino’s a real dingaling,”
marched from a Buena Vista park to NBC
studios in Burbank protesting the sexist
stereotypes on the Dean Martin show and
the Golddiggers, both produced by Greg
Harrison. The protest plus other complaints
caused the Dingaling Sisters to be dropped.

In April two thousand people met at UCLA

to hear sixty industry women speak out on
sexism in the media. The size and enthusi-
asm of the audience indicated to the
organizer a widening of community sup-
port. In May the publisher of the Hollywood
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Reporter brought together established
women to form “Women in Film,” a national
clearinghouse for jobs and an information
center. The group grew from twelve to
seventy-five members, all listed in the
recently published directory Women in Film.
The women have been using the directory,
putting together deals, helping each other,
and not waiting around for the studios to
come to them. In November Cine-Women
was formed. Our main thrust, says the
executive director, is the establishment of a
women's film center in Los Angeles coupled
with the intent to work with other organiza-
tions for the drastic revisions needed in
both the image and the status of women in
film.

The Los Angeles National Organization for
Women has offered its support to groups in
pressuring networks, studios, and unions.
The National Feminist Party met with studio
representatives and network representatives
to apply pressure in the areas of hiring and
image. Two feminist film publications are in
various stages of development. Women are
forming production companies and one com-
pany has already gone into production.
Creative Women of America is acting as an
umbrella group and an information clearing-
house for more than two hundred groups
worldwide.

Television stations and networks are
extremely sensitive to public pressure. You
would be astounded at how sensitive they
are to public pressure; twenty letters can get
people all upset, one hundred letters could
cause major change, and a thousand letters
could cause a revolution. If women only
realized that one thousand letters to one
station could result in a series of films
about women. | would absolutely guarantee
that if Channel 13 got one thousand letters
tomorrow we would have a women'’s film
festival that | have tried to get on for ages.

| have a quote worth listening to: “The artist
is always the dew line for change, he sees
ahead and projects the new images before
most of us are aware that the present ones
are outmoded.” So the excuse that images
and movies project women as they are is

not good enough. They must also show
women as they could be. When blacks
insisted that network drama and commer-
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cials begin to project positive images of
blacks and give blacks behavior models that
young and old could identify with, the net-
works balked because they felt that this
would not be an honest depiction of society.
After all, they said, how many black doctors
are there, how many heads of companies
are blacks; black women play maids
because maids are black, black men play
truck drivers because truck drivers are
black. Sure, the black movement said, black
doctors may be the exception but until you
show him on television he'll keep on being
the exception. So directly as a result of the
new power of the black movement and the
black audience, television shows were sud-
denly peopled with new black images—
black doctors, black mayors, black teachers,
black detectives, black heroes, black
heroines—and commercials suddenly were
full of black people. Now this doesn’'t mean
that the black battle has been won. This is
just to point out how quickly in the last few
years a change has been made.

Now, when the money crunch came at NET,
a lot of programs were eliminated and two
programs catering to black audiences (Black
Journal and Soul) were cancelled or sched-
uled to be cancelled. There was so much
protest and they were so well organized that
there was no choice, Black Journal and Sou/
went back on and the same thing happened
this year when we’re poorer than ever.
There are not going to be as many Black
Journals and Soul, but we cannot eliminate
them because there is too much organized
support. If | seem to be talking very
frequently about the experience of the black
movement, it’s because the women’s move-
ment has to learn from the black movement.
| think that our condition is similar and our
solutions lie in the same directions.

Faith Ringgold: | am frustrated from listen-
ing and looking at television and radio and
only seeing male images. | am really very
fed up with it. | look at Black Journal and |
see men sitting around talking to men and
on other black programs | see black men
talking to black men or white men. | remem-
ber when there were very few or no black
people on television. When a black person
was on television, we used to get on the
phone (we had a circuit of calls) and we'd
call and say, get Channel 3 quick because
there’s a black person on. Sometimes |



used to take my dial and turn the light
down so that everybody looked black. Well,
now | have the problem of looking only at
men and | have had it. Personally | don't
care whether Black Journal is on the air or
not because it is still not including more
than half of the population of black people
who are women. | am sure there are other
black women like me who want to see black
women. Even in the flashes of black people
in films on black youth or a film like Watts-
tax, they depict black men only. | know that
we're really on the low end of the pole but
we do exist. | want to be one black woman
who makes it quite clear that it's not enough
to see black men on the media, | want to
see black women.

Perry Miller Adato: What have you done
specifically? What do you think can be
done to get more women on?

Faith Ringgold: Well, | think that women
have to speak up. | think generally women
do like to see male images, black women,
white women, all women, they like to look at
a man. Why is this? It doesn’t make any
difference what the guy looks like, if he’s
saying anything sensible or not, or whether
he has any talent or ability or anything to
offer. It just must be male images. Women
have to deal with why this is so.

Doris Freedman: I'm a little concerned that
we’re not talking more about the process of
action. What about the economics? The
most insipid thing is to see the black woman
in commercials in that same stupid role that
the white woman has played. And this goes
back to who is paying for what. What are
we doing to change that absolutely degrad-
ing image of all women regardless of color?
Our power there is the economic power
which is what the commercial is catering to.

Perry Miller Adato: Look what happened
when we started boycotting meat. Immedi-
ately the meat boycott had the whole coun-
try in an uproar. If we would organize a
boycott in connection with those television
commercials, they would change overnight.

Clare Spark-Loeb: | think it helps to talk
about two categories of media: commercial
media and listener-sponsored. Because the
economic conditions, the kinds of freedom

and the contexts are totally different.

It's ridiculous to have a feminist film fol-
lowed by sexist commercials. It nullifies the
content of the program. Second, not just
any woman will do. The question has always
been: we've got to get a woman on the
panel. As far as I'm concerned, a woman
who is not connected with a flourishing
feminist movement in which decisions and
strategy and tactics are thought out collec-
tively as part of an overall strategy will not
have any great effect on making social
change. | cannot be emphatic enough about
this. And | think it will only happen on
community-controlled media whether it’s
cable television or listener-sponsored radio
or educational television.

| would like to talk right now about some-
thing that's happening in Los Angeles; an
action which all the women’s groups are
united in fighting. It's a good case study of
how the women’s movement is exploited to
pay male directors and to feed the voyeur-
istic habits of our society. A man who had
done a play with narcotics addicts in New
York came to the head of a theatre group
and said that he wanted to do something
with women. He would advertise for women
in the community who had been ‘“shitted
upon’' by the society, and get them together
to do tapes. He did not want any women
who had anything to do with any kind of
consciousness-raising or any alliance with
the feminist movement, and he would prove
that you could make a play out of women
baring their souls about their lives. And he
is doing that and it is being produced.

| was privileged, | was told, to be allowed
to see a rehearsal. He is getting a large
salary; the woman playwright who put the
tapes together is being paid very little, and
the women players are being paid almost
nothing at all. Their state of political con-
sciousness is almost nowhere. It sounds
like the darkies are just stretching and
yawning on the plantation and noticing that
something is wrong. The play is called
L.A. Woman. It will not only be produced
at the Mark Taper Forum but it will be on
NET and this is within a context when no
feminist material can get on our television
stations.

Perry Miller Adato: | do not agree, unfortu-
nately, that the only way that images will
change is through community channels and
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video tape. | think that they are extremely
important and that everybody has to
become very sophisticated about the chan-
nel situation and the possibilities for video
tape, but the number of people who will be
reached by that is very small. We have to
use pressure at the same time—getting

other people to write letters, the chain letter

idea, for example.

Kay Clarenbach: Well, | think I’'m going to
be dead and buried before we get enough
changes if I've got to write five letters to
five people.

Perry Miller Adato: But that is one step.
That's how we got Women’s Strike for
Peace started—by having every women who
was at a particular demonstration bring ten
women the next time. Every technique is

a small one but everything has to be done.

Faith Ringgold: | believe in the power of the
dial, you turn it off. | try to remember what
products are sponsoring the programs
which are ignoring my image and | just
don't buy them because they have spon-
sored a certain show. We haven’t done it
that much but | think that's power. When
the sponsors know that certain women are
not buying their products because they are
producing programs which are demeaning
to women, maybe they will change.

Perry Miller Adato: | think this is very
important but you have to let the sponsor
know through letters, through organized
action.

wilma Ringstrom: Unfortunately, the case of
the woman and the case of the feminist are
two entirely different approaches and differ-
ent thoughts and ideas right now but |

don’t think that one necessarily precludes
the other. I'm speaking to the feminists
right now: there may be some of us who are
never going to be part and parcel and
wholly sisters with you while at the same
time we have a respect for your ideas and
where you are. It might not be totally
empathic but it is nevertheless cooperative.
There will be other forces and they will be
part of the whole scene.

Kay Clarenbach: | was just reminded of
what happened at the Ladies Home Journal.
If you want some fun reading, there is a
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testimonial by John Mack Carter in the Con-
gressional Hearings on the Equal Rights
Amendment back in 1970 on what happened
the day that the women from the Ladies
Home Journal, joined by other women,
dropped in unannounced and gave him the
most instructive eleven hours of his life and
converted him. A lot of us hadn’t been
buying the Ladies Home Journal, and it
really didn’t drive them out of business, and
it didn't really affect their policies; but

they are now making real efforts as a result
of that action.

| know groups of women and feminists who
are actually going in to sponsors and adver-
tisers and advertising firms and saying,
“Now, look, this is the way you can do it;
this is the reason why we are offended by
what you're doing now.” If they don't
understand why it is offensive, they explain
it in kindergarten language and get some
specific changes. I'm in favor of all kinds
of action, whether it's consumer action or
direct confrontation.

Clare Spark-Loeb: Can | just add another
clarification? | wouldn’t have called myself
a feminist a year and a half ago; | always
said they instead of we, but I've never put
down another woman for anything. We're
all at a different place and | hope that
nobody is put off because | appear to be
more radical, more activist and more ready
to do things than someone else. But | do
think, just like a scientist, that the kinds of
problems we choose to attack and the way
that we do it reflects our larger view of
society and long-range goals. | think we
need to talk to each other more and | hate
to see people in media divide women from
each other in the way that has been done.
We really haven't talked about that—where
within the context of interviews or panels
women are used to pick each other apart.
It’s a very destructive thing to do.

Perry Miller Adato: | think the important
thing, and the thing that all of us can agree
on, unfortunately, is that the consciousness
of the general audience has to be changed.
If we could change the abortion bill and get
positive abortion bills passed, | think any-
thing can be done. Let’s end on that posi-
tive note. We've simply got to go back and
raise the consciousness of the audience
and take the power in our own hands. [J
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MAKING CULTURAL INSTITUTIONS
MORE RESPONGSIVE
TO SOCIAL NEEDS

Un.ty by Elizabeth Catlett Mexico)



by Grace Glueck
Arts Correspondent and Assistant
Metropolitan Editor, The New York Times.

When the topic of "*Making Cultural Institu-
tions More Responsive to Social Needs'” was
first broached to me, my reaction was so
negative that | had to sniff all around it.

Do | really believe that cultural institutions;
that is, if we define a cultural institution as
one that preserves, nurtures, fosters, and
disseminates artistic expression, can be
responsive to social needs? What are social
needs anyway? Since a work of art is the
product of an individual mind and by its
very nature a comment rather than an action,
how eftective an instrument of social change
can we expect it to be? Aren't we indulging
in the fascist fantasies of Nazi Germany

and Russia if we expect cultural institutions
to exert social force? Pushing these rather
downbeat thoughts around in my head.

! decided finally and tortunately for my talk
that vyes !nere s a social need that :nslitu-
tons must respond to and that is the need
to heighten our awareness of our own
humanity. After all, culture reflects the
better side ol us—the side that feels. thinks.
nas a world view as opposed to the side

that acts out of expedience, greed. and
vodily necessity. To the degree that we
experience our common humanity. | guess
~e become better political animals. So. in
inis way cultural institutions do respond to

social needs. They do not affect society
directly and politically, but they may help us
to change our view of ourselves, or our
vision, if you will. And by exhibiting the
work of all of us with talent, men, women,
blacks. whites, whatever, they can help
destroy the damaging cultural stereotypes
that we cherish about each other.

So far, so good—in theory. But we know
that most cultural institutions are quite inflexi-
ble, that while they may be good at display-
ing objects or performances, they do not
reach far enough into our lives. Surely there
are ways of getting to more of us better—
giving not only the artist more chance for
contact with his audience, actual and poten-
tial but also giving the audience a chance

at a more flexible response than simply
watching. ! have no radical proposals as to
how to bring this about; that is. how to help
an individual become more aware of him-
self as an embodiment of his culture so that
he can see himself and his roots as a part

of our general humanity. We all know some
tentative innovations that are being tried

with varying degrees of success by institu-
tions that consider themselves progressive.
Tom Hoving's disastrous show at the Metro-
politan Museum a couple of years ago.
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“Harlem On My Mind,” was one example of
a patronizing exhibition put on by an upper
class white institution. Although, as some-
one later remarked, think of the hullabaloo
Hoving saved himself by not putting on a
show called “Women On My Mind.” But
there have been better attempts—the Walker
Art Center in Minneapolis, for example, has
developed a program of taking the museum
to the public, providing art classes for chil-
dren, for instance, held in such offbeat loca-
tions as TV stations, parks, and planning
offices. The Brooklyn Children’s Museum on
the fringes of the black ghetto has devel-
oped MUSE, an innovative mini-museum
where kids can play with animals, borrow
costumes, and study such subjects as paint-
ing, jazz, or even piloting airplanes. The
staid Smithsonian in Washington sponsors
Anacostia, a museum in a black neighbor-
hood that stages such realistic exhibitions
as, say, a show on rats. And the Metro-
politan Museum itself has started a collec-
tion of so-called primitive art, bestowing on
that art a cachet and a status that is particu-
larly meaningful to the disenfranchised
people who are its heirs. If, along with
blacks, white kids learn that African art is a
strong and powerful expression as meaning-
ful as Western art, that could help to change
the white child’s concept of the African
heritage.

Pressure tactics have also been tried with
institutions that do not move toward greater
social responsiveness. | am sure a lot of
you will remember that, at the Whitney
Museum in New York a couple of years ago,
a group of women artists succeeded by
demonstrations and protests in getting the
museum to up the quota of women in its
annual exhibition from between five and a
half and ten per cent to twenty-two per
cent. The Whitney also put on an exhibition
of the work of black artists after consider-
able pressure and so did the Boston
Museum. To the horror of my elitest
friends and colleagues who say, “‘But does
this kind of thing encourage quality,” |
respond that | believe in such pressure.

| don't know that shows of work by women
or by blacks or other artists as groups are
particularly meaningful as a statement, but
if such shows give museums the impetus to
go out and look for talent among groups
that they have hitherto ignored, if it leads
them to search out women artists or to go
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into Harlem and elsewhere to find talented
people and opens institutional resources to
them, then yes, such pressure certainly
has its use.

If there is still a question in anyone’s mind,
by the way, about the ignoring of women
artists by major museums, I'll cite some
statistics from a story | covered that seem
fairly representative. In April, 1972,

“Women in the Arts,” which characterized
itself as the largest group in New York

City concerned with ending discrimination
against women artists, came out for an
exhibition called “Women Choose Women”
to be selected by its own membership.

They demonstrated in front of various
museums, particularly The Museum of Mod-
ern Art. Among other complaints, the group
charged that out of one thousand one-

artist shows in its forty-three years, the
museum had presented only five by women;
that in ten leading New York galleries,
94.6—I know that sounds sort of Ivory
Soapish—but 94.6 per cent of the artists
represented were men. A MOMA employee
stationed at the Museum’s entrance passed
out a hastily prepared rebuttal that said the
museum was really nice to women artists—
it had actually only staged two hundred
ninety-three one-artist shows since 1929, its
beginning, and of those, twenty-seven or
approximately nine per cent were devoted

to women artists. The rebuttal also asserted
that in the painting and sculpture depart-
ment ninety-three of the one thousand eighty
artists represented were women or slightly
less than ten per cent—which brought the
comment from one of the participants,
“That’s a rebuttal?”

Sure, women want big museum shows and
big critics to write about them. While
deploring the chauvinism of white males,
women and blacks want their attention as
confirmation of status. But I'd like to sug-
gest here that even while searching for this
kind of recognition, they can make cultural
institutions—the existing cultural institu-
tions—more socially responsive by setting
out to explore their own values through
alternative institutions. A friend of mine, a
writer, recently lamented the decline of little
magazines as places for writers “to be bad
in.” | knew what she meant. She wanted a
place where writers could be themselves,
develop an identity, let down their hair in a
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supportive context of sympathetic col-
leagues. Institutions should be developed—
and they are being developed—and run by
women that are not on the order of the
great cultural agencies but that give women
a chance to study and work in terms of
their own identities. They should be able
to do this without a censoring male or
sophisticated audience watching in judg-
ment. | don't say that women should seek
these groups out exclusively as places of
exposure; one ultimately needs the tough
judgment of the world outside. But such
organizations do already exist—The Femi-
nist Art Program at the California Institute
of the Arts, for example, which works to
help students find themselves as women
and as artists; a Women’s Art Center in
New York devoted exclusively to women has
dance classes, a filmmakers group, and
facilities to show paintings; the Women’s
History Research Center in Berkeley has
developed art history courses that study
women’s role in Western art and raises
questions about specifically feminine imag-
ery. Such preoccupations may not be of
immediate interest to a male or to a mixed
audience but this questioning process, this
need for “a place to be bad in,” is impor-
tant for women who are seeking full identi-
ties. They can profit from study and exhibi-
tion in a protective environment of an
alternative institution. But, more important-
ly, alternative institutions can challenge the
staid assumptions of more established
organizations. ldealistic, iconoclastic, more
in touch with less establishment constituen-
cies, they can affect the thinking of larger
institutions such as—to use a glib com-
parison—the Viilage Voice has influenced
The New York Times.

But we have been talking so far about
affecting institutions from without, the
attempt on the part of women and other
groups to try and change their external
presentations. The real change, of course,
can't come about until these institutions are
hit from within, that is, in terms of their-
trustees, their administration, and their
employees, the people who work for them.
My definition of a cultural institution, |
should say at this point, is fairly flexible.
Because | know most about museums, |
have been talking in terms of them, but a
cultural institution could also be, of course,
a ballet company, a symphony orchestra,
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even the institution for which | work,

The New York Times, insofar as it serves as
a molder of cultural opinion. And here |
would like to make a distinction between
non-profit cultural institutions—which most
are—and profit-making ones. For our pur-
poses, the differences are very important.
Non-profit cultural institutions are inherent-
ly different from profit-making ones in that
the former tend to be governed by moneyed
boards of trustees who are also involved
with corporations—but who are less ven-
turesome in their institutional commitments
than in their corporate outlook. They do a
lot less for the employees of the museums
they run than they do for those in their
corporations. Far from being explorative,
daring, or avant garde in their concepts,
most non-profit cultural institutions are
reluctant to get involved in anything that
will risk the disfavor of their trustees. On
the other hand, when they operate as busi-
nessmen, the trustees are likely to latch on
to a trend, whatever their personal feelings,
if there is money in it. When TV network
officials sensed there was a market of black
people out there, they began to incorporate
blacks in their advertisements. The possibil-
ity of social change developing through
culture-oriented or should | say culture-
manipulating corporations is thus more real-
istic than through non-profit making institu-
tions. Non-profit trustees are generally not
responsive to the needs of their own institu-
tional employees, both men and women, much
less to the community at large. Trustees of
museums, for example, pay professional
staffs at a far lower rate than the people
they employ in their corporations—on the
theory, presumably, that in a contest
between prestige and earnings, employees
of non-profit institutions should share in the
non-profit. While accepting unions in their
own corporations, trustees fight against
professional staff associations—milder
versions of unions or guilds—which are
allowed to come into being only after
debilitating compromise. But what non-
profit trustees and management are suscep-
tible to is pressure and publicity. Women at
the Metropolitan Museum of Art last year,
for example, went to the Attorney General’s
office to initiate an investigation into why
they were paid less and given lesser jobs
than men with the same background and
experience. The Met signed an assurance
of discontinuance—a very gentlemanly legal



ploy whereby the sued party agrees to stop
a practice it does not admit to ever having
practiced. At this point, women at the Met
are hopefully on their way up from the job
ghetto to which the museum had consigned
them. And it was partly because of pres-
sure from the budding staff association,
mostly composed of women, at the Museum
of Modern Art that the museum voluntarily
began to contribute to the New York State
unemployment compensation program in
October, 1970. In New York, the Metro-
politan, the Whitney, the Guggenheim, and
even Governor Rockefeller's pet project, the
Museum of Primitive Art, did not join the
benefit program until January, 1971, when
compliance was made mandatory by law.

Let’s face it, however, the number of women
in top administrative positions in cultural
agencies is dismally low. Again a statistic
or two by way of example—of seven hun-
dred fifty colleges surveyed in 1970 by the
College Art Association, for example, only
five per cent had women as chairwomen of
their Fine Arts Departments; of seventy-odd
big museum members of the Association of
Art Museum Directors which takes in muse-
ums with budgets of over $100,000, only two
are women. Museums, of course, employ
women—there are large numbers with the
rank of curator, but they rarely have wide
decision-making powers. There are also lots
of women members of boards of trustees,
chosen mostly for their money and social
clout. But generally they tend to let the
men on the board make their decisions for
them. And there are many women volun-
teers who are sometimes (when they have
money) lured into make-work projects which
necessitate frequent teas and dinner parties.

Museums have, in fact, consistently
employed more women than men, but that's
because they come cheaper. In the recent
past, say, at the Museum of Modern Art,
genteel young women who were not depend-
ent on salaries found a pleasant place to
work and identification with a posh board of
trustees. They were paid even less than

the men, because they were women, and
they made few demands, for the very same
reason.

But the faithful retainer mentality is now
being rejected by a different sort of woman,
often highly skilled, socially concerned,

and ready to fight. For example, the Mod-
ern’s woman-dominated staff association
struck the museum last October in an
attempt to win participation in policy-making
decisions on the part of the trustees and

the administration.

A woman’s point of view can make a vital
difference to an institution, as | know from
my own experience at The New York Times.
In our insistence that cultural institutions
hire more women for responsible jobs,

we must ask that they be women who

are fully conscious of their identity

as women, who are as unambiguous

as possible about their feelings as women,
those who are not simply brainwashed edi-
tions of men (you see too many of those).
While using our intellectual passion and our
convictions, we should not be ashamed also
to exercise those faculties in us that, pos-
sibly, because of our long disenfranchise-
ment, have made us different from men.

| expect to get an argument here but I'll
indulge in some sweeping generalities—

| think we, as executives, have greater
insight into the way that people relate to
one another. We have less warlike, aggres-
sive patterns of thought. We are not less
competitive, but | think our idea of winning
is more complex. | think also we are freer
to expose ourselves, more willing to show

a certain humanity. Because we have less
to protect, that is, we are quicker to drop
the prerogative of status when we are
called on to give a personal response.

We are likely to be more sensitive to ques-
tions of morale. Also, since the codes and
conventions of professional behavior are
masculine, we are less likely, it seems to
me, to be afraid of the unconventional. As
professionals, women, | have noticed tend
to be less formal and more approachable
than men. Most of us don’t play little power
games or indulge in the small power strate-
gies. We are perhaps more willing to listen.
Men could use some of the informality and
honesty that | find in women executives that
| work with. Men have to appear to be very
firm and decisive, controlled, and authori-
tative, whereas if they could learn to reveal
their hesitations and uncertainties, they
would be better able to deal with people
and win their loyalty.

On the negative side, women have not been
conditioned to take responsibility. They
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tend to duck it, to be less bold, less willing
to take a gamble. Men say that about us

and it’s true. We are not so good at making
the big decisions and we are terribly afraid
of affront. As women executives we have a
special opportunity to work for women and
for the liberation of the institutions that hire
us. And they are hiring us more and more.
But to do this most effectively, we must sim-
ply reject the prejudices of our peers, publicly
and explicitly. We will find that our own
positions are enhanced if we behave like
women and we must not repudiate our
membership in a so-called subordinate
group. Let it all hang out. The baggage we
bring as women to cultural institutions may
bring a touch more humanity to them. [

RESPONSE

Grace Glueck: What is social responsive-
ness on the part of the cultural institution?

Patricia Burnett: | would certainly like to
see museums put on more shows for
women and the only way they are going to
do that is if we unite and put strong pres-
sure on them. | think we should get to the
women trustees in the museums and the
women who are running the galleries, and
raise their consciousness so that they will
not feel alienated from the issue. And my
last suggestion is that we have more women
jurors.

Grace Glueck: When | suggested to the
director of the Museum of Modern Art that
they have a women's show (a concept that

| think would shock the Modern out of
existence), he looked at me as though | had
suddenly questioned the sanctity of the
Virgin Mary. He said, “We couldn't pos-
sibly allow one group to dominate the
museum.” | do believe that a museum
should have a women’s show but | question
again whether women’s shows as such have
a statement to make about women as
women. As | said before the value of such
shows lie in the fact that museums must
search out the talent to put on those shows
and thus give women some exposure.

If that's the reason for putting on those
shows, yes, I'm all for it. But | also feel

that women should be shown more in con-
text with men and with other artists. | think
we should insist on it. If you have too many
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women's shows it becomes a kind of talk-
ing to each other, a talking to oneself.

Linda Nochlin: How is it that museum direc-
tors are always happy to have national
shows? For example, they are always
happy to have shows related to a historical
period or a stylistic movement, but not sex
discriminated shows. It is a very interest-
ing point. What, for example, is the
mystique behind American Abstract Art?
This was a great movement, which had a
mystique, and consisted of a group of
American artists, of whom a lot were really
different but happened to be friends who
communicated and shared common goals.
That was considered an all right thing—
although, from a certain point of view, you
might call it dirty nationalism. Why is it
that a women’s show or a black show is not
considered in the same way? It is con-
sidered instead a sort of perversion. In the
same manner, there is an inherent feeling
that a nation is a noble and positive thing
to be a part of, but it is not a positive thing
to be a part of a sexual or racial group.

Grace Glueck: Yes, | think that's true, but
one also has the feeling that women as a
group don't really have a point of view.
Blacks as a group really don't have a point
of view. I've heard museum directors
rationalize their decisions on these grounds.
Isn't it demeaning psychologically to insist
that they have a common point of view
when you present them in a show?

Lois Jones Pierre-Noel: Much depends upon
your jury and the problem is two-fold when
it comes to women and black artists. In

the past the trouble for blacks has been

all white juries. Many of the black artists
have been left out entirely for years. | have
been painting for forty years and | am just
now beginning to blossom. My last show

at the Boston Museum of Fine Arts last

April consisted of eighty-nine paintings.

It was the first time that the Boston

Museum had given the show to a black.
And | happen to be a woman. And | just
heard from someone, who's on the staff of
the Boston Museum, that at a meeting of
the trustees they said that my show was one
of the best that they had had in many
years. It was attended by thirty-three
thousand people. But | can't tell you what
| suffered and how hard it has been to get



to this place when I'm about to retire from
teaching at Howard University.

Perry Miller Adato: Recently | did a free pro-
gram called Women’s Film Festival on
WNET 13, and Claudia Wilds, who made
one of the most interesting feminist films
called Joyce at 34, didn’'t want me to
include this film in the program. Claudia,
who is very close to the women’s move-
ment, said, ““l don’t feel that it should be
part of the Women’s Film Festival. I'll give
permission, but why does it have to be
shown only in this context?” The Women’s
Film Festival was very successful and now
as a result of that there may be a National
Women's Film Festival with thirteen
programs if we can raise the money.
Claudia wrote me a letter afterwards and
told me that she had changed her mind;
that the Women's Film Festival demonstrated
that institutions which don’t use women
filmmakers could no longer say that they
were not using them because there are
none. The festival included at least sixty
films of very high quality made by women
and it got national attention.

Women artists, and I’'m speaking specifically
about women filmmakers because that’s
where my experience is, may have to accept
the fact that if they want to get recognition
they may have to be shown as part of
women’s film festivals. If these are success-
ful, there won’t be any need in the future
for women’s film festivals but this is a
necessary first step and a very successful
one too.

Lois Jones Pierre-Noel: How much of this is
relevant to the black art movement? | like
to participate in black art shows because

| feel that it is necessary to establish our
identity. But | hope this will not go on
forever and that we will someday exhibit
simply as artists.

Ann Snitau: | don’t know if | agree. | cer-
tainly want to infiltrate the culture at large,
but | also expect that that culture often
responds to the political movement inherent
in the infiltration. | do want to see myself

as a woman artist and part of what | have to
say has come from that identity. The idea
of merging my identity with that of others
simply does not satisfy me. | think of myself
as a political writer.

Grace Glueck: Did you ever consider that
you are a part and that your subject matter
may in time become part of the larger male
culture?

Ann Snitau: With basic changes in that
culture!

Patricia Burnett: Can you give me some sug-
gestions on how to put pressure on The

New York Times, for instance, to cover
women’s shows? How can we influence
glossy magazines to give us articles on
women? How can we get critics to cover the
shows that women are putting on?

Grace Glueck: My male colleagues reject
the idea of going to a woman’s show. “Oh
god, a woman’s show, | know just what it’s
going to be like.” I've heard that plenty

of times. If there were more women art
reporters and critics on newspapers, more
shows would be covered. That’s what it
amounts to. In all the areas where women
operate there is a much greater sensitivity to
a woman®’s point of view. So the solution

to get more viewers and to get more people
to come to women’s art shows is to get
more women in those publications, and |
mean women who are not ashamed to admit
that they are women and that, yes, they do
have a stake in the success of the movement
generally. How you go about getting these
institutions to hire women is something else
again.

Betsy Damon: If women are involved in
making imagery and reshaping our culture
to a certain extent, then shows for women
are absolutely necessary until people are
taught to look at art in a different way. And
I'm proud of those shows.

Clare Spark-Loeb: | would like to report just
a little bit on the experience of women in
Los Angeles where we are trying to build not
only an interchange among women in the
L.A. community but a national and interna-
tional interchange within the feminist move-
ment as well. We need more women writers
from within the feminist movement. We can-
not depend on people who have been condi-
tioned by a different set of standards to
write accurately about our work. We are
trying to develop a constant interchange
rather than competing for fame and status in
the usual way in the art establishment. We
are trying to work collaboratively and intel-
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Apple Corps Drama Group, (Madison, Wis.); writers, directors and actresses who perform feminist works

written by members of their own group.

lectually. And believe me, | do not under-
estimate the difficulty of overcoming our
traditional needs for male approval. It is a
great struggle to abstain from the avenues
of validation by society but we are finding
that the level of reward and approval that we
get from each other and from women in Los
Angeles is tremendous. | am proud to
show with women, write with women, and |
would just as soon devote the rest of my life
to doing that. It's going to be a long
struggle.
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Athena Tacha Spear: There is nothing
wrong, art historically speaking, with having
women's shows rather than American
artist's shows. The only difference is that
women or blacks are a less cohesive group
because they haven’t had a chance to have
a dialogue with each other. There has been
a considerable number of black artist
shows and women artist shows but they
have all been token shows. Museums, once
they've had one, wash their hands of it—
they've fulfilled their duty. | think this effort




should become institutionalized so that real
consciousness can be created and a style
can develop. | think it would be fruitful to
develop a common approach that can then
infiltrate the country.

Grace Glueck: In regards to the question of
style, let me ask you a tough question. As a
woman artist, how does your imagery differ

from that of your male colleagues?

May Stevens: | can only say that what | am
doing is very anti-establishment, very anti-
authoritarian.

Linda Nochlin: Her imagery identifies the
male phallus with the most brutal, insensitive
political aspect of our society. It certainly

is taken from a viewpoint that men would
not take.

Grace Glueck: Do we feel that there really is
a specific kind of women'’s art, a specific
kind of women’s imagery, that does try to
come to terms with the male white world?

Audience Member: | am an actress and |
think that the artist does not respond as a
member of a group. | don't act in a feminist
way, | act spontaneously. Perhaps it's
politically important now to be concerned
with these issues, but | question if we are
going to be better artists because of it.

| think art is a spontaneous thing that you
work at to make it better.

May Stevens: I'm not sure that it’s possible
to respond or create art without conscious-
ness of yourself as a woman. | think what

actually happens is that you cut off some
part of yourself because of an unawareness
and this will show in your art.

Audience Member: Possibly, but you are not
going to be a woman because you asked
someone what a woman is. Maybe I'm
limited right now, but from my objective
response all | do is enact people. | see a
person and | act her. | try to create her,

I try to live her.

Grace Glueck: Maybe your field doesn’t
really offer the striking imagery that the
visual arts have to offer.

Elizabeth Janeway: | would like to raise a
question that has not come up at all and |
raise it in total ignorance because this does
not have to do with my field. We have not
discussed at all the fact that a great deal of
art is thought of by the individuals and by
the museums who buy it, not as art but as
an investment. And | would like to inquire
what effect this has on the process of
acquiring art for museums or individuals.

| believe that such an emphasis expresses
itself in a general evaluation of a painting
as a painting.

Grace Glueck: That is a very good point
because any art dealer will tell you a
woman’s art does not sell. I've heard that
from Leo Castelli on down. Dealers are
reluctant to take on women artists for that
very reason and this has a great deal to do
with museum shows because museums are
tied in with dealers in the market place.

Big Daddy Paper Doll by May Stevens, acrylic, 1971. Lerner-Heller Gallery, New York.



Linda Nochlin: | would like to point out that
men artists have never felt a reluctance to
join together to make their position clear.
There were Cubists. There were Neo-
Impressionists. All the great movements
that we think of are group names. While
occasionally there was a woman among
them, for the most part they were men artists
who joined together not thinking to sacrifice
their individuality but because they had
some common aim. And | don’t think that
Monet or his peers were terribly worried
about being thought of as Impressionists.
They all kept exhibiting in those shows.

Grace Glueck: But they had a stylistic point
of view.

Linda Nochlin: Yes, but they came together
on that stylistic viewpoint as a rebellion
against an established view. They interacted
with each other. There was no impression-
ist style before a group of rebellious artists
came together and little by little their style
began to look alike. It was a very interest-
ing phenomena.

It was not just an aesthetic issue with the
Impressionists. When Monet went to the
Louvre to paint and instead of painting a
picture inside the Louvre, stood out on the
balcony and painted contemporary Paris, he

VOLUNTEERING: IS IT WORTHWHILE?

Discussion Leader: Cynthia Pitts

Director, Training and Technical Assistance,
Community Relations-Social Development
Commission, Milwaukee, Wisconsin.

Cynthia Pitts: | would like to explain the
contextual framework within which |
operate—I see black people and in many
cases women as victims in the society in
which we live. | see the social order as
needing to be changed and | see myself as
a change agent. | see women as being
involved in traditional institutions as well
as in the development of alternative institu-
tions. There are some women who feel
that we need to be involved in developing
institutions that speak to the needs of
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thumbed his nose at the old masters inside.
He was making a gesture that was political
as well as aesthetic. | don’t think they are
really separable.

A lot of these issues which are depicted as
purely aesthetic, cozy, and apolitical in
scholarly books are not really so apolitical
or asocial. The aesthetic and the social are
constantly interacting.

Valentina Litvinoff: What social needs can
we fulfill in our communities as artists?

Elvie Moore: | tend to think that an individual
is responsible to society. | think we have

to remember that women also frequent the
art museums, that part of our problem is
that we ourselves are sexist. We have the
constituency to pressure institutions to
change. In order for the individual to have
an expression there must be a power base.
The institution will bend only with power.

May Stevens: | want to speak about this
apparent conflict of the personal and politi-
cal because | feel that | deal with it in my
own work. | feel that both aspects are
absolutely necessary for me, in an enriching
and very fertilizing way. Good art can be
made without that personal quality, but
political input is not going to hurtit. [

women or blacks, and there are other
women who feel that we need to be where
the power is now to bring about change.
Perhaps we need to be in both places.

| define the volunteer as any unpaid person
contributing human resources, money or
technical resources to an endeavor—in this
case, art. | see four roles for the volunteer:
1) The policy maker, an unpaid board
member for example. 2) The technical sup-
port person, who contributes technical



skills. 3) The artist who exhibits, displays
or performs for no money. 4) The educator
who provides the learning climate in which
people can develop the skills to provide
their own technical support system. The
question of developing skills is essential
when you are working in the development of
alternative systems.

As we operationalize the rhetoric of a
movement, whether it is the black movement
or the women’s movement or the welfare
rights movement or whatever, we will find
that the movement becomes less visible as
it actually begins to deal with real forces.
The volunteer has to deal with the climate
in which he or she operates. If you are
operating within a climate where the resi-
dents are denied resources and not involved
in the decision-making for that community,
your role is already cut out for you.

Volunteers can have power in three areas:
1) The allocation of resources such as time,
money, exposure. Are these resources open
or closed to women? 2) Decision-making.
Are decisions imposed or are they self-
determined? Do women participate in form-
ing the decisions that are going to affect
their lives? 3) Standard-setting. Who sets
the norms? Who sets the standards by
which exhibits are judged, for example?
Who decides what roles actually exist for
men and women—that’s been set by some-
body somewhere and those who are
excluded from it or who the standards oper-
ate against certainly didn’t set the standards.

Some woman may say, “l am the only
woman on an all male jury and | operate on
the basis of the given norm.” In the black
movement we call that assimilation. It
means that the norms have already been
set and we decide that we shall assimilate—
that we shall adopt the norm, that we shall
adopt the life style, that we shall adopt the
values of the dominant culture. | think in
the women’s movement it means that we
shall adopt the values and norms that have
been set by men. The question becomes

is there an experience that women share
that is not a part of the masculine experi-
ence and | would say that possibly there is.
So that experience should be a part, not
the only part, but still a part of the norm-
setting and standard-setting that exists.

Let's go to something concrete. Let’s talk
about volunteer participation on policy-
making bodies.

Ann Day: Now | don’t know if I'm on the
track of what you're saying. Prior to this
meeting | have never been involved in
feminist situations of any kind. But | do
serve as a volunteer on a policy-making
board for the National Endowment for the
Arts and | am the one woman on that board.
This has just happened recently and it has
been a very interesting situation because
when | was first appointed to this board,

| assumed that | was the token woman on
that board; that they thought that they had
better do something about women so they
picked me and set me on the board. | got
there to discover that in point of fact that
was not the reason at all. They needed
input from a civic and community oriented
arts person rather than from a specific
theatre type or a painter or whatever.

| was being asked to act as precisely what
| am, not as a woman, but as an individual
who has had certain kinds of specific
experience that they needed. Since | am
a woman, | may put a female context onto
some things, but that is basically not the
role | see for myself on that board. Now,
would a confirmed feminist feel that |
should be working in a feminist way on that
particular board?

Cynthia Pitts: | can’t speak from the feminist
framework but | can speak from my own
movement’s experience and from a question
of power. The fact of only one woman on

a board is in itself indicative of a problem.
What I'm posing is that unless you in that
volunteer role begin to examine the data
that will show you how open or closed that
board and its resources have been to
women, then you run the risk of uncon-
sciously participating in the oppression that
is being brought against women.

Susan Certo: Are there decisions that you
are making on that board that would in fact
benefit women artists, women who are
struggling artists in projects or as indi-
viduals that is not being done because
there is no awareness of that struggle?

Ann Day: There's certainly no awareness of
that struggle. Many applications come in to
this board from women artists, men artists,
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arts groups. Women'’s arts organizations
get exactly the same kind of handling as
others. Now, it is true that if | were to see
any inequity arise, | would naturally be
inclined to speak for women as quickly as |
could being the only one there, but the
situation never arose.

Cynthia Pitts: There should be a body of
information that actually gives boards such
as the one you're on some insight into how
the standards are benefiting or depriving
women. How much of the organization’s
resources are actually going towards efforts
for women? If the culture is establishing
some myths as truths that affect the way
women deal with themselves and with each
other, then women’s groups can speak to
that. And if resources of your board are not
being allocated in a way that allows for
that kind of expression, women’s groups
should be providing you with the informa-
tion instead of expecting you and other
boards to have immaculate perception and
know what the data is.

I brought up the role of the board member
as a volunteer because those are the people
who set the norms for how hired people are
going to be treated, that is where salary
scales and job classifications are deter-
mined. When we talk about salaries, hiring
practices, banking policies, we’re really
talking about the resources that are avail-
able at an institutional level. One of the
clear inequities visible to all of us is that
many of those resources are closed to us as
women and we're involved in the struggle

to open those resources. It is often at the
volunteer board level that decisions are
made about the allocation of resources.

In most movements the biggest struggle has
been to get more resources. Without
participation in the decision-making process,
not only is the method paternalistic but the
standards are defined for you. | would see
us in a volunteer service role as being
highly conscious not only of the percentage
of women hired by the community or insti-
tution, but where the decisions are made
and are women part of the decision-making
process. And if you are there do you con-
sciously see yourself as having to make
those kinds of decisions because you are
representing the ideas of the women's
movement?

Conversations from Wingspread*

Dan Price (moderator): Ms. Freedman, do
you feel that women have been taken
advantage of as a result of the volunteer
process which is helpful to so many
museums and art institutes?

Doris Freedman: | think that the volunteer
force of women has been invaluable to our
institutions. Have they been taken advan-
tage of? Maybe in today’s world. | think we
have to examine who is volunteering and
why they are volunteering and what it is that
they actually do. Private museums can’t
exist without their volunteer women.

I think the entire role has been put down by
those who don't really know the capabilities
that volunteers bring to the particular
service they render, especially in the field
of fund-raising.

Dan Price: It has been suggested, as | am
sure you are far more aware than [, that by
volunteering women are forced into a mold,
a feeling that their contribution is not worth
money and consequently is not as worthy as
a contribution made by men.

Doris Freedman: | feel personally that we
just have to change that attitude.

Linda Nochlin: Why don’t we just change
and have men volunteers too? Why is it
just women who are doing the volunteering?

Doris Freedman: | think it's obvious. The
women who are doing the volunteering are
primarily women who have leisure time, who
are economically secure and want to do
something which is a status-fulfilling job for
them. So they do it. Some of the volunteers
| know are worth their weight in gold.

Yes, | think they should be paid after
museums have reexamined the role that
women play in such an institution.

May Natalie Tabak: | find volunteering,
which seems very nice, demeaning to
women. [t's also a way of keeping women
on the staff completely underpaid. It means

*This dialogue has been excerpted from a
national radio program sponsored by
The Johnson Foundation. The conversation
included participants from the Conference
on Women and the Arts.
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that they are doing for pleasure something
you wouldn't allow done in any other field
simply because it's socially rewarding.

| don’t like this kind of power.

Linda Nochlin: I'm just curious about why
the pool of volunteers happens to be almost
exclusively women. Why aren’t a lot of those
women professionals and their husbands

the volunteers with the leisure time?

Doris Freedman: There are men who volun-
teer. | have a husband who spends three-
fourths of his free time on our local school
board. There are a lot of men who do this.

Linda Nochlin: But they are using their free
time. The implication is that women of a
certain class have nothing but free time
whereas their husbands are engaged in
important “‘professional” remunerative activi-
ty and that the pool of volunteers is exclu-
sively women of a certain class who occupy
themselves with this activity.

Doris Freedman: Are you saying that those
women should go and seek jobs?

Linda Nochlin: No, I'm saying that society is
organized in a very peculiar way and that

it is women who turn out to be the volun-
teers and that it's men who have ‘‘real”
jobs as opposed to volunteering. Because

MEN AND WOMEN AS
PARTNERS IN CHANGE

Discussion Leader: Allyn Roberts
Psychologist and author; head of
Midwestern Psychological Services,
Madison, Wisconsin.

Allyn Roberts: In order to understand the
underlying basis of some of men’s fear and
emotional reaction to the women’s move-
ment, it is necessary to examine the prob-
lem in terms of its social and historical

as well as its personal context—social and
cultural because all men and women raised
in Western society are at one time in their
development brainwashed about what a
man and a woman is. The other facet of the
problem has its roots in the biologic, genetic
and psychic being. I'm going to focus

these remarks mostly on the latter.
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real jobs in our society are defined by the
fact that they are paid.

Doris Freedman: The way in which that was
said is a put-down. I think there are some
enormously responsible positions held by
women who are not paid for it by choice and
who are really making an impact, especially
in some of the civic organizations. I'm not
saying it’s right or wrong, and | agree with
you that society has created this particular
situation but | think we have to rethink with
a little more dignity what that professional
volunteer is all about.

May Natalie Tabak: To assign a professional
volunteer dignity doesn’t interest me as
much as the professional job. If the job is
an important job for which she is qualified
and she doesn’t need the money, then let
her give the job to someone who is qualified
and does need the money. Let her raise
money to pay the qualified woman who
needs it. You’d never dream of saying to a
man, come work at a competent profes-
sional job and just contribute your time.

Doris Freedman: And what makes you think
that people are saying this to women?
These women are going ahead and giving of
their time out of free, independent choice.

| happen to use a lot of volunteers who

| find invaluable. []

I’d like to comment on some of the social
and historical aspects as | see them. | see
two major historical, psychological trends
occurring since the time of the Industrial
Revolution which are in part responsible for
much of the human liberation movement of
which women'’s liberation is one part. First,
the revolution from reliance on external to
internal authority; and second, a long cycle
of historical process, which has only recent-
ly reached its apex, where the products and
values of science have been gradually
enthroned as the primary god before which



human beings in this Western society have
worshipped. There is evidence from many
sources that Western humanity is becoming
disillusioned with this god and is beginning
to replace him with a value system which
places more emphasis on relationship as
opposed to faith for major satisfactions.

This country was established by people who
were escaping the abuses of external
authority and who felt that they were able

to assume responsibility and authority for
themselves. From the time of kings until
now individuals everywhere have been say-
ing to authorities and institutions, | want
more self-determination. This is the mean-
ing not only of the black movement but of
the worldwide student uprising in almost all
cultures in the past several decades. As the
structures of authority and institutions are

gradually yielding and being replaced with
democratic values, those persons and
groups which are losing power are upset.
And, of course, the male sex is one of the
groups that must yield power to women.
Today men do not understand the necessity
or the value to themselves in doing so.

This is the major source of fear and conflict
in their personal and professional relation-
ships with women.

Thoughtful Westerners now realize that there
is no utopia—we are now so mechanized
and free from the old slaveries that we have
undreamed of leisure at our disposal
although we don’t know what to do with it.
We know that the solution for this alienation
and disquietude lies in the direction of

inner space, not outer space, and every-
where we see the new shoots sprouting

Sphere with Inner Form by Dame Barbara Hepworth. (Photo @ by Dame Hepworth.)



forth. This conference, for example, the
very sensitive and exploratory group move-
ments, rap centers, meditation, even drugs,
are part of the search away from the scien-
tific and mechanical and external to the
humanistic and relationship-oriented internal
values. There is another name for this
revolution. It is, | think, fair to call it the
feminine revolution as well. And men are
both perplexed and threatened by it.

What is the feminine revolution? It is essen-
tially a turning of the tide toward a new
direction of which you and | can already see
the beginnings. Western culture since the
time of the industrial-scientific revolution has
been on a course which as a psychologist

Caracas by Nancy Grossman (New York).
Collection: Albert J. Petcavage.

| would term a masculine course. Periods
of history and movements can be legitimate-
ly categorized psychologically as masculine
or feminine. This masculine era, which is
now at its apex turning point, is character-
ized by a mode of thinking which is primarily
analytic, quantitative, specialized and
outer-scene oriented. The feminine era into
which we are entering would be character-
ized by a mode of thinking which incorpor-
ates elements of the above but which is
basically more wholistically oriented,
integrative, qualitative, inner-scene and rela-
tionship oriented. In the new era thought
will come to be balanced by feeling—a true
humanism.

Let's get more specific now. What are some
of the main male fears in relation to work-
ing and living with women? One of these
basic innate and perhaps even genetic fears
is the fear of destruction. On the deepest
psychological level the female principle is in
the end the victor. Water eventually wears
through rock, not the other way around.

On some deep levels the masculine prin-
ciple fears annihilation by the feminine prin-
ciple. In the lower animal kingdom there
are many examples of the female destroying
the male, never the other way around.

Another fear which | think we men univer-
sally experience at some time in our lives is
the fear of our own male inadequacy. The
male principle, while it appears on the
surface to strut and show its muscle and
display its certainty and strength, often on
deeper analysis is found to have feet of
clay. No weakness or inadequacy can he
tolerated so when weakness is recognized
we may become ruthless in attempting to
suppress it or we go to elaborate measures
to hide it even from ourselves. And one of
our seeming weaknesses is that we need
women. Woman has learned that she is a
danger to man because of the weakness he
finds in himself when he is with her. He
comes to her at his peril for she can soften
him. | think we men are ashamed of that
unless we are very secure.

We judge ourselves by our productivity and
our achievement. To achieve and to gain
recognition for our achievement becomes
terribly important to us because we are not
capable of the very highest form of creation
—1to create another human being. We often
guard the gates to our own achievement and



we become quite worried when she whom
we know to be capable of that highest
achievement enters into that which we feel
to be our domain. Again unless we are

quite secure, we may suddenly try to strike
her out or relegate her to a position of con-
tainment and safety. We have devised

some very subtle ways to put her down.

We thought for many ages that woman's
sole function was to give sustenance and
love. We have different standards for
interpreting non-agreement if it comes from
women than if it comes from our male col-
leagues. We often interpret disagreement
from a woman to mean lack of love and we
may panic about that. Women are partly
responsible for this because they have so
often played the game of agreement even
when they didn’t believe it in order to give
man what he wants.

Men are afraid of the irrational and the con-
tradictory. We have absolutely got to make
sense of everything, whereas women seem
to be more comfortable in the realm of the
contradictory—more comfortable on that
knife edge of paradox. We men badly need
to learn this secret because a world without
tolerance of the irrational is, | think, a sterile
and dangerous world.

We feel uncomfortable and inferior to you in
the realm of relationships. To some extent
psychologically the present increasing con-
cern with human behavior and with rela-
tionships between people is usually a more
feminine concern and is one more indication
of society’s present gender. An important
part of relationships in which men are
frequently awkward concerns giving and
yielding. Men must learn some things which
women presently know much better, how to
live for others, how to subordinate achieve-
ment and progress to deeper human goals.
Men must learn one of the very things which
so many women today appear to be in
conflict about.

We are afraid of feeling and emotion. Men
are taught to give heed to their heads, not to
their hearts. As a result, men often do not
know what they feel which sometimes sur-
prises women. In work situations, for exam-
ple, dealing with a woman often means
facing feelings and we don’t want to do

that. So we feel threatened by women and

vice versa. When this threat remains
unstated and unresolved, it translates into a
tremendous waste of human energy and
potential.

How can we resolve this problem? With
solutions that are part of the greater social
solution: women in organized fashion push-
ing for equal rights, conferences such as
this one to help focus and define prob-
lems, more situations for genuine dialogue
between the sexes. Men want that although
they are also very much afraid of it. Why
haven't women taken more initiative in
creating and organizing more informal situ-
ations where dialogue can take place, both
in their jobs and in their other roles? This

M. L. Sweeney by Nancy Grossman.
Collection: Mrs. Gates Lloyd.



initiative has got to come from women but
the social attack is, of course, only a partial
solution. Just as the solution to the prob-
lem of war is not in wearing buttons and
carrying placards, but rather in learning to
face and then eradicate the violence in our
individual lives. The solution for men and
women is to resolve that aspect of the con-
flict in themselves.

It’s within ourselves that we can be doing
something about every moment. When this
change transpires, when we come to terms
with the person within us, only then can we
become whole and fully creative persons.
An idea we seem to be discovering here is
that people in the arts, male or female, are
closer to androgyny. They seem closer to a
wholeness than is true in some other areas.
It seems that creativity comes from a unified
whole mind.

It's time to open up the discussion. What
do you think?

Linda Heddle: Recently at another kind of
meeting a woman psychologist gave the
advice that women should refuse to do all
the emotional work for men any more.
This would force men to see the emotional
situation and recognize what emotions are
in practice.

Kay Clarenbach: This strikes me as punitive.
| can think of ways of teaching other than

to withhold my own humanity by not
responding in ways that come naturally to
me. | have seen parents who are as non-
sexist as anybody of our generation can be
and they have taught both their male and
female offspring to feel, face, and express
emotions. So | think that it's not an impos-
sible kind of task.

Linda Heddle: | did not mean that women
should stop interacting with men or that they
should withhold a giving of themselves, but
that they should react from their own posi-
tion rather than from that of the man.

Allyn Roberts: | think you have to make a
judgment about whether the other person is
hearing. If he's able on some level to begin
to hear you, then it can be a very construc-
tive thing to withhold but if the threat level
is too much | feel that it would not only shut
the person off but defeat your broader goal
of teaching the person something.
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Ann Snitau: You want unity very much.

| also hope that we can all achieve it by
understanding. But unity comes at the end
of a very long period of time when in fact
one is not unified. Objective conditions like
money and power and time and childbirth
obstruct unity. | have been the token woman
in an English department and there were
times when unity would have been a bit of
a lie. Sometimes we were all very friendly,
but the fact of the matter was that the
power was unequal and the feeling of free-
dom was unequal and the number was
unequal. In this kind of situation, you can't
for a minute believe that if women just
understood what is within themselves the
problem would be solved. Men should per-
haps accept a phase of disunity where a
woman would say, “No, | cannot accommo-
date you, | cannot make you comfortable in
this situation any more.” It needn’t be puni-
tive but it can be an expression of self, an
expression of the reality of the present
level. Then, through struggle we can get
some kind of unity at a later stage. Nega-
tive emotion should be valued too. I'm
afraid of negative emotions as much as any-
one, and yet | learned from the women’s
movement that | was going to have to find
out about them in order to become myself
and to have honest relationships with men.

Allyn Roberts: And it must be terribly impor-
tant for many women to be able to express
that negative emotion—it can be a self-
enhancing experience.

Kay Clarenbach: Expressing a negative emo-
tion is not withholding an emotional
response.

Ann Snitau: | feel if | express a negative
emotion then men will have to change. Men
and women have to be enemies at some
stage to discover that very hard to under-
stand fact that negative feelings can be

very creative, they can be a stage of learn-
ing for us.

Valentina Litvinoff: To say that our enemy is
man is not only self-defeating, it is not true.
All of the men | know are victims of exactly
the same set of circumstances that has
made us feel victimized and unfulfilled.

The only difference is that it’s more pro-
nounced with us and the conditions which
made us the victims also use the male as



an instrument to keep us down. This is a
complex situation but if we understand it
we begin to realize that the enemy is not
man any more than woman is the enemy to
man. Something else is the enemy and
we've got to find out what it is so we can
both join hands in the struggle to make
ourselves better human beings.

Allyn Roberts: Yes, it isn't two separate
problems: it's one problem but it shows
itself in different faces. To clarify, | was
attempting to say that men are not com-
fortable with their dependence on anything,
but women generally are more comfortable
with dependence than men are.

Kay Clarenbach: A lot fewer women are
comfortable with dependence than used
to be.

Ludmilla Bollow: I've had a great difficulty
in writing men’s characters; | find it very
hard to even define a man’s character.

| do think that women are much more open
in their feelings. It's easier to write from a

woman’s viewpoint than to define a man
because men are elusive about their inner
thoughts.

Allyn Roberts: Can you look at the man
within you to get some clues?

Ludmilla Bollow: Well, I've come to that but
I've had a very difficult time doing it. As a
writer you have to understand men or you
cannot write about life.

Edward Kamarck: Allyn, to what degree are
fears that men have regarding their rela-
tionships with women conditioned by the
sexist roles in which society shapes itself?
1 think this is really the crucial question.

| don't think the fears are inherent. | think
they are the result of conditioning and that
both men and women are victimized by
sexist roles; both similarly face problems of
breaking through the molds of enforced
barbarisms, the violence, the violated sensi-
bilities which come from these sexist roles.
We do not live in a human society. We live
in a society which does do violence to our
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sensibilities and which shapes us in unfor-
tunate ways and makes for unfortunate pat-
terns of conduct and expectations.

Allyn Roberts: My own response is that the
social factors are overwhelmingly more
important here but I'm not willing to disre-
gard that there may be some effect of a
quarter of a billion years of men functioning
primarily as the hunter and women func-
tioning primarily as a nest-builder and what
this has done to the evolutionary, genetic
process. We shouldn't out of our emotional
feelings cut off our minds to this
possibility.

Ann Snitau: If | were your patient and |
had to deal on any level, even a subliminal
level, with the idea that for eons | had been
the nest builder and you had been the
hunter, it would be extremely confusing to
me. It would be a disintegrating, negative
influence in my life, no matter how sympa-
thetic you might be to my struggles. It's a
dangerous over-simplified view. We have
more anthropological models to work with
than that.

Allyn Roberts: I'm hearing a fair amount of
anger towards a point of view which is not
really my point of view. I'm stating a point
of view that | think is prevalent among a
large segment of men. | can understand
your anger because you cope with this
attitude every day.

Barry Schwartz: | think what we are talking
about is deprograming. | think deprogram-
ing can occur, but you cannot do it alone.
You need help because you need feedback.
| am not the best judge of my impact.

If a person is not a male chauvinist, he will
make the commitment to incorporate feed-
back. | insist on relationship. | want rela-
tionship more than anything else.

Barbara Coffman: But it's breaking the
barrier to get to that.

Harriet FeBland: Isn’'t what is really neces-
sary is more education? After all, here we
are at a conference of women with a few
males. It is a very important beginning but
it's only a beginning. What we are really
talking about is re-educating society, not
only men but women. How shall women
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now act, how shall men react? With my

own two sons | see a difference now. It's
great to watch them react to their girlfriends
and see how they're interpreting the girls’
reactions to themselves. They are far more
feminist in their thinking than perhaps my
husband. Somewhere along the line my
sons were educated properly. It’s great to
have the education happen at this very high
level, But educating society is much more
than formal education. When we talk about
all of society—all males and females—then
we've got to get more people involved in

this education. We have to involve the
writers of books, the writers of newspapers
and magazines, all the arts.

Allyn Roberts: What are some of the most
effective deconditioning approaches?

Kay Clarenbach: | think one is to reward
and approve non-pig behavior in men.

A lot of us have an angry tendency just to
label the chauvinist statement or gesture or
action when we see it and rightfully so, but
| think at the same time we should encour-
age non-chauvinist behavior and say this is
my idea of a real man, not someone who
can drop a bomb or kick a football.

Mary Michie: To point out to men who
among them is liberated.

Valentina Litvinoff: Men will benefit by
women’s liberation. Someone pointed out
that they are the losers, that it's a form of
competition, but this isn’t so at all, is it?

It is a two-way thing. A segment of the
population cannot be subjected and
deprived by another segment without having
the instruments of the deprivation lose a
great deal of their humanity. | think those
fears which you described would vanish
much faster if men could see that women'’s
liberation creates a kind of woman who
would be more loving and a better com-
panion for him and that his own humanity
would blossom as a result.

Elvie Moore: This may happen depending
on the woman; it may not happen depend-
ing on the woman. The woman may present
a very viable economic threat. When we're
talking about social change, we're talking
about a whole multi-faceted problem that
women’s liberation is going to present in
society. When you're moving towards a



more humanistic society, you're going to be
changing institutions so fast that you do not
even know that you are changing them and
you are bound to come into great conflicts
with males. They have a reason to be threat-
ened because their economic base and

how they have related to that economic base
is going to be threatened. | would like to
know if we feel we can really deal with the
kind of impact that we as women can gen-
erate in society. Can we deal with the
changes that men may have to go through,
that we may have to go through? Can we
deal with money? What does it mean when
you are a successful professional artist
making $25,000 and your husband is making
$10,000 a year when the society is gauged
on the image of economics? How are you
going to deal with that in a family scene?
How is your husband going to deal with it, is
he going to stay home and cook and clean?
The roles within the situation are going to

be coming into juxtaposition. Are you going
to have to say I'm going to be an artist and
I'm going to be single? There are so many
questions that we have to deal with when
we're talking about being a woman profes-
sional, a woman artist. Any man would be
threatened. | feel threatened by just having
to confront what the future may offer.

Allyn Roberts: What'’s your anwer to it?
Elvie Moore: | have no answer.

Valentina Litvinoff: Some of the changes you
mentioned will probably have to come
through modifications and changes in the
economy so that men and women aren't
pitted against each other as they are now.

Doris Freedman: On the basis of economics,
what is to assure that the positive elements
that you talk about in the feminine principle
will be maintained once women do attain
more powerful, more influential positions?
Will they not perhaps adopt those so-called
male principles?

Allyn Roberts: It would seem if you look at
what is happening in society that the
extremes are becoming less, are they not?
We see more and more men becom-

ing comfortable with things that were
viewed even a generation ago as female
characteristics. How can we hasten this
process even more?

Ann Snitau: Yes, | see a change. The
younger student men seem to be much
more open to these notions and there is
cultural movement, but | think we have to
deal with the hard part—with the economic
threat and the question of how men can be
convinced to give up power. How can
androgyny take place if we don’t accept the
idea of political struggle?

Bonnie Cashin: All we talk about is power.
Power is within yourself. It's educating
yourself and opening up your own mind so
you are a more creative person. | really get
impatient with women who spend all their
time talking and no time developing. You
have x amount of time and x amount of
energy in your life and if you spend all that
energy talking about how you're put down,
you have no time to use that energy for
anything constructive. | mean you've got to
rise above it, you've got to rise and see
things in a comprehensive way. You all
sound as though you’ve had horrible experi-
ences. | really don't see it as horrible
experiences.

Kay Clarenbach: You don’t see a dehuman-
ized world that needs a lot of change?

Bonnie Cashin: | don’t. I’'m a successful
business woman. I've worked since | was
sixteen years old. | came from a poor but
intellectual family.

Kay Clarenbach: And it doesn’t distress you
to see Watergate?

Bonnie Cashin: Of course it does, but that
doesn’t have anything to do with my
creativity. That’s another facet of life.

It has nothing to do with what | produce.

| feel if | fulfill myself and use every vestige
of creativity within me and view all of the
problems in a creative way, then I've done
pretty well.

Kay Clarenbach: Yes, but this session is
dealing with social change and how men
and women can be partners in social
change.

Bonnie Cashin: It’s dealing with social
change and my work is in social change—
it's freeing woman in a certain area of

life so she can get on with the marvelous
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business of living. | can't take it all on
so | do my own little tiny part.

Roberta Meyer: You use this word creativity
and you say that we should use our creative
energies to find out in what direction we
should be moving in. Do you realize that the

CHANGING THE VALUES AND PRACTICES
OF CULTURAL INSTITUTIONS

Discussion Leader: Lois Jones Pierre-Noel
Artist and Professor, Department of Art,
Howard University.

Lois Jones Pierre-Noel: As a black woman
I am naturally interested in equality of
opportunity. | would say that one-half of all
contemporary work shown should be by
women and one-half of single artist shows
should be by women. Boards of trustees,
educational programs and so forth should
equitably represent the races and sexes.
And one of the best strategies for bringing
about change is to establish lines of com-
munication between Black, White, Puerto
Rican, Native American, Chicano, Oriental
artists and women artists. What procedures
have worked for Blacks, for example, and
can similar ones work for women?

Vivienne Anderson: What are the strategies
whereby you translate what you want to get
into the life blood of these institutions which
are for the most part very rigid, sometimes
decadent, and where the power base is
strong and the leadership resistant to
change? As long as the policies remain
polarized, the policy makers remain polar-
ized from those who want change. | believe
that the polarization has to be broken and
the forces have to begin to think together
and to change together.

Betsy Damon: Unfortunately an institution
can easily exhaust any number of individuals
who might have the energy to attack it.

Vivienne Anderson: | don’t think that indi-
viduals can necessarily attack the institution.
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nature of creativity is moving from the
known to the unknown? We can only deal
with what we do know. And we are doing a
creative thing in trying to find out what is in
the future for us. That's right in the heart

of the creative process. We cannot
formulate that. []

Ruth Milofsky: Institutions regularly out-
weigh the disturbers. They make some
minor concession, they wait for the people
to forget about it or to graduate or go away
and then they maintain the status quo.
There has to be some very serious continu-
ing effort.

Kay Johnson: The working classes faced
this long ago and their answer was to be
unionized.

May Stevens: For women? If it's a faculty
union, for example, the women will be more
than outnumbered by the men.

Kay Johnson: Well, you may decide, as a
relevant part of your contract, making the
executive body half women—you negotiate
from this premise.

Perry Miller Adato: | think this is an impor-
tant point. If you formed a union of faculty
members or, in my experience, an associa-
tion of the producers, the male producers
will outnumber the female producers by
eight or nine to one. How are you going to
get those men to fight for fifty percent of
jobs to be given to women when it’s
against their own interest?

Kay Johnson: Faculties face these problems
already and liberal as men on faculties like
to say they are, they are not when it comes
to this question.
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Lorraine Gross: But some of these problems
have been solved. The laws now state that

you must have greater proportions of women
on your faculty than previously, so this

year they are seeking women.

Pat Clark: They have affirmative action pro-
grams at the universities now that are
supposed to be doing great things but they
simply protect the institution. The affirmative
action person is usually set up as the buffer
between the women and the university to
protect the university laws. Really, it's a
very tenuous position and we must admit
that we are “tokens.” In order to really
become active we have to become politically
active.

Betsy Damon: | think we're in a period of
“deep tokenism.” Every woman in this room
would be deluding herself if she thought
that real progress has been made. We are
in a crisis moment because there are so
many women now receiving opportunities for
themselves and having their conscious-
nesses raised, but the concessions won are
tokens. Every institution has a one-woman
show. Vassar has one, the cultural center
has one, and there were only two more
women represented in the Whitney annual in
spite of the enormous protest that went on

a year before.

Cornell has no more women tenured faculty
than it had fifteen years ago but it has
affirmative action. It hired a black woman
to solve two problems and that poor woman
is in such a terrible position that she will
leave. She shouldn't stay. It's a burden to
her. We really have to conceive of ourselves
as a political body and as a grassroots
movement using everything from law to an
aggressive movement. But we have to
remember that the law will only work with
aggressive movement.

Margaret Mahoney: We should think about
strategy in the true sense of the word, about
what we want and how we are going to get
it. The basic issue in change is to know
where the power lies. We have to inform
ourselves about where decisions are made—
within single institutions, within the over-
lapping institutions, the federal sector or the
state sector. | would tell you as a devil's
advocate that it is a waste of time to say
that you do not want to associate with
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women’s groups or be in a woman’s show
or that you do. The issue is, if you want

to get from A to B, you're going to have to
decide how to do that. As women one of
our strategies should be precisely to have
shows on women and on black women
because that’s the way to get things started,
names into papers, names advanced. One
of the problems that university people tell
me all the time in every field is that we
can’t find women. Well, in one way, it's true.
It’s extremely difficult to find a talent. It’s
exciting for me to come here and see so
much talent—it usually is not collected.

Perry Miller Adato: We have to recognize
that what we are talking about is power and
influence. Women are afraid of the word
“power.” Changing things means having
influence. In four years there has been an
enormous change in the visibility and the
characterization and the image of the black
on television and film. There were certain
things the blacks did. First of all, they
raised the consciousness of black people.
When we first heard “Black Power,” all of
us, including myself, were very frightened.
What were they going to do? And then we
began to realize that they weren't talking
about taking over the power. They were
talking about sharing the power.

It was easier with blacks because blacks
knew they were being discriminated against.
It's harder with women because a lot of
women who are not in this room do not
know that they are discriminated against,

do not realize that they have a subordinate
position.

Lois Jones Pierre-Noel: Really, one of the
most important tools for change is harass-
ment. | mean you really can be effective.
You must unify. That's what we did as
blacks. We have the National Conference
of Artists and we unify and then demand,
and harass, and embarrass.

Ruth Milofsky: | have the impression that
all institutions are very sensitive to bad
publicity.

Margaret Mahoney: But it depends upon
what role you play and where the visibility
is. Wouldn't it be best for us to try to gen-
erate specific ideas and then go back and
see what we can do? | think that litigation,



for example, is extremely important. It's
only one point but it ought to happen all
the time. Every time you have a case it
ought to be brought into a litigation system.
There are about twenty, thirty, or fifty
mechanisms and you've got to get them out
on the floor so that we can understand
what they are.

Vivienne Anderson: We may get a series of
little victories which are very crucially
important but until we actually crash the
policy-making level we don’t get anywhere.
| have observed that there are people in
top policy-making positions who have a
very sincere commitment to equality for
women, a very sincere conviction that that
commitment is real. They really believe it,
but there is a big difference between this
conviction and their own personal sincerity
and what actually happens within that insti-
tution. We have to become a part of the
top echelon policy-making instrument.

Those forces that you are talking about
garnering have to address themselves to

the highest level. We have in New York
today in our own department—the educa-
tion department—a task force working on
this problem. When we started out we were
all a part of an amorphous bureaucracy and

we started out with a very philosophical
stance. Not one of us thought that we
ought to ask the Commissioner of Education
to let us sit as a watch-dog committee on
the appointments that are made in the
policy-making echelon. After a while though
we finally did ask for statistics. The position
paper which was issued by the state board
of regents and the Commissioner espoused
a very sincere theory of equality for women
in curriculum and employment, etc., but
when we asked our personnel division to
give us statistics on the appointments that
had been made from the issuance of the
paper (which was one year ago) up to the
present date, we found that at the bureau
chief level and above we had thirty-three
appointments in that period of time, three of
which were women. One of those was a
lateral transfer, technically a new appoint-
ment but we didn’t consider it so. At that
point we changed our entire stance. We
submitted a specific policy recommendation
which was that the appointments made in
the G-27 and above jobs (bureau chief and
above) must be fifty percent women.

It came back to us again and we modified

it to thirty percent with a repertoire system
that has to be scrutinized by the task force
at given periods of time. That has been
accepted.

Die by Faith Ringgold (New York),




Recently we had an open-door session in
the department. We asked people to come
in and talk about this problem. Not one
man came, but fifty women came. It was a
very interesting, very informal discussion.
At the beginning of the session three women
from the governor’s staff joined us. In
talking with them after the meeting they
told me that they had pointed out to the
governor that the situation in the depart-
ments of state was unconscionable and
they had actually persuaded him to be
receptive to this problem. They said that
within one year they are going to visit every
department of state and hold open hear-
ings in every department. At the same time
they are building a “‘talent pool,” they are
getting résumés, because as was pointed
out before the first thing that is always said
is: “Oh sure, we can appoint women to top
jobs but we can’t get any qualified women.”
Well, they are going to have a “bank”
available and, she said, “By the end of this
year the departments of state will be
screaming for women because they will be
pushed into a position where they have to.”

Perry Miller Adato: That is just exactly the
point. | think the key operative phrase is
“pushed into a position where they

have to.”

Margaret Mahoney: 1'd put first on the list of
priorities information gathering. Without the
data there will be no platform with which

to begin.

Betsy Damon: The evaluation of the artist’s
work is subjective however. And all the
pressure in the world and all of the objec-
tive evaluation won’t insure that museums
will include certain types of art work. The
very exclusion of certain kinds of art work is
debilitating to us. It’s debilitating to the
artist.

Barbara Manger: Are these institutions

worth fighting to get into or can some of

our energy be directed toward forming alter-
native institutions? In many cases that is

a much more profitable use of energy, time,
and effort than batting our heads against

the wall.

Margaret Mahoney: You really haven't
changed the system then.
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Perry Miller Adato: | don’t believe the
answer in media, for example, is for women
to make their own films and make their own
tapes although | suggested that as one of
the things that should be done. | don't

think that we can just give up the other
ninety-five percent of the film and television
world which affects our children. We really
have to make our own personal choice.

Do | want to start an alternative small out-
let or do | want to get into an established
structure? We have to do both and we have
enough women to do both if we raise their
consciousness.

May Stevens: What is needed is a national,
powerful Women in the Arts Committee. In
the peace movement there never was just
one organization but all worked together on
specific strategies. | think people who have
been to Washington know that they will
never forget that experience.

Fannie Hicklin: | have been interested in a
number of comparisons which you have
made with the black movement and it is a
little upsetting to see that after you have
spent only three years in the movement,
some of you are despairing. We spent a
hundred years and we did not despair.
There was no one organization—we had
Urban League, NAACP, SLAVE, CORE. You
have had things rather comfortable, most of
you, and your consciousness has suddenly
been aroused. Our consciousness went on
over a long period of time. And it was a
matter of knowing that one plugged away
wherever one could. And that meant as an
individual or as a member of a group or
whatever. What's three years in terms of
one's individual life or in terms of a raise or
in terms of a group? And so now that you
have had your consciousness suddenly
aroused, you have become irritated and you
expect an immediate terminal. How long
has it taken some of you to accept blacks?
You may not yet really accept them but you
suddenly want to be accepted as women.

| want to be and | recognize the legitimacy
of all that you have said but | think that you
are not being totally realistic and practical
because you don’t get people to change
immediately.

Betsy Damon: The women’s movement has
been around for a hundred years too. [J
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THE ETHICS OF POWER

Discussion Leader:

Sister Mary Austin Doherty

Professor of Psychology, Alverno College,
Milwaukee.

Sister Mary Austin Doherty: Most of us
women have a very difficult time dealing
with the question of power. The ethics and
the use of power cause some very serious
guilt feelings. The reasons for that seem to
be that in our society there are different
definitions of power attributed to the two
sexes. The power attributed to men is
direct, physical, effective. The power that is
usually attributed to women is an indirect
kind of power which supposedly manifests
itself in manipulative or exploitative rather
than beneficial ways. This is just a
paradigm of what happens with other con-
cepts in our society—we divide them in
order to attribute one aspect of it to men
and one aspect of it to women. Those of us
who are artists and who are interested in
women as artists and their contributions
must learn to define power out of our own

Marian Anderson. Courtesy: Metropolitan Opera.

lived experience as women, rather than
accepting this attribution of power as it is
often laid upon us. What does it mean for a
woman to exercise power as an individual,
as a member of a group, or within the group
itself?

llona Kombrink: In my profession as a per-
former it's very difficult to say how power is
given because in music you have delegated
positions of power. A first singer in an
opera house has a certain unquestioned
position of power as an individual. It's dif-
ferent when you sing in a chamber group,
however. | find that power does begin with
oneself.

Nancy Knaak: Several years ago one of the
administrators on our campus said rather
angrily, “Power is worthless unless it's




used,” which is an idea | haven’t really
made up my mind about yet but it seems to
me that power might be available to draw
on without necessarily always being used.
Another male colleague once suggested
that in my own appearances before the
university administrative council in discus-
sions on affirmative action | should never
go in without telling my friends on the com-
mittee ahead of time what | would say to
make sure that they would not attack me.
And my argument was, “I’'ve known these
people for twenty years; and if | can't talk
to them about an idea without getting all
tied up in knots, nothing will be accom-
plished.” And I’'m not going to play the
game in the old manipulative way. Natural-
ly, 1 think my approach is the ethical one.

Vera Mowry Roberts: | have always felt that
power corrupts and absolute power corrupts
absolutely. This can be historically demon-
strated over and over again. I'm a theater
historian by scholarly persuasion and so
I’'m always taking a historical viewpoint.
One of the difficulties in the status of
women historically has been that they have
had so little direct power. | think it's a con-
cept that we even have some difficulty in
dealing with. Does power mean being able
to tell other people what to do and see that
it gets done? Does it mean the plotting of
solutions to problems and having the plan
that everybody adopts?

In my own experience, in the positions of
authority and responsibility that | have held,
| have found that | was indeed able to move
groups. And | have come to believe that the
art of persuasion is the greatest power an
individual can possess because it takes into
account the fundamental worth and dignity
of the other persons with whom you are
dealing. | think that as women move more
rapidly and in greater numbers into posi-
tions of power we are faced with the ques-
tion: Are we afraid of power? If we are in
the decision-making seats, we must take the
responsibility for those decisions. That’s
pretty scary.

Patricia Kerr Ross: My responsibility is to
conduct a university-wide arts program and
my work puts me in a very unique position.
Since I'm part of the central administration,
one of very few women in a very large
organization, | think | have an advantage

because amidst difficult, almost unsolvable
problems, | represent the arts. And the arts
have a wholesome power, a positive image.
Somehow the area that | represent is not a
terribly difficult problem area to the adminis-
trators | deal with. | think | have power
because of the fact that they’re disarmed by
the arts; because the artist is seen as a very
positive force in the State University of New
York. | don’t want to use that power acci-
dentally. | don't want to make the mistake
of not being absolutely aware of what I'm
doing so that | lose the advantage in my
own situation.

Athena Tacha Spear: Personally, | am not
worried about power. | have had it when-
ever | wanted it and | am not afraid of tak-
ing the responsibility for it. | am most inter-
ested in the aspect of women as a group
acquiring more power, but without imitating
the power structure of men and without
becoming a part of the same corrupt system.

Elizabeth Janeway: If we just say power cor-
rupts, we might as well say that because
fire burns, we won't use fire.

Clare Spark-Loeb: George Bernard Shaw
said that it is fools who corrupt power and
I’'m with him. | want all the power | can get
so that | can go to the beach with a clear
conscience.

May Natalie Tabak: | can reject power or
accept it as a private citizen but my rela-
tions to power as a novelist are completely
different. | have no ethic to express as a
novelist because | cannot let an ethic come
between me and my character’s action.

| want to know about power for my charac-
ter so that | can free the part of myself that
is very rigid, very ethical, and a terrible
bore. As a novelist I'm interested in the
power that women have as social creatures
at a dinner party or a tea party or their
status in the community. I'm interested in
the power of gossip. Several of you men-
tioned the power of persuasion which is
also the power of seduction—it's a subtle
difference. Seduction is merely a corrupt
form of persuasion.

| have one more point. Why do we sound so
pathetic when we talk of a woman having
only indirect power; we are full of admira-
tion for the prime minister who’s manipulat-
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ing the whole country and the king and the
queen by indirect power. We feel there's
nothing pathetic about his role.

Faith Ringgold: I'd like to know quite a few
things about power. I'm not afraid of it;

I like it, but | don't have any. What | do
have is the power that | have over myself.

| associate power with freedom and | feel
freedom within myself. | live in a hostile
world and | feel powerless in relating to
other people and to the world, but inside
myself | feel free and powerful.

May Stevens: I'm an artist and I'm very
aware of what | don't like in the structures
which exist into which | would have to move
in order to succeed professionally on the
level that | would desire.

Rose Slivka: | never knew | had power until
they, the people on the outside, told me that
| had power. | guess | was not conscious

of it because | assumed that the opposite

of power is helplessness and that | think is
corrupting. And so | realize that | have got
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to face the power needs, that is, the free-
dom to do what | want to do with my ideas
and, to me, that is power.

Linda Nochlin: I'm interested in three
aspects of power. First of all, | think it's not
power that corrupts but weakness that cor-
rupts. The second thing is the notion of
justice in relation to power. | don't think
that women should have any obligation to
be better than a man. | feel it is being the
good girl scout to feel that women must
have moral superiority. When you're weak
you can feel morally superior because you
don’t have to feel responsible. | hope that
we can change the power structure, but |
don't think that it's women’s obligation.

I think women should have power in the
interest of justice. The more groups that
have access to power, the more we have a
just society. It might be a very wicked
society, but at least more of us will be
responsible for it, good or bad. And third:
I'm interested in the relational aspects of
power—power as a kind of dynamic relation.
It’s not some hard and fast lump that you




can clutch to yourself; it's how you relate
to the world.

Sister Mary Austin Doherty: How can women
be powerful considering these notions about
the kinds of power we already have and the
hazards built into the way it is currently
exercised? How can we build into our con-
cern the responsibility inherent in power

and remain true to ourselves as women?

Linda Heddle: When individual women get in
positions of power, administrative positions,
directorships on boards, they have power.
How do they exercise that power? When
women get in these positions they are often
accused of becoming just like men.

Athena Tacha Spear: Women don’t have to
prove that they're better than men but why
not learn from their mistakes. I'm very both-
ered by the fact that many individual women
and groups of women who acquire power
within the movement seem to turn it against
others. | think that’s imitating the examples
of how power has been used so far within
male-dominated societies and | would like
to see alternatives to that.

Faith Ringgold: Until the women’s movement
becomes a movement that crosses class
lines, it’s no different than any other move-
ment with a narrow focus. Actually, there
is no amount of conversation or instruction
or workshops that is going to stop powerful
women from doing powerful negative things
if they get a chance, and they will get a
chance if the mass of women are not exer-
cising their own individual powers to keep
themselves free and to keep people from
controlling them. The society itself has to
prevent powerful people from controlling it.
If more people wanted to change things and
more people got involved, there would be
no room for the all-powerful single
individuals.

Clare Spark-Loeb: | think we need to deal
with the specific instance of who’s using
power for what ends in what context. If we
organized our educational systems from
early childhood toward collective ends,
toward changing society, toward responding
to all kinds of human needs instead of
perpetuating the power structure which
exists, all of our institutions of education
would be totally different. Our relationship
to thought and action would be different.

At what point in child rearing does the idea
of thought and action become separated?
Don’t we, after we get certain kinds of
knowledge, diminish our humanity if we
don’t act on that knowledge? Don't we have
to turn off vital parts of our being by not
acting? So many of us have so much
invested in our lives that it's truly going to
be a struggle to change. I'm terribly con-
cerned with changing elementary schools,
nursery school education, child-bearing
practices, getting control of mass media so
that people who don’t have access to these
advanced institutions can benefit from them.
But we have to also not be afraid of the
radical implications that this will mean.

It's not a joke and it’s a lifelong commit-
ment; and we’re very likely to be knocked
off. I'm not so sure that all of this talking
should be going on in public frankly. | find
it bizarre that women should be talking
about tactics on television shows. I'm sorry
when women accede to formats not of their
own choosing and are used in a way which
makes spectacles of them. In talking about
power, we should always be very specific
and always evaluate each situation in terms
of politics. Are we sharing power or are
we grabbing power? Are we giving to the
art system or are we using our power to
help others get power faster themselves?
We have to accept the fact that we will
never devise a social system where every
person gets his or her way.

Linda Nochlin: We neglected one aspect of
power—that it is often very boring, annoy-
ing and burdensome. This often causes
conflict in the best sort of people because
they simply don’t want to waste their time
with it even though they know they might do
something awfully good through it.

Athena Tacha Spear: When you have power,
you have all the chores that go along with

it. But, by distributing power, you can avoid
this.

Linda Nochlin: Once people have a good
taste of the burdensome aspects, they
bcome much happier to share power and
that does not mean delegating it. In actual-
ity power is not its own reward except for
certain, very specific types of people.

Often it's simply the goal in view that makes
certain people want power at all. It's not

an abstract thing, it's related to the goal

and related to other people. [
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[HOW FEMINISM IN THE ARTS
CAN IMPLEMENT CULTURAL CHANGE

Anomie by Joyce Treiman (Pacific Palisades, Cal.), oil, 1971-72.



by Linda Nochlin
Professor of Art History, Vassar College.

The question | shall deal with is: “How can
feminism in the arts implement cultural
change: defining aims and developing a
philosophy to deal with the outer and the
inner realities of women. The goal is to
resolve a conflict between ingrained atti-
tudes and new possibilities and develop a
plan for translating philosophy and aims
into practical reality in cultural institutions.
This is a rather large order. The best way
of approaching it is a way that I've learned
from the woman’s movement—that is, in
terms of my own personal experience.

Since | am an art historian and since art
history, and art, are cultural institutions, |
should like to tell you something about the
way feminism has led me to question and
reformulate my own position in relation to
the arts and to history itself. Feminism has
been an enormous intellectual, spiritual, and
practical breakthrough in my life as a
human being and as a scholar. Since, how-
ever, | don't distinguish between the self and
society and don’t see them as opposites—

| see them, rather, as totally interconnected
—in talking about myself, I'm talking about
a social issue. Unlike many of the other
people here, | don’t see a basic conflict
between the individual and the social group.
The self seems to me a piece of the social
group that happens to be enclosed in a

certain boundary of skin and bone and has
incorporated a great many values and ideals
of the larger society. Even the feelings that
one thinks of as being most personal are
ultimately gotten from somewhere. And
what is that somewhere? | don't think it's
nature in the raw. It's the particular histori-
cal, social and cultural situations that one is
born into. And in turn, the individual or the
self is constantly acting upon and modifying
and changing the social group so that self
and society or individual and institution are
not hard and fast opposing entities but really
a kind of process in a constant state of
mediation and transaction. Therefore when
| talk of my personal experience, I’'m not
opposing it to the nature of history, to the
nature of an intellectual discipline. | see
them as part of the same sort of structure
and, therefore, | think any one individual’'s
life and experience can be a paradigm for
the whole, can stand as an example of the
whole. It’s not my little personal life as
opposed to every one out there or even to
this country or to this historical moment
that I'm really talking about.

How in effect does feminism have an influ-
ence on the way | look at art history? Or, to
make the issue even stronger, how does the
notion of feminism transform for me the
institution of art, the nature of art, and the
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whole way | look at history? I'll give you
some examples because | think they are
useful.

One of the primary notions that we have
about art is the notion of genius. Art, great
art, is created by great geniuses. And these
geniuses are in some way mythical beings—
different from you and me, more valuable
than you and me—whose products are in
some way inestimably richer and more
important than anything that you or | could
produce. And the genius who is looked up
to by our society as the very apex of human
achievement is seen, par excellence, as the
individual, the one who is set apart from or
rebels or is in some way elevated above the
mass of ordinary human beings.

When | began to be interested in feminism
and when | started looking into the actual,
concrete historical situations in which art
was created or could be created, | found
some very interesting things. Far from
being totally unpredictable or uncaused,
great art was usually produced in fairly pre-
dictable situations. For example, very often
great artists had had fathers or even grand-
fathers who happened to be artists; in other
words, often it was a family endeavor.
Naturally, someone who's interested in art is
going to encourage progeny in that direc-
tion. And I found many father-son or even
grandfather-father-son art situations. Second
of all, | found that if the talented child in
question happened to be a woman the
chances of her going on to be what is con-
sidered a “genius,” that is, an innovator in
the field of art, were minimal no matter what
degree of early talent she showed. For
example, going to the museum in Barcelona
and looking at the early work of Picasso is
really an eye-opener. He was a very, very
talented little boy and his early work is
extraordinary—he was indeed a child
prodigy. | might also point out that his
father was an artist and a teacher of art.

| asked myself: what if Pablo had been
Pablita? What if he had been a girl? | went
to the Brooklyn Museum class for talented
children and there really were girls in that
class who were also little wunderkinder—
little child prodigies—who did work on the
level of that of the twelve-year-old Picasso.
What happened to them? Why didn’t their
genius come ‘to fruition in the way that
Picasso’s did? One tends to think that in
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any situation innate genius will come out no
matter what the odds are against it. But it
does not come out, no matter what the odds
are against it. It comes out only in very
special circumstances, and it fails to fulfill
its potential in very definable circumstances
too; and one of those circumstances of
almost guaranteed failure is if the child
prodigy in question happens to be a woman.
There are no doubt many unsung Pablita
Picassos who are doing dish washing or
being sales girls simply because of the fact
that they are women.

Now this of course forced me to raise other
issues in art. Feminism not only asks ques-
tions about the position of women in society,
it seems to me that it forces basic ideologi-
cal questioning of many other assumptions
we accept as normal in a given culture or a
given society. In other words, if you ask
why are there so few women who have
pursued successful careers or are what we
call geniuses in the fine arts, feminism forces
us to be conscious of other questions about
our so-called natural assumptions. That

is one way in which feminism affects cultural
institutions: it sets off a chain reaction.
From your feelings about injustice or your
feelings about wanting to push further into
issues like that of genius you could go on to
question a great many other assumptions
that govern the discipline as a whole and
ask why art history has focussed so exclu-
sively on certain individuals and not others,
why on individuals and not on groups, why
on art works in the foreground and some-
thing called social conditions in the back-
ground rather than seeing them as mutually
interactive. In other words, you can ques-
tion the entire paraphernalia and standards
of the discipline or institution that you're
working in.

In addition, my involvement in feminism has
led me to question some of the standards
and values by which we have judged art in
the past. In the article | wrote, “Why Have
There Been No Great Women Artists?,”

| said that | thought that simply looking into
women artists of the past would not really
change our estimation of their value.
Nevertheless, | went on to look into some
women artists of the past and | find that my
estimations and values have in fact changed.
Another plus to feminism which | think can
make one more flexible, more open to



abandoning or rejecting our own previous
positions when we find that we're wrong.

| think that's another thing that I've learned
from the feminist movement: not to stick to
a position because one's ego is involved in
it but to let go of an old idea and see how a
new one works. In any case, | have been
looking into women artists of the past and
| find that in the process of examining them
my whole notion of what art is all about is
gradually changing.

For example, one of the artists in the past
that | had always been taught to look down
on as a horrid example of the salon machine
manufacturer par excellence was Rosa Bon-
heur, a laughing stock, the prototypical
academic painter. Now I've gotten very
interested in Rosa Bonheur. First of all it’s
interesting to know that she was the most
popular painter in the United States. She
was probably the only painter who was
really known out in the Middle West or in
the Far West, by means of prints and repro-
ductions. She was practically the only
painter that a lot of people were acquainted
with and | still know older women who say
they grew up in Kansas or upper New York
State and the only art work they had was a
print of The Horse Fair that hung in the
kitchen. That was their contact with art—
Rosa Bonheur. And | asked myself why has
she been rejected? It’s not because she's a
woman. I'm not naive enough to think that
that is the reason: it's because the style of
art that she made went out of fashion.

But being interested in realism and being .
interested in a kind of justice for art—
rejected styles need some support and some
help just as rejected people do!—I decided
to look into the work of Rosa Bonheur and |
came up with interesting results. The
results were so interesting that | decided to
look into other nineteenth century women
artists as well and have done further work
on Rosa Bonheur. It is certainly significant
to Rosa Bonheur’s development as an artist
that her father had been an active member
of the utopian Saint-Simonian community at
Menilmontaut. The Saint-Simonians were
firm believers in equality for women. They
disapproved of marriage; they believed in
equal educational opportunity; they advo-
cated a similar trousered costume for both
sexes; and they made strenuous efforts to
find a woman messiah to share their leader’s

reign. All of this must have made an enor-
mously strong impression on the young Rosa
Bonheur whose father was himself an

artist, although a struggling one, supporting
the point that art tends to run in families.
(Another interesting fact derived from
research on Rosa Bonheur was that the
Saint-Simonians were among the first to
believe in total mutual dependency. Their
garments all buttoned in the back which
meant that you had to get a fellow member
of the community to button you—a very
interesting symbolic idea.)

The notion of egalitarianism for women must
have made a profound impression on the
young Rosa Bonheur. “Why shouldn’t | be
proud to be a woman?”’ she once responded
to an interviewer. “My father, that enthusi-
astic apostle of humanity, many times
reiterated to me that woman’s mission was to
elevate the human race, that she was the
messiah of future centuries. It is to his doc-
trines that | owe the great and noble ambi-
tion which | have conceived for the sex
which | proudly affirm to be mine and whose
independence | will support to my dying
day.” The Horse Fair is indeed a work of
noble ambition. There is nothing stereotypi-
cally feminine, i.e., soft, delicate or dainty,

in this powerful, highly charged work. Its
overpowering size itself constitutes a self-
confident answer to the challenge of the
young woman artist’s abilities. The theme of
human strength pitted against animal energy
depicted in The Horse Fair had existed as
far back as classical antiquity: indeed Rosa
Bonheur claimed that she received her

initial inspiration for the painting when she
went, as she often did, to study horses from
life, wearing masculine costume, at the
Parisian horse market, where the sight of
the horse dealers showing off their merchan-
dise suddenly reminded her of the Parthenon
frieze. So there she was, dressed like a
man, full of vigor, watching the men show
off their wonderful Percheron horses. (And

I might add that The Horse Fair started a
vogue for Percherons which made the breed
popular throughout this country.)

She immediately went to work setting down
her initial impression. The final Horse Fair
is based on many studies from life and pre-
liminary sketches. But it is a work in which
the raw material of immediate observation
has been transformed in the interest of more
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The Horse Fair by Rosa Bonheur. Courtesy: The Metropolitan Museum of Art.
Gift of Cornelius Vanderbilt, 1887.




lasting values. Forms have been generalized
and idealized to emphasize the muscular
vitality of the animals. The surge of move-
ment is heightened by skillful manipulation
of the dynamics of the composition.
Adrienne Rich in a recent issue of MS maga-
zine commented on the stifling of women'’s
energies and the resulting vague sorrow,
melancholia and despair characteristic of
women’s poetry in the nineteenth century.
When we look at The Horse Fair how
refreshing it is to find an artistic statement
in which a woman’s energy, all her vigor
and power, far from being stifled, find a
direct equivalent in the grandeur and
dynamism of the work itself. For the real
subject of The Horse Fair is energy, physi-
cal freedom and power: energy as displayed
by a woman and the pride and joy that both
humans and animals take in the visible
demonstration of energy. While many mod-
ern critics have disparaged Bonheur's
masterpiece as a typical salon machine of
its time—for instance John Rewald, an
authority on the art of the nineteenth cen-
tury, recently characterized The Horse Fair
as "highly expendable’” and a “majestic
exercise in futile dexterity”—it is well to
remember that present-day judgments of
nineteenth century art are themselves in the
process of reevaluation. Many of the works
cast aside earlier in the twentieth century as
salon machines or kitsch are now being
reconsidered in contexts less exclusively
determined by formalism and the emphasis
on “pure” pictorial qualities.

In the light of this reevaluation it is again
worthwhile to look back at the positive
judgments of the paintings by Bonheur's
contemporaries, like the reviewer in the
British Art Journal who wrote about The
Horse Fair in 1857, “There is a freshness in
this picture and a living power and a deep
yet simple sympathy with nature which
causes it to grow upon the spectator and
make one wish to look on it again and
again.” Here, then, is an instance of how a
feminist approach may bring about reevalua-
tion, making us look again at pictures which
have been cast aside and really rethink of
the implications of this rejection, making us
ask what elements exist within the work of
art that one might look at from a feminist
viewpoint.

Still another area in art history that | have
been examining is that of nineteenth century

Britain. It surprised me to find out that
approximately 3000 names of women artists
were listed in Grave’s catalogue of artists
who exhibited in London during the nine-
teenth century. A lot of them it’s true
showed one flower painting in one

minor show, but many of them showed
consistently in the most prestigious
showplace of all—The Royal Academy.
How many people can call to mind a single
nineteenth-century British woman painter?
It is hard. These women, 3000 strong, have
been simply dropped from the rolls of his-
tory. Since art history demands detective
work and a desire to track down historical
facts, | wanted to find out who these women
were and what had happened to them. And
| did find quite an interesting group of
artists for a big exhibition of women paint-
ers which will take place at the Los Angeles
County Museum in 1976 or '77. This exhibi-
tion is itself an example of how feminism
can affect our cultural institutions, because
such a large scale show of women artists at
a major museum would, | think, have been
unthinkable ten years ago. This is an exam-
ple of how feminist pressure, women’s inter-
est in the arts, and the work of feminist art
groups, in Los Angeles particularly, have
assured the fact that women are finally
going to reappear in art history.

Some of the most interesting nineteenth-
century British women painters are those
who did narrative painting, painting which
tells a story, which is generally realist in
character and which follows in the great
British tradition established by Hogarth and
carried on throughout the nineteenth cen-
tury. Narrative painting has been singularly
neglected and rejected for a variety of
reasons (having nothing to do with the issue
of women artists) by critics and art histo-
rians of today. Through my study of these
nineteenth-century women painters, my
admiration for and my interest in the whole
realm of narrative and genre painting has
risen enormously. And | began to ask my-
self why it is that traditional art history has
taught us to admire, respect and devote our
lives to the difficult and complex iconogra-
phy of Van Eyck or Direr or Michelangelo
with its erudite religious references, its neo-
platonic double meanings, its hidden refer-
ences to contemporary events, and has
simply cast aside or laughed at the equally
rich, meaningful and in many ways complex
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iconography of this narrative genre painting
of the nineteenth century. Why is this con-
tent, often dealing with social issues in the
lives of ordinary men and women and with
the moral problems of the day, cast aside as
trivial whereas what seems to me rather
paltry and silly questions about neo-platonic
doctrine in the sixteenth century is taken
enormously seriously, suitable for a lifetime
of scholarly work? Why is there this kind of
value dichotomy governing our cultural
institutions? Here again feminism led me to
ask questions which are not necessarily
totally concerned with the issue of women.
Feminism is like a key that unlocks many of
the closed compartments in the mind, com-
partments created by one’s “natural’”’ expec-
tations which now have to be revised, cast
aside, sorted out again.

The Water Quilt by Joyce Weiland (Canada), embroidered cotton and printed cloth, 1970.
Collection: The Art Gallery of Winnipeg. Courtesy: arfcanada. Photo: Eberhard Otto.



Rose Gonzalez and two of her award-winning pots (Pueblo, N.M.). Courtesy: Exxon Company, U.S.A,

Still another issue raised by the examination
of nineteenth-century women artists is that
of the democratization of the very creation
of art. | have been looking more seriously

at decorative art since my involvement in

the women’s movement, for the decorative
arts are one of the realms in which women
were “permitted” to express themselves in
the past. In the course of investigating the
work of American women artists of the nine-
teenth century, especially those of the

Peale family, | found out that there were a
whole group of what are known as
“theorem” painters: women painters who
painted from patterns or stencils; these were

the ancestors of our paint-by-dot kits. There

were in fact rule books and stencils—
(“theorem’ meant stencil)—so that women
could make their own works of art by using
stencils, following directions about what
colors to apply, using sample patterns and
so on. According to one authority in the
field in nineteenth-century America women
turned away from more elaborate types of
embroidery, lacemaking, and stitchery
because they simply did not have time to do
it in the New World. They wanted an easier,
quicker means of self-expression: theorem
painting was one way of doing it.

In a certain sense, then the democratization
of art-making took place in the United States
in the hands of women. One may or may

not think this is a good thing: the issues of
“‘creativity’ or “individual expression”

raised by such procedures are far from
clear. Perhaps painting from stencils was a
kind of conceptual art before its time.

It raises all sorts of interesting issues but

it is not so far away from the intention
behind what Seurat and the Neo-Impression-
ists were to do later on in France. Seurat
and his friends, Signac, Cross and the
others, were ardent practising anarchists
who really believed in the democratization of
art. They believed in painting subjects from
everyday life, in painting working-class
suburbs: the Island of La Grande Jatte has
to do precisely with ordinary and upper-
class people mixing in a working-class out-
ing place. And Seurat and his friends also
tried to invent a system whereby the making
of art could be universally available to all.
His friend, Charles Henry, invented some-
thing called the aesthetic protractor which
was a method of judging lines and colors
suitable to the mood and subject you wanted
to express. Seurat codified his system,
saying that lines above the horizon created
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a gay mood, lines below the horizon a sad
mood, emphasize blue and purple dots for
an evening calm painting. This was a way
of making pictorial expression more gener-
ally available. He also boasted that he
could work on La Grande Jatte by gaslight,
for his “system’” worked so perfectly that he
knew exactly how many dots of which color
he could apply to each area in order to
produce a given effect, no matter what the
lighting condition might be.

This does have democratizing implications.
We may now object to Seurat’s system as
being a mechanization of art, a kind of
dehumanization of it. But to Seurat and to
many of the people around him, as well as
to these women theorem painters, this was
not the issue. The point was that more
people could derive the satisfaction of
creating something for themselves that they
thought of as art, no matter what our par-
ticular present-day judgments of it are.
And we have to remember, too, that the
whole notion of the standardized, the
mechanical, and the repeatable did not
necessarily have the negative implications
at that time that it has now. Mechanization
and standardization were seen as instru-
ments of democracy, ways of making more
and more available to more and more
people, not as instruments of alienation or
dehumanization. Here again my interest in
the women’s movement forced me to
rethink certain issues and certain innova-
tions in the field of nineteenth-century art
which | hadn't really thought about before.

These then are some of the ways in which
“we as individuals and members of social
groups can effect change.” That is, by
doing, writing, publishing, spreading, and
simply thinking about issues in our own
fields. | don't believe one can separate
thought and action: | think thought is action.
| don’t believe that going out and waving

a muscle means that you're acting. | believe
thinking is one of the most important forms
of action because it's the form of action

that leads you to truth and it is only

through truth that you can arrive at what is
really the whole point of the women’s
movement and that is the implementation of
justice. If we don’t know what is true, it
seems to me we cannot implement what is
just, and for me, justice is the main goal

of the women’s movement, not all women
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loving each other, or women establishing a
realm of special virtue (because | don't

think that women are especially virtuous nor
need they be). But | think that our first
priority is to implement justice.

By that | mean two different things: primary
justice or the abolition of primary prejudice
but even more important, the abolition and
combating of secondary injustice or dis-
crimination. And let me differentiate. By
primary injustice | mean the very obvious
fact that there are no women in the
Supreme Court, that there are almost no
women bank presidents—maybe there's one
—that there's never been a woman presi-
dent of the United States, that it is very hard
even in the realm of the arts to mention a
woman museum director. But in any case
those are the obvious and visible manifesta-
tions of injustice. Women are simply open-
ly deprived of visible opportunity. On that,
we work with affirmative action, we work

on making sure that faculties at colleges
and universities are as co-educational as
the student bodies. (Why is it that we call a
college “co-educational” when it has a half
male, half female student body, but not half
men and half women faculty?) The area of
overt discrimination—primary injustice—is
our first fight, but it’s not really the major
fight.

The major fight is against secondary injus-
tices. And by secondary injustice | mean
the whole way that women are dealt with
from the moment they enter the world.

I mean the fact that men very often show
more attention to, are rougher with and
more demanding with their male children
than with their female children. | mean
what a child entering a nursery school sees
and experiences. All the teachers there are
women. In other words, right away male
and female children are indoctrinated with
the notion that women are there to serve
their needs while men are off doing some-
thing else, presumably more important.

| would also question the notion that “‘boys
will be boys"—in other words, permission
and encouragement for roughness, brutality,
violence, ignoring the sensibilities of others
granted to young people of one sex: male;
reproval (and kids get the notion very quick-
ly of what is approved and disapproved)
either voiced or not of such behavior in
women. | don’t have to mention too many



examples. Another might just be the
assumption that it is women’s duty to
arrange for child care and the management
of the house, even if she does have a job,
that she’s the one automatically that is sup-
posed to assume that burden. Would one
dare ask a busy executjve to worry about
the babysitters, the meal planning and
household trivia? But women who are the
equivalent of busy executives or who work
all day in supermarkets standing on their
feet are constantly asked to assume these
responsibilities which in a just society
would be taken care in more positive ways
by day care, by living arrangements in
which some of these services are built in,
or by actual sharing; and it seems to me

DEVELOPING CAREERS IN THE ARTS

Discussion Leader: Doris Freedman
President, City Walls, Inc., New York

Doris Freedman: Artists throughout history
have had periods where they have come out
and made strong social statements and
involved themselves in broader communi-
ties. But traditionally they have worked in
the isolation and privacy of their own crea-
tion. This is changing now and because it

is new careers in the arts are developing—
particularly for women.

Arts councils and street theatre groups are
two cases in point. In almost every case
that I'm familiar with the spirit behind these
organizations is a woman. While the admin-
istrative positions in these groups started
out as voluntary positions, today all the
councils have paid executive directors.

Clare Spark-Loeb: When you have a woman
in an administrative position on a news-
paper, television or radio station, things
begin to happen. | devoted many hours of
radio programming to a group of women
called the Feminist Theater. They told me
the group involved around thirty women who
did their own research, writing, directing,
technology—everything. These women built
new careers for themselves. A woman

that until this secondary discrimination is
done away with, until truly we have created
an androgynous society, a society where it
doesn't matter what kind of sexual organs
you have but you do what you are fitted for,
dividing the burdens half and half or taking
turns—until we have that, we still have
injustice. | think that it is the business of
the feminist movement in every field and on
every level to combat both of these types of
injustices, through action, through thought,
through the pursuit of truth, and through the
constant questioning and piercing through
of our so-called “natural’” assumptions.
And it's only in this way that feminism can
be a real weapon for justice for 51 percent
of humanity, which is us. [

who had been an actress became a director
and the success of this experience opened
her eyes and gave her new confidence.
Career aspirations were raised incredibly.
And | cannot urge women strongly enough
to get into journalism and every aspect of
communications. If a woman is not around
to cover stories then these things don’t
happen in the community. Without report-
ing of events accurately the people don't
know about them. People remain invisible
to themselves—they don’t validate their
own experience.

Unfortunately, people don't tend to believe
their experience unless they see it validated
by media, which is a different issue, but |
think the opportunities in alternative media,
for instance, are absolutely extraordinary.

. Having a free press can change power rela-

tionships within a city simply because
secrecy is out and people know what’s
going on. Artists and creative people can
speak directly to the public without the
mediation of whatever special interest group
is interested in keeping those opinions out
of the public focus. Please don't ignore

the need to get into the mass media.
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Grace Glueck: One of the problems that we
have at The New York Times is that there
are very few women in administrative posi-
tions in journalism. It's an impossible situa-
tion. | think The New York Times has three
women editors who have really, essentially,
not a great deal of power. Newspapers

have no licenses—you cannot challenge
them in that way. | think one of the ways

in which they have to be challenged is from
their audience. | think that women ought

to make it their business to write to news-
papers, to really bombard them. | wish that
people would write to The New York Times
and say, “Why do you not have any women
executives on your masthead?”

Vera Mowry Roberts: When you open any
magazine or any newspaper, look at the
editorial board and if the women are down
there with the secretaries, write them and
ask what goes on.

Perry Miller Adato: Right now in terms of
developing careers in the arts one of the
most immediately available ways for women
to express themselves as people, as women,
and as feminists, is to learn the videotape
technique. The machinery is not that
difficult to learn. Friends of mine who had
never handled it were experts within a
couple of months and have developed
careers. Specifically, there is a New York
group which was originally called Women
Make Movies and is now called the Chelsea
Picture Center. They have got one video-
tape cartridge camera and sound equipment
to go with it. These women are secretaries,
housewives, teachers, teenagers—many
without any experience. Anyone who wants
to make a film or videotape can get training,
assistance, and borrow the equipment.

They have made dramatic movies and docu-
mentaries. Often they have organized from
the neighborhood. Actors, directors,
cameramen—they are all amateurs and
women. Some of the work is extremely
interesting. For example, three of the films
deal with rape and fear. The tapes are
made available to community groups and
they are shown in churches and in schools.

A number of the women have begun to
work in this medium on a part-time basis.
| don’t think that they will necessarily
become professional but there are open
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channels—cable television is a good exam-
ple. One of the first things we have to do

as far as new careers for women is con-
cerned is to use pressure to get these chan-
nels open to public groups and organize
ourselves to make products that we can
force these channels to show.

Lorraine Gross: We are talking about work
that eventually leads to a lifelong rewarding
kind of career. | don’t envision the chance
to show these programs on a locked-in
channel on television as leading to a real
career, other than as a training ground.

Lee Weiss: We seem to be only talking about
New York City where all kinds of facilities
are available. | think the one thing that an
artist anywhere can do is to flood the local
newspapers with news stories about art
accomplishments, about volunteer projects
that they are doing, etc. Instead of having
just one or two little organjzations submit-
ting materials about what that organization
is doing, every practicing artist should be
telling as many people as possible about
what is going on. Many of us do show in
Washington and in New York and in Chi-
cago. We should let the local people know
that women are doing this and it has noth-
ing to do with seeking publicity—it has to
do with spreading the word. You give
them some pragmatic suggestions, you
submit articles to magazines, you do public
speaking for the library. You raise the con-
sciousness of the whole community. It just
takes a little bit of gutwork.

Doris Freedman: It is most important to find
out what financial and supportive resources
are available in your communities. Is there
a possibility of obtaining grant money? Are
there existing groups in community centers,
churches, schools, or other structures who
could back you? For example, there was

a leader in the Bronx, Irma Flack, who not
only did a cultural survey of her community
but who was also very politically astute.
When she formed her arts council, she
involved not only artists and businessmen
who could provide some funding but also
involved politicians. Quite often the borough
president was on her board; councilmen,
assemblymen and the state senator served
as advisors. This is very important for us in
the arts if we really are aiming towards
social change. We have to bring in every



element of our society including the estab-
lishment which we are reacting against.

Patricia Burnett: May | tell you about a posi-
tive action that has been taking place in
Detroit? This action challenges the media.
We used to just gently ask to be let in, but
the hell with that. You have to make them
let you in and there are ways to do it.

NOW formed a caucus and we went to work
with other groups to make a power block.
We joined with black groups, the NAACP,
the welfare mothers, WHEEL, and League of
Women Voters, and we said the media is
rotten toward women so let’s challenge
their licenses. We tackled the three tele-
vision stations in Detroit and really brought
them to their knees. And we made a land-
mark settlement with them, but it took a lot
of really gutsy work.

We had three women working from eight in
the morning until midnight in an office.
They each worked four hours; one watched
the programs, one watched the commer-
cials, and one watched the other two. We

made sure that nobody fell asleep. You've
got to have five hundred hours of listed
time to show that you know exactly what
the stations are doing. The results were
totally shocking—thirty soap operas and the
rotten way they depicted women. Nothing
was said about any women's activities and
so forth. Anyway the stations got very
scared and Channel 7 had a New York
lawyer fly in four times to meet with us.

We were prepared. We got in touch with
Sylvia Roberts, who by the way instituted a
suit against Bell Telephone and won forty-
three million dollars worth of back pay for
the women employees of Bell. And, as a
result of our action, one station finally had
to hire thirty new women. In addition we
are sending in a consciousness-raising
group once every two weeks to talk to every
single person who works in that office to
tell them what they are doing wrong and
what women want, and we are getting a
half-hour weekly program for women.

Right now the other two channels are going
to sign with us because they don't want

to be sued.

o
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If you send away to the national office of
NOW in Chicago, we will send you a booklet
for $2.50 on how to challenge your tele-
vision stations. The whole procedure is
written up. You need a feminist lawyer in
your town but she doesn’t have to do much
because you will be prepared. The booklet
even tells you the technique for handling a
busy executive who wants to shut you up.
The minute he says, “Well, you ladies, how
about a half-hour show on this Sunday?

Will that make you happy?"’; you say, “We
want it once a week and we want a half-hour
of prime time.”

Adolph Suppan: | was going to ask if a con-
verted feminist can have about two or three
minutes. | would like to talk about the seiz-
ure of power. | will use the university
administrative structure as an example
although | think that the parallels for that
administrative structure are present in
private corporations and institutions of every
kind.

| am the Dean of Fine Arts at the University
of Wisconsin-Milwaukee, and | belong to an
organization which is called the Interna-
tional Council of Fine Arts Deans. At last
count there were about eighty-five fine arts
deans that belonged to this organization and
there was only one women dean in the arts.
| am going to start with that fact and then

| am going to talk about the seizure of
power.

QOut of eighty-five fine arts schools there is
one woman dean. Unfortunately, this issue
really has nothing to do with affirmative
action because affirmative action can't be
effective because of the way university
power is structured. And here is what hap-
pens. In many universities when you have
an opening for an administrative position the
president or chancellor creates a search
and screen committee. How many women
are there on such a search and screen
committee? Not many. Now you have to
get women on these committees and you’ve
got to demand it and sue them if they don't.
There are dozens of search and screen
committees created in the large universities
every year with very few women on them.
What do these committees do? They send
out a wonderful letter saying that they are
open-minded, tolerant, and they will take
anyone, even women. But those are just

words. That is just something that goes out
mimeographed to all of the professional
organizations in the country. Again, the
affirmative action is just a mimeographed
letter. The point is that women’s organiza-
tions should approach, with belligerence if
necessary, these national professional
organizations and say that when the search
and screen committee of the universities
and colleges ask the national professional
organizations for names, names of women
should be given. Through this entire line of
power, affirmative action plays no real part.
It plays no part in the search and screen
committees, and it plays no part in the
national professional organizations.

Perry Miller Adato: Who are these national
organizations? Is there a committee? Who
sees these recommendations?

Adolph Suppan: They are sent by the chair-
man of the search and screen committee to
the president of the national organization.
I'm sure there are exceptions but very few.
The point I'm making is that the powerful
women'’s organizations which have now
developed should write very strong letters.
Get the full lists of national professional
organizations. Find out what recommenda-
tions are being sent to hundreds of univer-
sities looking for new administrators.
Because the seizure of power starts not

only at the bottom but also at the top.

This is one way that many of you have
missed out. All the legal conventional
channels of affirmative action have no place
in this up and down structure.

Perry Miller Adato: | think that if anything is
going to happen in the future, it does
depend on powerful women’s organizations.
All of us have to recognize that we have

to join, that we have to be active, that we
have to help build powerful women's
organizations which will be ready at a
moment’s notice to join any relevant action.
Where a national organization does not
have a powerful women’s organization, we
have to help create it because everything
we are talking about here depends on that.

Clare Spark-Loeb: One of the great problems
among women has been the fear of develop-
ing visible leadership. Unless we develop
consistent visible leadership, we will not get
elected to public office and until we get



into Washington where the money gets
handed out, we are not going to be there to
help determine who gets it. The question

of leadership has to be dealt with in each
individual case. Is the leader responsive

to the needs of the organization or does

she see herself as autonomous?

Vera Mowry Roberts: | have just completed
a thirty-five thousand mile trek across the
United States and | want to tell you that
there are more exciting things going on in
these United States than you could think of
in twenty-four days. One of the most excit-
ing things that is happening is at the
elementary school level. For example, one
program called Project Impact was started
in five cities two years ago. Here is a pro-
gram pulling the arts together and making
art central to education in the elementary
schools. All of the learning that goes on in
the schools grows out of the arts. It takes
a very special kind of person to be able to
handle this and the people | have met at
this conference are exactly the kind of
people who ought to be mixed up in this.

One of the places | visited was the Conway
Middle School in Philadelphia, a middle
school with grades five, six, seven, and
eight, in a lower-middle class neighborhood
where they had an attendance rate of some-
thing like fifty percent before they started
this program. After the new curriculum
came into effect the attendance record on
the part of the students has been ninety-five
percent over the last two years. Reading
levels for students coming into the school
were at |east three grades below the
standard reading level and by the time they
left they were reading at the normal level or
above. Here is a marvelous new career for
people.

Lee Weiss: It's the kind of career that can be
shared by people who have other careers.
You can have classes come to your studio.

| take about one or two schools a year and
break them up into groups of twenty. Have
them come to your studio, get them
enthused, show them your equipment, show
them how you think and feel about things.

Doris Freedman: There is a similar program
where practicing artists go and work in the
schools. Writers were perhaps the first to

start this kind of program with their Teach-

ers and Writers Collaborative. Poets and
writers are sent directly to the schools for
a period of time to expose young people to
a new way of approaching English, their
own thinking, and their language. | was
very privileged once to walk with Kenneth
Koch, the poet, into a Lower Manhattan
public school room filled with forty-three
kids, age fourteen. Kenneth was about to
give a weekly session in that class. When
he walked in, the whole place became
electrified. The session was magic. Now,
this is important for the teacher too.

| saw the same thing happen with a sculp-
tor, a man named Clement Meadmore. We
were placing a piece of his artwork (a huge
abstract semi-circular piece called Split
Rain) on a public school ground and we 'elt
that it ought not to be just plunked there.
Before it even got there, the artist himself
met with those kids. He didn't fit their
stereotype of a funny little man with a beret
who sculpts; he's a big, burly Australian
sculptor who works with huge materials.
And he talked to the kids about what he
does and how he does it. That piece is now
in the heart of graffitiland in New York City,
the Inwood Marble Hill section of Washing-
ton Heights. You can’t see a block that
isn’'t written over, but his piece is clean.

If someone marks it, the students come out
and wash it off.

Vera Mowry Roberts: I'm one for thinking of
practical things to do. If you are interested
in discovering about the artists in the

school program, send to the U.S. Office of
Education for a book called Artists in the
Schools. If you are interested in the Project
Impact program, ask for the report on that.

Doris Freedman: There is also a group
called Affiliate Artists, a New York based
outfit, which sends artists all over the
country.

Vera Mowry Roberts: There is another group
called Alliance for the Arts in Education

and | would advise all of you to keep your
eye on it and get yourselves mixed up in it.
This is an alliance between state depart-
ments of education, state arts councils, and
representatives of the professional societies
in theatre, music, dance, and art, and any
other interested citizens. These people are
being charged with developing all of the
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arts, by any means possible, within state
boundaries. You can find who your state
chairman is by writing to the superintendent
of public instruction in your state because
he's charged with getting the thing set
together. The staff person in New York is
Forbes Rogers at the Kennedy Center. He
would also be helpful in giving you informa-
tion. It is in the formative stage and it

needs input from everybody.

HIGHER EDUCATION AND WOMEN

Discussion Leader: Margaret Mahoney
Vice President, Robert Wood Johnson
Foundation, Princeton, New Jersey.

Margaret Mahoney: | would like to propose
that we use this session to get down on
paper and in our own heads how to
manipulate the system to get what we all
really want. If we're going to define a pro-
gram and try to get it going, we must first
get a definition of the conflict and of the
resolution of the conflict.

Patricia Kerr Ross: Higher education is
charged with placing young people (half of
which are women) into professional roles.
There are two aspects of this problem.
First, more women should be placed in
positions of responsibility within institutions
of higher education. And second, the insti-
tutions of higher education themselves
should help place their women students in
places of responsibility in other institutions.

Athena Tacha Spear: | think that the role of
higher education and the responsibility
toward women students is not only to
advise them how to find careers but to train
them to be able to pursue a career and be
willing to fight to get it, because obviously
you can't find positions for them.

Nancy Knaak: | think one of our most diffi-
cult problems is to help the young woman
student who enters as a freshman to raise
her level of aspiration when she has already
had eighteen years of being told to com-
promise. We must help young women do
more than to take second best in life.

Doris Freedman: Can | just throw out one
more piece of information to those of you
who are starting to challenge institutions?
There is a group called Volunteer Lawyers
in the Arts and it is very important for
groups who don’t have the resources when
they are initially starting out. There is a
base in New York and it is worthwhile to
write to them because they are
nationalized. [J

May Stevens: The disciplines themselves
should be more accurate about women.

Margaret Mahoney: That will be one of your
solutions.

Ann Snitau: Which brings up another ques-
tion, a strategic question: Do we want a
separate women'’s studies program in our
institutions of higher learning or do we in
fact want to start putting pressure on all the
departments of the university? If you don’t
have a women'’s studies program, you can’t
get money—you don’t have an office or
power base. On the other hand, if you
become a separate new college often the
rest of the university feels that they have
paid their dues and the effort ends there.

Ravenna Helson: What about reducing insti-
tutional rigidities in higher education, such
as the terrible difficulty of half-time appoint-
ments or the nepotism rules that at the
present time anyway work against women?

Margaret Mahoney: Are there other problems
that are serious. Financial aids for women?

Ravenna Helson: That and child care.

Athena Tacha Spear: My feeling about day
care centers is that whenever they exist,
which is rare, they are a sort of favor to
women who work. We have to change that
attitude. If there are no day care centers
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and the mother wants to work or study, her
husband must understand that he has an
equal responsibility for child care and cook-
ing and dishes and so on. It is not

de facto a woman's responsibility.

Margaret Mahoney: This is a good example
of getting to the solution without studying
the problem. One solution is day care cen-
ters but the problem really is proper care of
children which insures that the freedom

of neither parent is impaired.

Lorraine Gross: There is another question
that has been bothering me a great deal.
| work mostly with men in the university
and | find that my ideas are sort of pooh-
poohed—they're saying in effect you're a
frivolous female type. How can we as
women change our way of talking or how
can we become more effective?

Faith Ringgold: The politicians involved with
Watergate probably had unfrivolous, very
clear-cut thoughts about things and they
created very big problems. | don't think
that men today are succeeding very well in
the ways their minds work and | don’t think
that it is going to be of benefit to emulate
them in doing that. | don't think that their
institutions are working and | don’ think that
their society is working. In fact, | know

that it is not. What women are doing is
maybe a little crazy and chaotic but the
most important thing that is happening in
this world is that women are speaking up.

Margaret Rahill: Nonetheless, we need
people who know how to negotiate, who
know how to be tough as well as tactful
and to know our grounds.

Nathan Feinsinger: Everybody should have,
even in higher education, some concept of
negotiation. There is a distinction, first of
all, between negotiation, which is a face-to-
face discussion by the principals con-
cerned, and a discussion where we have
intervention by third parties in one form or
another—mediators, fact-finders, arbitrators.
What is needed at the university level is to
have available third parties with no direct
interest in the dispute, whose sole function
is to help in settlement and, most important,
they must be completely independent. Now
that is the problem. If you are talking about
picking someone from within the ranks of
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the university, he or she belongs to some-
body. The chancellor usually appoints
them.

Margaret Mahoney: Is this the problem with
affirmative action?

Nathan Feinsinger: Yes, the affirmative
action person is usually the chancellor's
assistant. The question is how can you get
justice when the supposed impartial person
is appointed by the opposition?

Pat Clark: Would you suggest that women
who have a particular case in the university
against affirmative action hire a lawyer?

Nathan Feinsinger: No. There should be a
so-called grievance and arbitration pro-
cedure established by agreement between
the parties. A panel of say half a dozen
people in which both sides have confidence.
And that is easily done. The question is:
Will both sides be willing to give that third
party the power of decision? | don’t think
that most administrations would do that.

Nancy Knaak: It may work with some of the
secondary schools. We have all the griev-
ance procedures but usually we can act
only in an advisory capacity. A chancellor
can always refuse a recommendation.

Margaret Mahoney: How do you get beyond
the advisory point?

Nathan Feinsinger: Many campuses where
the administration (which is the manage-
ment) would normally not agree to arbitra-
tion see that the union is coming out of the
pipes. And they know that the first thing

the unions are going to demand is an agree-
ment by arbitration procedure, and if they
can set up an arbitration procedure before
the union does, most people would say that
they don't need a union.

Ann Snitau: | want your opinion on whether
or not the grievance procedure would
create a diffusing of the possibilities of
unionization.

Nathan Feinsinger: You take what you can
while you can get it.

Faith Ringgold: To have the power of the
elite, it would require that people be very



articulate and that those articulate people
be good people and that may not be the
same thing. | think that unions are also
corrupting.

Nathan Feinsinger: | think that the problem
of women in higher education would eventu-
ally be resolved by collective bargaining
through the union. It may be five years, it
may be ten years, but it's coming.

Ravenna Helson: | would like to bring up a
related question: Would we want to say
anything about always encouraging the
departments that are most technological,
the most male, and abolish the decorative
arts departments? Do we want to take a
stand on that?

Pat Clark: | had some friends in California
who no longer have any tenure in the arts
department in the California system.

Ravenna Helson: Now this is sort of the
same kind of decision that the chancellor
makes and | don't know if it is the sort of
decision that would ever be subject to an
arbitrator or mediator.

Nathan Feinsinger: We should first give con-
sideration to the establishment of a griev-
ance and arbitration procedure within the
institutions. The very existence of that
machinery is a barrier against injustice in
many cases, because if the departmental
head knows there is an avenue for voicing
complaints he will think twice before he cuts
off that person’s head.

Margaret Mahoney: Perhaps the American
Arbitration Association would be helpful in
establishing this kind of procedure.

Athena Tacha Spear: One problem is how
to prevent the powers in the departments—
deans, chairmen—from getting rid of
women by not giving them tenure. But the
major problem is how to get in more women
and for this you need separate legislation
which will force them to hire a higher per-
centage of women faculty.

Nancy Knaak: They are already required to
do this by law.

Athena Tacha Spear: Yes, but we want
internal legislation—a commitment that

within the next five years they'll reach a
certain percentage of women faculty.

Margaret Mahoney: Isn’t the research
assistant route one way to get more women
on the faculty? In other words, to get

more posts for women you have to get them
not just in the system of education and
advance training, but into job roles within
the institutions.

The other issue of how do you get to be
really effective in negotiations at any level,
human and organizational, still needs to be
answered. From my own experience |
would say that self awareness is where you
have to start and if you don't have a strong
self image, which many of us do not have,
get it first because you are not going to be
able to relate to other women without it.
This is the problem for women—relating to
other women, supporting other women, com-
municating with other women, and then
being able to communicate with the world
at large. There are mechanisms for doing
this—they are not group encounters in
terms of some of the more drastic sessions
that go on—but there are systems, such as
Carl Roger’s, that are refined learning
experiences that most people can manage
without falling apart. There are mechan-
isms, possibly, for bringing students togeth-
er with women professors. This kind of
group situation is effective.

Athena Tacha Spear: | want to say two
things—first, it's not always sufficient to be
a strong person and to be heard because if
you're a minority the men can still pooh-
pooh you. The most important thing is to
fight for equal numbers. Secondly, students
often want things but they don't feel strong
enough to get active about it. They always
fall behind in getting organized. At Oberlin
it was the faculty women who organized and
pushed for legislation and | think that’s an
effective way of doing it. We did it for the
blacks, for instance. The faculty passed
legislation that we will make a serious com-
mitment to enrolling fifteen percent black
students and hiring a fifteen percent black
faculty within the next five years. We have
reached the level of the students this year.
We still haven't reached the level of the
faculty. Last spring we passed the same
legislation for women aiming at fifty percent.
Of course, the students are always fifty per-
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cent women, but not the faculty. The faculty

is now seventeen percent women, many of
them untenured and many of them at the
bottom, so the general faculty reluctantly
made the commitment that within the next
five years we will aim at a fifty percent
women faculty. They also raised all the
salaries of women.

Faith Ringgold: I'd like to ask you a ques-
tion. When there is a group for the blacks
and there is a group for women, where do
1 go?

Athena Tacha Spear: There are two places
for you to go.

Faith Ringgold: No, it turns out that there is
no place. Unless the women agree that

Faith Ringgold and Mother Brown with Children. Photo by Linda Rich (Madison, Wis.).

black women are indeed women. Sometimes
they don’t deal with that issue. They say,
“Oh, we have a Black Studies Department,”
but in the Black Studies Department the
head may be an African who believes that
all women are supposed to stay home. And
even if he's not African, he still may believe
that. Therefore, there is literally no place
for black women to go.

Athena Tacha Spear: We're looking doubly
for black women.

Faith Ringgold: What percentage of black
women are benefiting from your gains at
Oberlin?

Athena Tacha Spear: | suspect in terms of
students that of the fifteen percent of black




students, half are women. There are fewer
black women faculty members, but the
administration has made a point of hiring
black women as assistant deans, assistant
provosts, etc.

Workshop Participant: Are half of the black
faculty members in 1975 going to be
women?

Athena Tacha Spear: We hope so but we
realize that there is a limitation to the avail-
able pool.

Workshop Participant: Yes, that’s what |
mean—the available pool—so what if you
have nice standards. How are you going to
get women to fulfill those standards once
you've set them?

Margaret Mahoney: Can | ask one thing
which relates back to the question of how
you do it? Didn't you have to first of all get
some information and concrete data so that
you could move with assurance? You knew
the situation in your institution and you
documented it.

Athena Tacha Spear: Well, it happened that
we were lucky. We have a very lively presi-
dent who could push the feminist cause and
he nominated an Ad Hoc Committee of
Women who studied the situation and gave a
lengthy report of what the situation was at
Oberlin. They presented the report and
recommendations of how to improve the
situation to the general faculty and, fighting
every bit of the way, got it passed, giving
part-time employees, which are usually
women, full status with tenure and all other
benefits. It was a very important piece of
legislation.

Margaret Rahill: It would be useful to have
an outline of that procedure step by step
because that’s how most of these things are
done.

Athena Tacha Spear: | would be glad to
make it available to anyone who is interested
in it.

Margaret Mahoney: | realize which problems
you really think are important because

we've been able to talk about some of the
possible solutions and resources to solving
things. The first was obviously this question

of resolution of conflict, recognizing that
you’ve got to meet conflict and how do you
do it. | think that the second is how do you
develop more women at different levels.

Linda Nochlin: In getting equal numbers of
women, one issue is always raised that
women are hired on a lower level. But |
think that this is a two-sided issue because
often big universities cop out on the equal
numbers of women faculty issue by getting a
few superstars. | know that Yale and
Harvard (Harvard has hardly even put itself
out that far) managed to get a few super-
duper people, but on the lower levels where
it's really going to count they don’t bother.
It is equally important to fill the lower levels
because those lower levels are later on
going to be the upper levels.

Margaret Mahoney: There is the problem In
any field of where do you get the names of
competent women. It is darn hard to know
where the talent is at this very moment.

Athena Tacha Spear: The women's caucus
in the College Art Association is planning to
form a directory of the available pool of
candidates for art history positions and art
positions. It is gathering data on how many
women are doing what, where they are in
terms of the total picture in this country and
then within single institutions.

Margaret Mahoney: A visiting program, for
example, in any of the fields, but particularly
in the arts would be extremely helpful for
the students as well as the administration

to see that there are women with talent.

It’s also another way of developing a pool

of talent.

Lorraine Gross: With regard to visiting
artists and writers in residence, there’s the
Affiliate Artist’s program. It is an excellent
program which has worked all over the
United States placing women in various
communities.

Faith Ringgold: | would suggest the Creative
Artist’s Public Service Program (CAPS).
Though it is just for New York State, it's a
good prototype.

Lois Jones Pierre-Noel: And the Women’s
Registry has a list of over five hundred
women artists. []
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Gerti Sennett

THE RAINBOW'S OF KEE-MAE-WON

Gently, gently, sprinkle your rain upon my Mother,
And paint a picture of many colors across

The shoulders of my Father as he passes in the sky.

Softly, softly, give drink to the flowers of my Mother,
And carry their colors, on the wings of the eagle,

Banners of ribbons across the eastern sky.

Tenderly, tenderly, your showers yield

With beauty, from your lodge of misty fires.

Kee-mae-won, send your rainfeathers from the sky.

Landscape Handbag by Eleanor Moty (Madison, Wis.), sterling silver with silver photo-electroplated image,
assorted metal inlay, brass, and agate.



LAMENT OF THE SUN-DANCER

|. — The Capture

Shaman, Shaman, prepare a sacred lodge for me;
Make a bed of sage near the buffalo head altar;
Cross flowing waters and capture a Sacred Tree;
Have my uncles of the red hands paint my pole,
And place well the cedar boughs for the nativity.

Il. — The Torture

Shaman, Shaman, raise the Sacred Pole high,

To spin my skewered body into a vision;

Rock me on deerskin tendons from sunsky to sunsky;
Let blood mingle with sweat to bathe me,

For my heart is strong, and my mind will never cry.

IIl. — The Captivity

Drummers, Drummers, beat my Sun Gaze Dance slowly and rest,
That they may count coup on my aching limbs;

Bind high the thongs, keep my feet from my Mother’'s breast;
Letting my aunts send songs to dwell in my ears,

And my grandmothers provide herbs for my bleeding chest.

IV. — The Escape

Shaman, Shaman, white cloud plumes cool my head;

My eyes have looked into a dream, my vision completed;
Young maidens with sweet-grasses wipe away red

Blood dripping from my wounds, soaking the lodge floor;

| have lived through my ordeal; My name is Buffalo Spits Lead.

As a Menominee Indian, Ms. Sennett added
immeasurably to the conference with both the
recitation of her poetry and as a spokes-
woman for her people. She is currently
working on the history and legends of the
Menominee and a book of poetry entitled
From Another Indian Summer.
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KEEP YOUR HANDS ON THE PLOW:
HOLD ON!

Women and the Arts Conference, Wingspread. Photo by Bob Black. Courtesy: The Johnson Foundation.



by Fannie Hicklin
Professor of Theatre, The University
of Wisconsin-Whitewater.

Woman'’s role in and with the arts was the
magnet that brought together this large,
diverse, articulate, inquiring group of people.
There was a base of mutual agreement or
understanding that the image of women has
often been distorted and maligned and that
women have not been able to make their
potential contributions to society either
qualitatively or quantitatively. This lack of
realization of potential has henceforth frus-
trated many women and simultaneously left
society diminished.

The creators of this conference—and | use
the word creators purposefully and mean-
ingfully—conceived the need for action in
rejecting sex stereotypes and for opening
broader avenues of possibilities for women.
Business doors have been pounded upon;
various professions have been questioned;
but art as a means of social change has not
been adequately explored.

The arts are the representation of man’s
highest aspirations. The status of health of

a country, or group of people, can be
directly correlated with the aesthetic con-
cerns of that country or group. It is through
the arts that it is possible to build a more
creative society by humanely applying sensi-
tivity in the use of power—in other words,
affirming values and insights on which the
total society can be based.

However, the arts, like women, have gener-
ally also been outside of the mainstream.
First, the arts have not been associated with
people at large, but rather with an elite

class or a special segment of society.
Second, the arts, though practiced by males
and representative of their values, have,
curiously enough, been deemed effeminate
and therefore not good nor necessary; the
arts are the frills, the periphery of our lives.
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We, as women in the arts, are caught in a
double bind of discrimination and myth.
Therefore our challenge is to promote the
arts and women simultaneously as essential
forces in providing the creativity so neces-
sary for social change and for the humane
development of all people. One participant
has said: “l wanted to change the world

and that's why | went into the arts.”
Throughout this conference the qualities of
compassion and understanding were
stressed as the dynamic forces needed to
draw us together as people: men and women
of all creeds and colors. These are also
qualities which as creators of art allow us to
turn into ourselves with honesty and to
discover our inner reality.

Recurring themes have been the need 1) to
know who we are as women and how we

got there; 2) to define our current place in
society; and 3) to project means of getting
out of the double bind in order to help
implement the justice needed by all deprived
peoples. We concur with the notion that the
individual and the political cannot really be
separated. The self is a part of society and
society is an extension of the self, with inter-
action between the two being a constant.

A responsible artist is a responsible person
who uses her skills to interpret and to shape
society. Shaping society necessitates action
and action requires well-devised, unhack-
neyed strategy. Participants at this confer-
ence further aroused consciousness regard-
ing the dilemma of women and the arts; they
compared problems, they listened to
divergent views. Strategies were not earth-
shaking nor completed—as they shouldn’t
be if they are to be fresh and relevant to the
diverse problems and circumstances in
schools, museums, theatres, etc.

Some of the specific suggestions for imme-
diate action are:

1. To get a common understanding of
terms such as feminism, humanism,
power, the arts. Linda Nochlin’s inter-
pretation of what feminism means to her
was an exposition that brought under-
standing of the term and mutuality of
feeling on the part of listeners.

2. To continue arousing consciousness in
our respective demographic locations
and in the various areas of the arts.
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3. To avoid the destructive aggression
often associated with “‘competing as a
man'' or excelling a man in order to be
successful.

4. To increase the number of professional
roles for women in schools and univer-
sities, museums, industries, and alterna-
tive institutions. We must establish allies
in the top echelon of institutions which
we wish to change. We must also get
our own spokespeople in, even if token-
ism seems to be the initial basis of
acceptance. We must monitor. Our very
presence is valuable. We can sensitize
people through personal contact.

5. To encourage and promote women’s
studies programs.

6. To provide awareness programs on role
and career definitions for undergraduate
women.

7. To identify and insist on financial aids
programs for women.

8. To encourage visiting women artists for
lectures, programs. Black women espe-
cially desire opportunities like these for
they can address themselves to both
feminism and blackness.

9. To raise a new generation, with new
ideas, through innovative instruction and
better teachers.

10. To establish a national organization of
Women in the Arts whose objective will
be to promote feminism and the arts.

Finally, women must be highly supportive of
each other. We must recognize that none of
us exists in a vacuum. We influence, and we
are influenced. At the same time, we must
respect differences of approach to effect
change. We must be tolerant; we must allow
freedom of choice. We must be continuous,
persistent in a steady attack on every evi-
dence of discrimination; we must keep the
faith in ourselves as creative movers.

So, using words from a Negro spiritual, |
charge you to “Keep your hands on the
plow! hold on!" [



Ex-Slave With Long Memory, photo by Dorothea Lange. Courtesy: Dorothea Lange Collection,
The Oakland Museum.




THE MALE ARTIST
AS STEREOTYPICAL FEMALE

el

Philip Golub Reclining by Sylia Sleigh (New York), oil, 1971.
Courtesy of the artist.

Lerner-Heller Gallery, New York.



by June Wayne
Artist and Founder of the
Tamarind Workshop.

We artists complain about the same old
problems year after year no matter how
obscure or famous we may be. We ask each
other how to get a show, or a better gal-
lery, or how to move our dealers to promote
our works more vigorously. We gossip a lot
about the museums too: how a certain
trustee collects the art of so-and-so which
explains his retrospective at the Modern:

or a certain balding young curator is mount-
ing a whole exhibition to prove his pet
esthetic gimmick. Every year yet another
lawyer/dealer combination is said to be
raiding yet another artist’s estate. And
obviously every issue of every art magazine
proves anew how stupid critics can be.

Sooner or later one of us casually drops the
word that Joseph Hirshhorn just blew into

town and ‘“bought out the studio™ but no
mention is made of the prices he paid—nor
do we ask. We know the idiosyncrasies of
all the collectors and we’d just as soon not
be reminded what ‘‘making it"” can mean.
Artists lick their wounds for nourishment,
not for healing.

Over the years | have pondered why guilds
and royalties, which work fairly well for
actors, writers, composers—even for scien-
tists and inventors—never developed for
visual artists too. Perhaps because we are
unworldly about the practical matters of
sales and careers. Neither art schools nor
university art departments provide courses
in business and professional problems of
being an artist. A masters degree may
qualify the student to replace the teacher
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but not to bargain with a dealer. Anyhow,
who could teach such courses? Art profes-
sors cannot hack it either in the art market
so new artists fare no better than preceding
generations.

A union or a guild needs an industry
against which to organize but the art scene
has no single nexus of power to bargain
with. As for public agencies, they break up
into diffuse committees which have neither
the purpose nor authority to resolve the
grievances of artists. The art world lives in
an ebb and flow of guerilla warfare. Such
citadels of power as there are—museums,
foundations, arts councils, the National
Endowments—are held by them, not us, and
only rarely can one find that an artist is a
member of one of their committees. So we
learn very early to see ourselves as estheti-
cally unique and morally superior—which is
a palatable way of saying isolated and
powerless.

But neither the hostile ecology of the art
milieu nor the inadequacies of art depart-
ment curriculae fully explain why artists,
who have as much common sense as other
people, when it comes to their art, fail to use
even the most elementary protections. For
instance, why do so many artists consign
their work to obviously inept or venal or fly-
by-night dealers without asking so much as
a receipt, let alone a contract or a credit
reference? | could list many examples of
idiot behavior by otherwise intelligent
artists. Why does our cynicism, which is
based on painful experience, only express
itself in hostile passivity instead of prideful
self-protection?

In recent years, the many freedom move-
ments have sharpened my awareness of
similarities between the behavior patterns of
artists and other minority groupings. There
is a direct relationship between the power of
any oppressor and the self-esteem and
self-evaluation of those who are held in
check. In this context feminist literature set
me thinking about the relation between
women artists and sexual stereotyping. The
practical utility of treating the male artist as
though he were a woman struck me force-
fully for it would explain much that puzzied
me about the interface of artists with the
rest of the art world’s professionals.
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It appears to me that society unconsciously
perceives the artist as a female and that
artists act out the feminized stereotypical
patterns projected onto them. Inasmuch as
these patterns are self-destructive and pro-
foundly inhibiting to independent action, the
ease with which artists are maintained in a
state of disenfranchisement endures for
generation after generation. It becomes
profitable to many people to view the artist
as one unable to cope with the real world of
money and trade, although a pedestal is
where the artist, like the woman, waits while
others are alleged to cope in his behalf.

Although there always have been artists of
both sexes, only males survived into art
history. Yet even for male artists one is
more apt to believe that Leonardo and
Michelangelo were homosexual than that
Peter Paul Rubens was a diplomat. For the
ancient but still powerful demonic myth pre-
pares us to accept the warped and bizarre
personality to be an indicator of talent and
even as proof of genius. Some of the char-
acteristics that artists are given by the
demonic myth are, surprisingly, almost iden-
tical with characteristics described by Betty
Friedan in The Feminine Mystique. So pro-
found is the stereotype of the artist as the
inchoate, intuitive, emotional romantic, that
both the public and the artists themselves
find it difficult to imagine that we can be
anything else.

The demonic myth presents the artist as one
possessed of mysterious forces that well up
during creative seizures as it were. The
work of art is produced without the exercise
of the artist's will and may even seem to be
unmodified by knowledge itself. The artist
“can’t help it"” or “doesn’t know how it hap-
pened” or whence came the inspiration.
Should the artist try to analyze, control,

even to think peripherally about the creative
moment, it may be vitiated or even
destroyed. The artist is thought to be a sort
of medium through whom creative miracles
are manifest and unless one is BORN an
artist, neither effort nor intelligence makes
one into one. So the demonic myth presents
the artist as biologically determined—born
with Promethean fires as it were.

The feminine mystique also is based on
biological determination. The woman is born
to procreate and to spend her life in



servicing her procreation. No effort of will
or intellect is needed in order to reproduce
her kind. She is a sort of medium through
whom the procreative miracle is manifest.

If one isn’t born a woman, no effort of will or
intelligence (not even surgery) can trans-

form one into one. The biology of the
woman, like that of the artist, is proposed to
be her destiny.

Obviously the artist makes art and the
woman makes babies, but the word create is

Photo by Ruth Bernhard (San Francisco).




commonly used to describe both processes.
That will and brain are said to be unneces-
sary and even antithetical to the function of
women and of artists encourages the elision
of the male artist into perception as a female
by the public. Semantic confusion causes
operational distortion in many kinds of
human experience: this is why the do-it-
yourself hobbyist tells you he loves being
‘“creative’” and shows you a book shelf to
prove it. Creativity, procreation and “mak-
ing something” are used interchangeably in
our society as though synonymous.

Lurking just below the surface of public con-
sciousness is a pervasive assumption that
any man whose feelings, intuitions and pur-
poses are inchoate in source and unusual

in product must be a homosexual. Even the
most macho of male artists faces this prob-
lem and the recent tributes to Jose Limon
particularly emphasized as remarkable that
he brought a masculine aspect to the art of
the dance. Do real men “go for” ballet,
poetry, pictures or do they go for sports?
Isn’t the culture sector the province of the
ladies’ committees? Aren’t the arts seen as
girlish frills in the educational system? What
papa is pleased that his son wants to be

an artist? Why are art reviews published

on the woman's page (between the cranberry
sauce and the Simplicity patterns) in nearly
every newspaper in this country?

Many kinds of authorities have insisted that
womanhood is incompatible with profundity
of thought, intellectual discipline or worldly
accomplishment, but none puts this position
more succinctly than does Helen Deutsch,
Freud’s eminent but submissive disciple.

She writes that “Woman'’s intellectuality is

to a large extent paid for by the loss of femi-
nine qualities. Her intellectuality feeds on
the affective life and results in its impover-
ishment.” Change only two words and
Deutsch’s formulation will sound as though

it had been written about artists. “The
artist’s intellectuality is to a large extent

paid for by the loss of valuable creative
qualiites. The artist’s intellectuality feeds on
the creative life and results in its impoverish-
ment.” A perfect fit.

That critics, art historians and even artists
accept the cliche that the brain is a threat
to creativity would explain why, if an exhibi-
tion is reviewed as ‘“cerebral” or “intellec-
tual”, the words are understood as pejora-
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tive, not complimentary. There is a special
limbo for Robert Motherwell who often is
called the most intellectual of contemporary
artists. Who envies Motherwell that niche?
Not that he surely is the MOST intellectual
of the artists: there are others who may be
more so. But Motherwell lets himself be
seen as such whereas most artists hide
their mind under a bushel. Richard Dieben-
korn, during a conversation with me, once
called it “‘maintaining a low profile.” Reac-
tion to a brainy artist is like reaction to a
female intellectual: neither is quite to be
believed.

After | had noted the interchangeability of
“artist’ with “woman’' | played with feminist
literature, substituting artist for woman and
found myriad examples where the substitu-
tion worked perfectly. (1 won’t take time or
space to illustrate here since you can verify
this easily for yourself). Next | rearranged
the actors of the art milieu according to
sexual roles: artists as women regardless of
actual gender: dealers, collectors, curators,
patrons, critics, public functionaries, et al,
as men regardless of actual gender. Now
the passivity of artists and the aggressive-
ness of these other categories became logi-
cal and predictable.

How natural that artists are inept, unworldly,
insecure, gossipy, cliquish, capricious, flirta-
tious, indirect, devious, manipulative, over-
imaginative, emotional, intuitive, unpredict-
able, colorful, overly aware of costume and
image. Why expect artists to understand
money, contracts, business? Why indeed.
One must help artists, support them; they
cannot cope. Accordingly we artists look for
help not equality, support not self-determina-
tion. We expect “them” to take care of us,
get us into the fashionable collections and
make us famous. And we anxiously await
results of their efforts while grousing in the
studio or rapping at Barney’s Beanery or on
the beaches at the Hamptons in the summer-
time. We might as well be Lana Turner
awaiting stardom at a drugstore soda
counter.

Nor are our fantasies so inappropriate: what
dealer does not claim to know more about
nearly everything than does the artist? What
curator is unsure of superior judgment of
what the artist is really doing? What critic
or reporter feels obliged to ask an artist
what the work is all about? What collector



sees the artist as anything but a freak,
however lovable?

But if all this is true, why are women artists
discriminated against? If male artists are
acceptable as quasi-females in female
postures, why not women artists too?
Because the male artist is camouflaged by
the demonic myth, not the feminine mystique.
He rides motorcycles, not subways; pops
drugs, not iron supplements. Groupie girls
with pale sheafs of stringy hair trail after
him, not his kiddies. A hundred romantic
props comprise his demonic image and
most are macho to the hilt. But the woman
artist is only underscored to be a woman
by the feminine mystique. She is an instant
Mrs. So-and-so living in a tract house with
hubby and the babies. She is thought to
dabble in oils in the family den which only
she refers to seriously as her studio. And
her art is assumed to be a matter of tight
little landscapes and flower arrangements
or decorative, derivative abstractions dis-
played over the couch in an all too dreary
and domestic living room. To be a wife, a
mother and forty is to suffer a fatal syn-
drome; no matter what the truth or how
large the talent or accomplishment, she is
only a woman trying ‘‘to pass” as an artist.

A few of us women artists have achieved
some recognition but we clearly carry
demonic markings to hide our female
stigmata. We live in lofts and storefronts
and other wildly unconventional spaces just
like the male artists do. We dress in unisex
or as fantastic eccentrics. Nevelson and
O’Keefe do not shop at Peck and Peck.

As successful (women) artists we must
prefer lovers to husbands and be on guard
every moment against the conventionalized
female gesture. If one is lesbian, so much
the better: this demonizes the image and
gains one the wife that every artist needs to
do the scut work of a career.

For an artist’s wife, whether an artist her-
self or not, holds the outside salaried job
that pays the studio rent. She also assists
within the studio, looks after the framing
and shipping, writes the letters and does
the phoning. She may even verbalize **his"
esthetic too while HE maintains the
demonic posture of not knowing what he is
doing when he is creating in the studio.
She plans the cocktail parties to which

collectors and curators and critics are
invited and she also will stand patiently
aside while a female collector (that she
fished in) exercises the male prerogative of
seducing her husband. What man would do
as much for an artist wife?

But all these efforts, no matter how devoted-
ly performed, are seldom to much avail.

The reality is that only a few artists at a

time can be promoted in the art market as

it presently functions. The art market is a
secretive, unregulated, labile arena which
the jargon of the Security Exchange Com-
mission would describe as untidy. Although
it is a young market insofar as contempo-
rary American artists are concerned, already
it's incestuous and even sclerotic in some
respects.

When women and minority artists clamor to
share the recognition and rewards available
till now to a few white males, they merely
add themselves into an overcrowded talent
pool which art marketeers cannot serve in
any case. Although no formal studies have
been performed on the size and nature of
the artist population some careful estima-
tions suggest that there are something more
than 300 esthetically valid artists without
dealers for every artist of comparable qual-
ity with one. Furthermore, | doubt that
more than one artist in fifty who do have
galleries, lives from the sales the dealer
generates. Every industry needs a labor
reservoir from which to draw its talents but
a ratio of 12% of unemployed for teachers
and engineers, for example, is extremely
high. Unemployment of 25 to 50% among
black males under the age of 25 is the
worst ratio in the nation. So you can see
that 300 artists for every gallery slot is a
redundancy of intolerable proportion.

Some would say there are too many artists
but | believe these figures represent the
underdevelopment of the market system and
that the galleries serve neither the general
public around the nation nor the artist
population. The art dealers cluster in a
few big cities where they cater to each
other in alliances of ownership of particular
works of art and sell these to an inter-
changeable clientele of moneyed urbanites.
Like the two men with one diamond who
sell only to each other at constantly rising
prices, much of the traffic in art involves a
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small circle of international dealers and col-
lectors. Since collectors have limited ability
to absorb works of art (some museums have
reached their limits too) sooner or later

they begin to trade and their collections
reenter the market to compete with newer
works. So the word collector is fast becom-
ing another word for trader—as in stocks.

Unfortunately the tax deductible structure,
which was intended to encourage support
for cultural institutions, can now be seen to
encourage art speculators by providing
downside protection against risk. Much
more needs to be written about taxes, the
museums, the market and the problems of
artists but | only refer to them here as a
frame of reference for my comment that it
is profitable to some people that artists
remain demonized—that is—feminized—that
is, lobotomized.

The future of the art world in this country
will, | believe, be profoundly influenced by
the self reevaluation of women and minority
artists who are reversing a previously pass-
ive acceptance of outside pressures. Many
women artists note that half of nothing is
nothing and to share what the male artist
has been getting is to move from our harem
to his. By contrast such militancy as male
artists are beginning to express these days
concerns itself more with the loss of teach-
ing jobs on campuses than with changes in
fundamental attitudes toward participation
as equals in the art milieu. The shape of
the art scene of the future depends on how
profoundly, how philosophically, and yes,
how cerebrally, artists come to understand
themselves.

Will we reject romantic stereotypical behav-
ior that serves to keep us down? Will we
use those intellectually creative aptitudes
for problem solving that we artists possess,
actually, in somewhat higher measure than
most other people?

Obviously if the battle for the freedom of

the press and the restoration of checks and
balances in the Congress are lost, artists

will go down the tubes like everybody else,
but if the nation makes a new commitment
to freedom and life enhancement, then

many options open up for artists that we

did not have before. Assuming peace and
freedom, by 1980 the art marketing appa-
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ratus as we know it will have enlarged
somewhat but will have been largely by-
passed by self-help activities by artists.

The opening of studios to the public now in
evidence will expand, | believe, into sub-
stantial artist-owned Cooperative Corpora-
tions comparable to the Cooperative struc-
ture used by the Canadian Government in
behalf of Eskimos, and similar to the Con-
sumer Co-ops that have a long tradition in
this country. | do not mean the simplistic
“share-the-rent, share-the-cleaning” coop-
eration we see among artists just now, but
rather the professionally run, business
cooperatives that have considerable tax and
legal muscle within our society. Artists
probably will be showing and selling

through their own co-ops, and may also
share housing, studio facilities, medical

care, insurance and many kinds of profes-
sional services as well. | refer to P.R.,
accounting and legal, even catalogue and
mailing services.

Everywhere artists are talking about organiz-
ing themselves one way or another.

| believe the best approach will be the
formation of a Guild something like the
Screen Writers Guild rather than a “mem-
bership” grouping for various social action
purposes. A guild with a full time profes-
sional staff could lobby out the terrible tax
inequities that burden artists and ruin our
families when we die. Such a guild also
could lobby out (and win, | have no doubt)
the right for artists to pay our income taxes
with our art—as is a norm in Mexico. Such
a right would then permit the government
to start an art bank or library from which
every sort of tax exempt institution could
borrow works of art for use at community
level in schools, hospitals and public
buildings.

It would take such a guild to implement
residual rights for artists and police the
implementation of such rights and collect
our royalties for us. But all this depends on
whether we ourselves decide to form a
guild: residual rights will not arrive as a
fancy gift from the “johns” who feel they
have been keeping us, like aging call girls,
as an act of charity. Once artists form a
power block, our guild will be able to
work with other arts institutions to open up
the news media to the culture sector, to
provide arts news to the people and to end



the blackout of creative people. The arts
should have visibility comparable to that
afforded sports. Perhaps in the next few
years we will see the appearance of a cul-
tural news wire service which, like AP and
UPI and the Farm News Wire Service, will
provide teletyped professionally written
stories to all media, printed and electronic.
When will arts reporters be a norm on every
TV news team?

| believe that within the next few years
museums will be at least partially financed
by the federal government and that, as a
result, there will be a forced clean-up of
many of the conflicts of interest now rife
within museum operations. | trust the inter-
locking boards of trustees will be broken up
and that an artists’ guild will have its repre-
sentatives sitting on all museum policy
making boards. But, of course, with federal
money will come the increasing danger of
political interference in the culture sector.

It could happen that the museums, theatres,
opera companies, etc. could find themselves
as cannibalized by politicians as now is

happening before our very eyes to educa-
tional television.

| believe that artists must intensify discus-
sion as to our own functions beyond the
role of makers of objects as a sort of cot-
tage industry. Artis more than product and
| can see how self-determination could lead
directly to the formation of a national civil
service of creative people of every kind to
perform those life enhancement services
that reevaluation of the quality of life sug-
gests is necessary to the survival of the
species.

Freed of the hopelessness that our own
banal and stereotyped behavior of the past
imposed on us, both the possibilities and
the problems of the future take on new and
daring dimensions. | wish | had more con-
fidence that we artists will meet the chal-
lenge. For the moment | will be content if
more of us accept ourselves as the intel-
lects we are. This first step could lead us
almost anywhere—and anywhere is up from
where we are. []

Dialectic Triangulation: A Visual Philosophy (detail) by Agnes Denes (New York), 1970.
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by Sheila Levrant de Bretteville

Designer, instructor in Design at the Cali-
fornia Institute of the Arts and co-founder of
the Feminist Studio Workshop at the
Woman’s Building, Los Angeles.

The process by which forms are made, and
the forms themselves, embody values and
standards of behavior which affect large
numbers of people and every aspect of our
lives. It is this integral relationship between
individual creativity and social responsi-
bility that draws me to the design arts.
Feminism has caused me to become more
self-conscious about being a woman and
this awareness has become a necessary

part of my creation and criticism of work in
the design arts. Reading the messages of
design, | have been trying to locate, create
and use positive modes which reject the
repressive elements of dominant culture.

I am looking for forms and processes which
project and reassert those aspects of

society which—though of essential value—
have been devalued and restricted to

women and the home.

As | become more sensitive to those aspects
of design which reinforce repressive atti-
tudes and behavior, | increasingly question
the desirability of simplicity and clarity.
The thrust to control almost inevitably
operates through simplification. Control is
undermined by ambiguity, choice and com-
plexity because subjective factors in the
user become more effective and the user is
invited to participate. Participation under-
mines control. The oversimplified, the unre-
mittingly serious, the emphatically “ration-
al” are the consistent attitudes associated
with work adopted by our major institutions
and the men and few women who inhabit
them. In the circle of cause and effect,
these attitudes are reinforced and repro-
duced as they are visually and physically
extended into our environment.

One means of simplification is to assign
attributes to various groups and thereby
reinforce divisions. The restriction of cer-
tain behavior to the home and the designa-
tion of women as the sole custodians of a
range of human characteristics create a
destructive imbalance. The design arts
reinforce this imbalance by projecting the
“male” tone only in the public world of our
large institutions: business, science, the
military and even education, valuing their
anonymous, authoritarian aspects and sep-
arating themselves further and further from
the private world, thus continuing to isolate
women, female experience and “female’
values.

Designers are most often taught to reduce
ideas to their essence, but in fact that
process too often results in the reduction of
the ideas to only one of their parts.
“Designed” has almost come to mean
exclusive, universal, clear and simple,

rather than inclusive, personal, ambiguous
and complex. As a result visual design
generally means imagery with a single,

large image, one major headline, and any
explanatory information in a block of small
type. A more organizational style and more
visual material would insure enough com-
plexity to entice readers, who normally dart
away with someone else’s encapsulated
vision, to remain long enough and openly
enough with the information to create ideas
of their own.

Mass media communications:
a diagram of simplified separations.

The mass media have a tradition of visual
simplification in order to isolate their mes-
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sages to attract attention. Such simplifica-
tion denies the complexity of life's experi-
ence, for while simple statements, familiar
and repeated imagery sell the product and
the idea most efficiently, they also reinforce
restricting separations.

In advertising, women are described as, or
permitted to be, laughing, crying, doubting,
making mistakes, hesitating: women alone
are seen as nurturing or as providing emo-
tional support for children and men. When,
for example, a company presents itself in a
service capacity or as particularly accom-
modating, it uses a female figure and rein-
forces traditional attitudes by this symbolic
imagery. The iconography for men is
equally rigid. Men in work situations are
shown as serious, decisive, professional,
assured. No emotions, no fantasy; the few
moments of relaxation or emotion permitted
to men are relegated to leisure and the
home. Likewise, the home becomes deval-
ued as a place where no serious work can
be done. As the woman is virtually seen
only in the home, she too is devalued. By
depicting woman as exclusively emotional,
doubting, cooperating and helping others, by
only showing these activities in private, in
the home, the polarities not only of what
men and women are thought to be, but
where it is appropriate to be that way, are
reinforced and legitimized. In fact, the very
characteristics which are allowed women in
the home prevent “‘success” in the competi-
tive public sector.
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If the idea and the design are simple, com-
plete and set, there is no opportunity to
bring one's own values to the forms, let
alone challenge one’s attitudes and assump-
tions about men, women, work, and home.
If there is no ambiguity the eye is attracted
once, the message understood and accepted
quickly. When visual material is ambiguous
the different nuances often encourage mul-
tiple and alternative reactions to the same
communication, and the viewer is encour-
aged to make an effort to extrapolate, to
participate. But the client seldom includes
this as part of the problem and designers
themselves most often limit the problems to
be solved in an effort to arrive at a potent
image. For most clients and designers, the
problem does not include the encourage-
ment of a thinking audience.

The Modern movement encouraged sim-
plicity and clarity of form, a mode which
was embraced by some of the most creative
and intelligent designers. It became fashion-
able to simplify for the clarity and power of
the image, but as design becomes fashion,
simplification becomes pernicious. This
simplification in form and process leads too
often to restriction and limiting separations
and boundaries. By allowing for more com-
plexity and participation, designers could
avoid visual authoritarianism.

Publications: some alternative modes.

The movements of the sixties questioned the
structure and institutions that engender




unquestioning conformity. The youth,
hippie, counter-culture movements helped
validate some repressed “female” values,
and encouraged the growth of the women’s
movement.

Alternative modes which pointed out the
limitations of one-directional channels of
communication began to be developed and
modern offset printing began to be used as
a model for participatory politics. The
Whole Earth Catalog, by compiling reviews
of goods and services recommended by a
large number of contributors across the
country, helped reestablish the value of indi-
vidual subjectivity. In a special issue of
the Aspen Times devoted to the Interna-
tional Design Conference in Aspen, | dis-
tributed cards on which the participants
themselves could express their diverse atti-
tudes toward the conference. An increasing
number of periodicals have guest editors,
guest designers—Radical Software, Design
Quarterly, Arts in Society and others. As in
the structure of the Whole Earth Catalog and
the IDCA issue of the Aspen Times, special
issues of ongoing publications provide alter-
natives to the creative input of the estab-
lished designers and editors and expand the
number of sources of information.

Volume 7 number 3 of Arts in Society,
devoted to the formation of the California
Institute of the Arts, was composd of several
types of visual and textual material organ-
ized in waves of information. As the Cali-
fornia Institute of the Arts was yet to open

and not completely defined, | created a
tentative, fragmented organization in an
effort to encourage the reader to participate
in the ultimate conceptualization of this new
community of the arts. My intention was to
supply a multiplicity of information which
would create a struggle for the readers mak-
ing their perception more meaningful. As
we become more used to ambiguity and
complexity in design and content and are
encouraged to participate, the more we will
be able to support the formation and expres-
sion of individual, subjective conclusions to
advocate the sharing of authority.

If the design material is organized in frag-
ments, multiple peaks rather than a single
climatic moment, it has a quality and
rhythm which may parallel women's
ontological experience, particularly her
experience of time. Although | used this
fragmented organization in an effort to
reflect a community of the arts in formation
and to encourage the reader to participate,
| realized simultaneously that this form of
visual organization corresponds to what is
considered by our society to be women'’s
way of working.

There are several genres of women's work,
quilts and blankets for example, which are
an assemblage of fragments pieced

together whenever there is time, which are
in both their method of creation as well as

in their aesthetic form, visually organized
into many centers. The quilting bee, as well
as the quilt itself, is an example of an

Eight pages from Arts in Society, V7#3.



““Horse’ Crazy Quilt, made in 1887 by Helen Mary Rounsville in Fowlerville, Michigan. “She raised horses and
loved her garden.” From the collection of Mary Strickler's Quilt, a shop at 936 “B'* Street, San Rafael, Cal.




essentially non-hierarchical organization.
Certainly the quality of time in a woman's
life, particularly if she is not involved in the
career thrust toward fame and fortune, is
distinct from the quality of time experienced
by men and women who are caught up in
the “progress” of a career.

The linearity of time is foreign to the actual
structure of a day as well as to the rhythm

of women’s monthly biological time.

Thought processes released from the distor-
tions of mechanical progress are complex,
repetitive and permeated with the multiple
needs of others as well as oneself.
Unbounded relationships cause most women
to think not only about work, but about the
groceries needed for dinner, a child’s den-
tal problems, etc., in between thoughts
about work. Women'’s tasks in the home are
equally varied and open-ended—child-
rearing is the classic example—while a
man’s work in the home has a beginning

and an end, it has specific projects, like the
fixing of windows, appliances or plumbing.
The assemblage of fragments, the organiza-
tion of forms in a complex matrix, suggests
depth and intensity as an alternative to
progress.

When the design arts are called upon to
project aspects of the women’s movement
it is a particularly appropriate time to chal-
lenge existent assumptions about form and
process. When | was asked by a group of
women artists to design a special issue of
Everywoman, a feminist newspaper, | tried
to incorporate the visual projection of the
egalitarian, collective form of small group
process. In weekly meetings women
throughout the country meet in small
groups, and talk in turn so that those easily
dissuaded from speaking by more vibrant,
dominant personalities, are assured of
being heard. In this Everywoman design

| avoided the associations of space and
length of article with quality, and gave each
woman a large photo of herself and a two-
page spread. | tried to link the spreads
visually and to make no spread dominant.
Looking alike, the articles did not visually
compete with each other for the reader’s
attention: it was left to the reader to
discern differences which might be subjec-
tively more meaningful.

Designing a structure that will encourage
participating, non-hierarchical, non-authori-
tarian relationships between the designer,
client and user, also results in visual and
physical forms that are outside the main-
stream of design as much as these ideas
and attitudes are outside mainstream cul-
ture. Publications designed in such a way
look different from the way our national
publications look; this difference is much
less the result of creating another style
than of designing structures which encour-
age other values. As desirable as it is that
these values become infused into society,
such design structures are often modest in
appearance rather than bold. Perhaps the
importance of dynamic visual stimuli should
be questioned, and quiet literary forms be
reevaluated.

In trying to create visual forms and
processes which reflect the political form of
the women’s movement, its collectivity and
consciousness, a designer must adopt a
structure which encourages a broad base of
participation. One of the ways women

artists can express their experiences, feel-
ings, and needs directly to a larger audi-
ence than the loft-gallery-museum-going
elite is to use mass media technology so
that more people could see and respond to
their images. Because of the separation of
art and design in our schools and in most
critical publications, artists are often
unfamiliar with and sometimes scorn offset
lithography as an appropriate form in which
to do their work.

In response to the restricting separation of
our disciplines, | have joined with two other
women, an artist and an art historian, in an
effort to create an alternative learning situa-
tion for women in the arts—The Feminist
Studio Workshop. In designing the mailer
announcing this experimental project |
created a matrix of the quotations and
imagery which were influencing our ideas
about the formation of The Feminist Studio
Workshop. As the mailer is opened, infor-
mation written by each of us and a photo-
graph is presented. As the reader unfolds
the mailer, new bands of written and visual
work, by women past and present, are
revealed followed by a progression contain-
ing some of our own work, work done with
students, and text written collectively about
the goals of the workshop. The viewer can
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read any or all of the quotes, can connect
the images in any way personally meaning-
ful, and we hope that she will be enticed
to respond.

We each chose the material which we
wanted to represent us; the quote which
best describes my feelings about being a
woman designer is from Virginia Woolf’s
Three Guineas,

Behind us lies the patriarchal system;
the private house, with its nullity, its
immorality, its hypocrisy, its servility.
Before us lies the public world, the pro-
fessional system, with its possessiveness,
its jealousy, its pugnacity, its greed . . .
The question we put to you is how can
we enter the professions and yet

remain civilized human beings . . .

| have begun to try to find an answer for
myself as a woman designer. Designers
must work in two ways. We must create
visual and physical designs which project
social forms but simultaneously we must
create the social forms which will demand
new visual and physical manifestations. The
work in the design arts which | have
described are products of situations in
which the designer was to give physical
form to efforts devoted to creating new
social contexts. In these cases the major
thrust was to rethink assumptions; profit was
not a major consideration, the budget was
modest, and the audience (unfortunately)
was often limited. The designer was
exempt from the pressures that make it
difficult for larger money-making projects, to
see the connection between effectiveness in
shaping our consciousness, the forms and
processes which might encourage values
and financial viability.

In its need to grow and present its point of
view, Ms. magazine appears to have looked
to the successful mainstream publications
for models rather than to those special
interest publications of the sixties. The
need for color advertising for survival as a
mass magazine, makes demands on the size
and paper used, and it is doubtful that a
publication has to be on newsprint and in
black and white only in order to express
alternative values by its physical form.
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But | am less convinced of other assump-
tions about the forms necessary for sur-
vival. | am distressed that the equalized
relationships which mark the political form
of the women’s movement are expressed by
Ms. only by the equalization of office rela-
tionships, rather than challenging the crea-
tion of an authoritarian elite by reorganizing
other aspects of its structure as well.

A combination of the guest editor, guest
designer structure used by Arts in Society,
Radical Software, Design Quarterly and
others, and the direct broad-based partici-
pation involved in the structure of the Whole
Earth Catalog and the IDCA Times issue
might be possible. The formation of a small,
closed design and editorial elite and the
authority of a centralized geographical loca-
tion could possibly be broken by creating
editorial and design teams in the east, west
and midwest. This decentralized structure
would also create a vehicle for many differ-
ent points of view, expressed by the women
participating themselves rather than being
reported upon by others. This variety and
structure would affect the look of the maga-
zine, expressing its theoretical differences.
Though attractive and lively as it is, Ms.’s
form is much more the result of traditional
forms and processes than an integral con-
nection with new values of relationship.

My concern with more complex, open,
unbounded forms of both the profession of
design and its expression relates to ideas
about the traditional female role. The inclu-
siveness, accommodation and service asso-
ciated with female role—and restricted to
women—corresponds with the aspect of
design as a helping profession, one in which
the designer helps give physical form to the
clients’ needs. Being a designer and a
woman becomes most compatible for me
when the client’s needs are much like my
own. This was true when | designed the
Arts in Society issue about the formation of
the California Institute of the Arts. In this
instance | was the designer for an issue
about the institution where | would be
teaching.

In the resurgence of feminism in the sixties,
it appeared important that we proclaim that
we can be aggressive as well as passive,

capable of primary responsibility as well as



being dependent, competitive as well as
accommodating. But somehow in the
demands for equality and even superiority
some have lost sight of this concept, creat-
ing instead an either/or conceptualization.
Reexamining some aspects of the design
arts and being more aware of being a
woman, it seems that the complexity and
contradiction, the “female’” values, could be
revalidated and reinforced. It appears to me
that it is the “‘male” tone prescribed for the
public world of our major institutions that
makes the profession of designer an ambig-
uous enterprise for a woman. The present
professional system does not encourage the
emergence of the values restricted to women
and the home into the public world and
fosters instead—among designers, at least—
a kind of style-conscious creation of “pretty”
objects detached from alternative social
contexts. The professional system in which
the choice is between being a commercial
star or a commercial hack does not encour-
age design for social change.

Futures: some alternative modes.

One way for the design arts to alter the
public world is to develop images of the
future which embody alternative values. To
do this we must know what forms most com-
municate “female” values and which
devalue the female experience and cannot
incorporate such modes as emotionality,
complexity and supportive cooperation. The
difficulty of infusing positive aspects of
woman's experience in the private home

into the public work world is exemplified by
our inability to imagine a perfect or radically
different society. The inevitability of repro-
ducing ourselves rather than a new society
could be avoided as we think of the values
we wish to project into the new world.

The tradition of utopia in the Renaissance
appears ‘‘female” in tone—supportive, coop-
erative and gentle. Sir Thomas More was
unable openly to criticize his contemporary
society and consequently used satire in
juxtaposition to his vision, thus softening
what would have been a more obvious and
harsher evaluation. This element of satire
allowed the people of his time to aspire
toward the values which More was articu-
lating by comparing their own society with
his invention of Utopia.

While early utopian visions were pastoral,
later ones were more mechanical, develop-
ing as they did in conjunction with man’s
ability to control nature. By the twentieth
century, control first of nature, then of man
himself, is not only a possibility but to a
large extent an actuality, and utopias
became transformed from aspirations to
predictions and warnings. Fourier was per-
haps the only nineteenth century utopian
thinker who tried to envision social and
physical structures which encouraged a
variety of human response rather than build-
ing social forms which either eliminated
certain behavior patterns or controlled them.

Most modern visions of the future reflect
and project the rigid separations of male and
female, work and leisure, public and private,
that the design profession has so often
reinforced in its mass communications. To
warn society of what could become the
inevitable outgrowths of contemporary pat-
terns, Wells, Orwell, and Huxley described
negative visions of the future. The total
restriction and control of people’s behavior
in these anti-utopias represents a critique of
existing society. The unique characters who
oppose the social and political order are
rendered absolutely impotent and are even-
tually edited out of these fictional societies.

Systems that achieve reliability—as virtually
all dystopian systems do—through condition-
ing cause people to be simplified and con-
trolled. What dismays me most is that the
kinds of behavior most frequently eliminated
in these visions are the “imperfect” charac-
teristics which have been defined as
“female,” partially because they are not
simple, limited or predictable. They imply
choice, inclusiveness and complexity, which,
as | have pointed out before, undermine con-
trol. These dystopian visions warn of

futures in which men and women are indis-
tinguishable—they are all made in that nar-
rowest definition of “male”. We find a

future projected from modes of behavior
designated for the public realm of work
while the characteristics of home and
women are deleted.

It is the absence of other ‘‘female” futures
that renders the utopian vision negative.
Without a concerted effort to imagine alter-
native futures, we will have a future in which
individual choice is eliminated along with
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emotions, ambiguity and fantasy. For if we
continue to eliminate female values in an
effort to warn society of impending futures
and make such visions real by their artful
vividness, then, in this editing, it is human-
ism which is finally, totally eradicated.

| would not reiterate such dire visions of the
future if | did not feel that there are some
realistic alternatives and that these alterna-
tives are somehow involved with the redis-
covery and projection of female experience.
There seems to be an intrinsic relationship
between the communitarian aspects of the
women’s movements and fanciful human
utopian visions. Why are there so few posi-
tive visions of the future reflecting female
experience despite the fact that there have
been communitarian efforts (Mother Ann of
the Shakers, for example) in which women
have played a major role? It appears that it
is even more difficult for women to fantasize
about a future when their effectiveness on

the present is limited to daily life in the
home. And perhaps, women’s more visible
contribution to unique, prototypical utopian
communities is a reflection of this experi-
ence of time in the home.

It seems to me that the integration of

design and feminism has implications for the
future and it is the opportunity and respon-
sibility of women to use this area to infuse
“female” values into our culture. As there
are virtually no blueprints for the future by
woman based on female experience, we
must project a future responsive to our
needs if we are to have a future at all.

In a women’s studies class | initiated at the
California Institute of the Arts, the women
have begun to read utopian literature, to
look at the theory and design of communi-
tarian environments and to create images of
the future from their own individual, personal
perspective., Not surprisingly, the first

The Happy Island by a group of women artists called Superstudio, 1972,



images that are being made exhibit fears
identical to those of the dystopian writers.
We look forward to the creation of images
which will disseminate female values preé-
ently minimized and even threatened with
eradication.

Projects like this blur the role distinctions
between designer and user, expert and
amateur. They increasé the number of
participants in the life of society and provide
a successful model for non-hierarchical
organization. You the audience can now
look at the few images which have been
created, evaluate them and make choices
creating your own personal alternative views
of the future. You can reject the contem-
porary status quo and reach out for new
forms through which to shape wished-for
worlds. Together we can salvage values
which have been eliminated from contem-
porary life as well as project new values and
ideas which come from our own bodies

Ry

and experiences. Women have learned that
it is impossible to live without real commu-
nication either with others or with them-
selves. To some extent the very process by
which we take responsibility, not only for
our own choices, our own lives, but for
society as well, is a new form which brings
a humane future closer. [

*This article was written and edited from lecture
notes first given at Hunter College in the fall of 1972,
The formulation of my ideas about design and its rela-
tionship to feminism is in part a response to infor-
mation from the following sources:

C. Wright Mills, Power, Politics and People (New
York: Ballantine Books, 1962). Originally the article
““Man in the Middle: The Designer’’ was published
in the review Industrial Design (November, 1958).

Amos Rapaport and Robert E. Kantor, ““Complexity
and Ambiguity in Environmental Design,” American
Institute of Planners Journal (July, 1967).

Juliet Mitchell, Women's Estate, Pantheon Books,
(New York, 1971).

Robert Boguslaw, The New Utopians: A Study of Sys-
tem Design and Social Change (Englewood Cliffs,
N.J.; Prentice-Hall, 1965).

Air Force Academy, Houston, Texas. Architects: Skidmore, Owings & Merrill.



SOCIAL ORGANIZATION AND DESIGN

Studio for artist David Jacobs. Architect: Noel Phyllis Birkby.



Dolores Hayden is an assistant professor
in the Department of Architecture at M.I.T.
and is currently working on a book entitled
The Living Building which is about the
planning and design of nineteenth century
communes. She is a founder of Women in
Architecture, Landscape Architecture and
Pianning and works with the M.I.T. Com-
munity Projects Laboratory.

Sheila de Bretteville is a designer and
instructor in design at the California Institute
of the Arts. She currently is doing a project
on utopian alternatives.

Clare Spark-Loeb is Associate Director of
Drama and Literature at Pacifica KPFK-FM
in North Hollywood, California.

Clare Spark-Loeb: | wanted to make an
observation to begin with. Many people in
their critiques of feminism have accused it
of being a basically middle-class movement,
and one aspect of serious feminist thought
that interests me is the creation of alterna-
tives to present relationships, social organi-
zation, design—and that's going to be the
topic of our discussion. Dolores, what is
WALAP?

Dolores Hayden: WALAP is Women in Archi-
tecture, Landscape Architecture and Plan-
ning. It's a group started in the Boston-
Cambridge area in the fall of 1971. At that
time | had just left the Harvard Graduate
School of Design with my degree in archi-
tecture. | was looking for a job and finding
that as a woman | was really unemployable
in a very tight job market. WALAP was an
attempt to find other women professionals in
environmental design. | hoped we would
begin to talk about our common problems
and define legal strategies and political
strategies for reevaluating our situation as
women. A few of us began to explore the
sorts of jobs we were eligible for, whether

or not we wanted those jobs, whether the
professions were really serving the needs of
socially conscious people generally, as

well as the needs of women. And in time
the organization grew to include over a hun-
dred people in the area and we began to
overcome the isolation that each one of us
had felt as a woman alone in those fields.

Sheila de Bretteville: Is there a relationship
between your having started WALAP and
your work in trying to understand physical
form and how it can contain social attitudes
and social values?

Dolores Hayden: | think there is although it
wasn't a terribly conscious relationship to
begin with. When 1 finished my graduate
education, | really thought that it was neces-
sary to take a very traditional architectural
job and make my way in the field as men
expected to make their way in the field.

And finding that there was serious discrimi-
nation in employment forced me to evaluate
whether that was what | wanted to do. | had
been involved in various women’s projects
for two to three years before founding
WALAP—trying to change sexist academic
hiring-firing policies at Harvard and partici-
pating in a consciousness-raising group
which included women from other fields.

| began to think that if | got together with
other women it might be possible to see
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whether there was a general demand for
alternatives or whether it was just my need
for alternatives. After having been involved
in WALAP, | found that the kinds of alterna-
tives that people wanted were really very
diverse. Perhaps the best thing about
WALAP was not bringing women into estab-
lished firms, which it did to some extent, but
rather allowing a lot of other women the
freedom to think about what they might do
outside of this. And | think that WALAP gave
me a sense of support for my own work so
that | could begin to do research and writ-
ing in areas that | felt were meaningful.
Sheila de Bretteville: Most utopian literature
tends to either provide an alternative which
creates an aspirational level or an alterna-
tive which is a warning about what kind of
future may be in store for us.

The question | really wanted to ask is this—
are alternatives being acted out in communi-
tarian environments? Can you find in the
relationship of women to those environ-
ments something which would allow you to
make projections about possible future
alternatives?

Dolores Hayden: Communitarian environ-
ments interested me as the experiments of
people who were willing to put their lives on
the line and create communities which
would be examples of practical socialism—
actually do this, not simply write about it or
draw it up. People who took themselves off
to the country and spent ten or twenty years
working it out. | found myself very sympa-
thetic to this kind of total life commitment
as opposed to intellectual commitment to an
idea of social change while one actually
lives in a very confined way. The main dif-
ference between utopian and communitarian
thinking is that utopian thinkers are always
spinning out fantasies in a kind of idealized
space, whereas the communitarians work
with life space and deal with the question of
how spaces make people feel about their
lives. If there is one thing that | find par-
ticularly bothersome about contemporary
architecture in the United States, it is the
sense that there is a terrific striving for an
ideal building, a kind of monumental closed
statement which is made by a single
designer. | am much more interested in a
sort of gradual approach to developing
environments and environmental form, inter-
ested in historical preservation and rehabili-

126

tation, in the growth and change of physical
form. And I'm interested in the ways that
groups with very specific political ideas can
use physical form as an organizing tool.

In order to really understand this better,

| began to do communitarian research,
hoping to find what had happened when
large groups of people tried to design envi-
ronments collectively over a long period

of time.

Clare Spark-Loeb: Dolores, can | ask you a
question about your research? Were the
historians interested in the issues that you
needed to explore, particularly with your
own philosophy of design?

Dolores Hayden: Well, some historians have
taken to deriding the whole movement as a
kind of eccentric happening and looking at
people who became involved in communi-
tarian experiments as fanatics and fools who
couldn't fit in anywhere else. But, in the
nineteenth century creating a communitarian
socialist settlement was considered a very
respectable strategy for social change; it
fell midway between gradualist reform of
existing institutions and violent revolution.
And it was based on an analogy between the
community and mechanical inventions.

If the model community was a successful
invention, it could be duplicated and mass
produced. If this happened in the United
States where the frontier was moving west-
ward, then the entire country could be influ-
enced by one superior community which
people copied. Although this may seem
rather naive in retrospect, | think in the
1830’s and 1840's in the United States it
made a certain amount of sense.

In contrast to some historians who take a
very sarcastic approach, many people who
have been involved in writing social history
or religious history have often done a very
sympathetic job. But they have concerned
themselves more with ideas than with
environment and they have usually failed to
deal with the question of the physical inven-
tion of the model community. They have
dealt very well with the social invention,
with all the ins and outs of creating commit-
ment and creating new kinds of family struc-
tures, new sorts of economic rewards. The
working out of socialism in practice is all
very well documented. But the idea that
there would have to be a special sort of



landscape design and a special sort of
building design to make people feel that
they were in an alternative society has never
been examined very carefully. The architec-
tural historians who have looked at the
material are few and far between, but
they've generally taken the approach that
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the only communitarian buildings worth
studying were the very few monumental
buildings in a given community. Discussions
of whether or not there was Greek revival
influence in a given building completely miss
the point, of course. They ignore the ques-
tion of how you organize space for social
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Top: Shaker Communal Dwelling (153[)). Church Family, Hancock, Mass.
Bottom: North American Phalanx Communal Dwelling (1849-52), Phalanx, N.J. Photos by William Logan.




change in favor of analyzing some particular
building’s style. Although style in some
ways could become part of a strategy for
social change, it usually was not the most
important community issue.

Sheila de Bretteville: Would the people who
have access to the research that you are
doing and to your attitude of forms having
meanings—not only meanings but actually
encouraging change—change within their
own lives the forms or would they have to
create entire communities in order to do
that?

Dolores Hayden: | think that there are many
immediate applications of the research that
I'm doing. The kinds of things that | was
involved in as a designer which made me
want to do this research were as varied as
housing for migrant workers, a large apart-
ment complex in New York City, and a small
commune for divinity students in Boston.
The common element in all those projects
was needing spaces for people to come
together, spaces which would make it easy
rather than difficult for people to express in
their life style their commitment to social
change. Having done the communitarian
research, | think that there are results which
can be useful to community groups working
on any sort of environmental design. There
are patterns of organization—visual dia-
grams of the arrangement of spaces, the
relationship of certain kinds of spaces to
circulation, to outdoors, to community,
privacy, dining, living, working, sleeping,
whatever, and those particular patterns can
be applied to other design situations very
easily by simply finding a program where the
requirements are similar and then using
whatever details seem to be appropriate.

Sheila de Bretteville: Do you feel that these
forms will have to come from changed pat-
terns of living and changed attitudes and
behaviors or would the forms encourage
people to change attitudes and behaviors
and the way they are living?

Dolores Hayden: Well, | don’t believe that
the forms produce the change. | think that
if you have people who want a specific
change, then the form will often help to
make that easier and to make it possible.

Sheila de Bretteville: So you're not inflating
the role of design?
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Dolores Hayden: No, | think the utopian
approach is to say that you create a new
form and that makes everything all right.

In Thomas More’s Utopia you have a city of
identical houses and therefore everyone

is equal. | think you have to create the
social and economic situation where people
wish to be more equal and then think about
the kind of physical environment they need
to make a statement about wanting that
equality, to make it possible for them to live
comfortably with greater equality—given
also that families are different, that individ-
uals are different, that you probably don’t
want everyone in this society in an identical
house because it would really be totalitarian.

Sheila de Bretteville: The only thing that’s
unfortunate in what you have said is that
you come back to having to make the atti-
tudes change first before you can change
anything else.

Dolores Hayden: Well, | don’t think that it's
an absolutely either/or question. Social
change is a process and a long, difficult, on-
going process. Environments can hinder or
aid that process. There is an interdependent
relationship which is what social change and
environmental design are both really all
about. My book, The Living Building, will
provide specific patterns for people who
know they want a different design but don’t
know quite what the possibilities are. But
even more important are the case histories
of six different communities that struggled to
create their own communitarian environ-
ments. These case histories document the
design process and show the connections
between social change and developing phys-
ical design over ten years, fifty years, a
hundred years. These are chiefly success
stories and they are meant to inspire people
who are involved in changing the environ-
ment, whether it’s creating something as
small as a commune for six people or
whether it’s something as large as a com-
munity center for two hundred people.

Clare Spark-Loeb: What were the six com-
munities you researched?

Dolores Hayden: Well, | have been looking
at the Shakers and their community at Han-
cock, Massachusetts; the North American
Phalanx, which was a Fourierite community
in Monmouth County, New Jersey; the
Oneida Perfectionists in upstate New York;



the Mormons in Nauvoo, lllinois; Union
Colony Number One in Greeley, Colorado;
and a Marxist community at Llano del Rio,
California.

Clare Spark-Loeb: What were your sources
for your documentation since as you said
earlier the approach which the regular his-
torians had taken did not give you the infor-
mation which you were seeking specifically?

Dolores Hayden: It was necessary to go
back to the sites and look at the remains
which in some cases were really substan-
tial; to begin to read the community min-
utes; to read the letters and diaries of
community members to find out how they
felt about the environment; to look at the
communities’ budgets; to examine old maps
and old site plans; to see how the commu-
nities had bought land, how they developed
the land, how they made decisions on where
to site the factories, fields and dwellings.
Each community generally considered

itself a sovereign state in miniature which
would necessarily incorporate very diverse
kinds of land use for a small settlement.
Communitarians also generally considered
that it was necessary to cultivate the land as
perfectly as possible so that a visitor cross-
ing the boundaries from the outside world
into the community would see automatically
that there had been a change, that the
model settlement was a more perfect

place. So landscape design was very impor-
tant. In terms of how the buildings were
created—sometimes there were existing
building plans, sometimes there were old
photographs, in some cases | have been able
to interview people who were either involved
in the construction of the dwellings or could
remember them from their childhood. There
are a few Shakers in Maine and New Hamp-
shire, particularly a woman named Sister
Mildred Barker, who helped me understand
that the Shaker attitude towards existing
buildings was that they must continue to be
perfected even though the community
seemed as perfect to me as anyone could
possibly want it to be. And | interviewed a
woman in New Jersey who remembered the
buildings from the North American Phalanx
from her childhood around the turn of the
century. She was able to describe to me the
interior of a dining room wing which had
been torn down around 1910. As she
described it, | made sketches and she cor-

rected the sketches until finally we came to
what she thought was an accurate descrip-
tion of that building which is now missing.
The process of getting information has been
very exciting.

Clare Spark-Loeb: Is there anything in com-
mon between these various communities
concerning families and marriage or was
there a variety of arrangements?

Dolores Hayden: It's tremendously varied.
The main lesson that | have learned from
studying communitarians is that there is
absolutely no clear answer or prescription
for successful social change. The kinds of
social arrangements that people wished and
the kinds of physical arrangements which
they designed were very diverse. The
Shakers were celibate, the Oneidans prac-
ticed what they called complex marriage,
which meant that anyone in the community
was able to invite anyone else in the com-
munity to have sex with them. The dwelling
of the Shakers has the women living on one
side of the building and the men on the
other. Communal rooms cross the axis of
the building, but there is always an invisible
line which separates men from women. In
the mansion of the Oneida Community they
have a completely different arrangement for
complex marriage. There are between four-
teen and twenty-eight single rooms grouped
around a sitting room. The sitting room pro-
vides a sort of neighborhood feeling for
those fourteen to twenty-eight people. It
also provides a kind of policing situation
for complex marriage in that members were
expected to “keep in circulation;” they were
not expected to have an exclusive relation-
ship with any one individual. They saw sex
as something which enabled people to
spread love through the entire community.
Then there were some communities where
members were interested in keeping the
nuclear family intact. | think they generally
had quite a bit of trouble because the
instinct for private property and family terri-
tory was very much tied to the traditional
sense of the nuclear family. For the
Mormons and for the Union Colony in
Greeley, Colorado, the nuclear family was
sort of a constant force of pulling people
back into a private situation rather than
encouraging them to join the communal
situation. The Mormons got around that in
some ways by establishing polygamy.
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Clare Spark-Loeb: One-sided polygamy.

Dolores Hayden: Yes, there was still the

very real problem of male-domination in the
community and question of whether women
were actually shared property rather than
full members in their own right. Most com-
munitarians were interested in the question
of the status of women and the status of
children. Many argued for a reform of
society along feminist lines. The head of the
Shakers was Ann Lee who was considered
the female counterpart of Christ. The
Shakers felt that only after there had been

a male messiah and a female messiah could
the millenium begin. They were organized
with a dual hierarchy with two men and two
women occupying every position of leader-
ship. Some of the writings of Shaker
eldresses are wonderful feminist tracts
describing how life for a young woman in
rural New England in the early nineteenth
century was terribly confining—she could
only marry and rock the cradle. But if she
chose to join the Shakers, they claimed that
she would be treated as a person in her own
right with full possibilities for expression of
her talents and intelligence. The Oneidans
were pretty concerned about women’s libera-
tion as well, and probably the North Ameri-
can Phalanx too. In both of those commu-
nities the women wore trouser suits and had
short hair and played some role as directors
and administrators of the community.
Although they were never fully equal with
the men, they were certainly making
attempts.

Sheila de Bretteville: I’'m curious about the
demise of some of these communities, par-
ticularly the North American Phalanx.

Which ones were ended by forces which are
present today?

Dolores Hayden: The small isolated commu-
nity is always in difficulty because in order
to define itself as separate and special,

it has to be set apart from the larger

society. Then the question of how people
will be proselytized is a problem. Will they
come to the community, think it's a success,
and want to join? If they want to join, how
many new members will overwhelm the
original community and totally dilute its
impact? If they aren't allowed to join, if it's
suggested that they go off and start another
community of their own, will they be able
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to keep up the original group’s creative
force? Perhaps | should talk about one
“success’’ and one “failure.”

In the North American Phalanx there was

a constant struggle between patrons and
members. Many of the leading intellectuals
and writers of the 1840’s were interested in
Fourierism—people like Nathaniel Haw-
thorne and Ralph Waldo Emerson, who took
an interest in Brook Farm, Horace Greeley,
publisher of the New York Tribune, and
Marcus Spring, who was a well-known
abolitionist and a wealthy New York mer-
chant. These were the sort of people who
found radicalism chic and who had a very
specific and very architectural idea of what
the model community should be like. They
saw the future North American Phalanx as a
huge dwelling with a facade about a half-
mile long. They talked about community

in terms of building a factory into which
they would put the people and create har-
mony by the fact that the physical organiza-
tion of the building was set up to make the
community work.

Eventually the patrons offered money to
the members if they would build a monu-
mental dwelling. They withdrew their offer
when the people of the North American
Phalanx said that they would rather buy
some new farm equipment and build their
buildings gradually, piece by piece, accord-
ing to their needs and collective ability.
Eventually that community failed financially
because of the split between the outside
supporters and the actual committed
members.

Then Marcus Spring, one of the patrons,
decided that he would create another com-
munity more to his liking, the Raritan Bay
Union. He hired an architect and spent
forty to fifty thousand dollars building a
huge overwrought brick phalanstery which
would probably have accommodated eighty
people. Opposite this communal dwelling,
he built himself a private house. | have a
sketch showing Marcus Spring’s house fac-
ing the community mansion across an
expanse of flowers. And | think it suggests
the problem of really coming to terms with
wealth, individualism, and elitism. It doesn't
matter how many meetings you go to or
how much rhetoric you lay out about the
ideal comnfunity—if you still want to live in
your own mansion and have it across the



way, then social change is really never
going to occur.

In terms of both communitarian success and
private property, | would also like to talk
about the Mormons as communitarians.
Most literature about communitarian experi-
ments does not discuss the Mormons and |
think this is because the Mormons actually
succeeded in carrying the communitarian
theory to its logical extreme. They were
influenced by the Shakers, by the followers
of a woman named Jemimah Wilkinson who
founded a community called Jerusalem, and
by the Rappists, German communists from
Pennsylvania. They founded three or four
socialist communities where they were
really struggling to balance private property
against communal ownership and to find
some form of socialism which did not dis-
courage the rich converts from bringing in
all their money. They finally came up with
a system of tithing to support the church
and church activities, and a system of
cooperative agriculture. Yet private property
was allowed and private business was
encouraged. In several places the Mormons
didn’t succeed. They were persecuted and
driven from lllinois, but in Salt Lake City
they found the complete spatial vacuum, a
location on the American frontier which
appeared too unattractive to appeal to com-
peting settlers. Within thirty years they had
founded four hundred new communities,
each one based on the Plat of the City of
Zion, which was Joseph Smith’s original
drawing of the ideal Mormon community.
And they developed a successful social
system—people in successful communities
were called to lead the establishment of
new communities. But, ironically, this very
success resulted in the Mormon’'s being
omitted from most of the literature on com-
munitarian settlements. They didn'’t fit the
model of an idealistic failure in the way
that they came to terms with the capitalist
society around them.

Sheila de Bretteville: In proclaiming itself

as perfect the communitarians might project
a negative force rather than a positive

force. | think people respond negatively to
something saying it's perfect because it
points you out as imperfect.

Dolores Hayden: | think what one wants to
say is that it's an approach to being better.

There are five things that | found to be
typical of communitarians, although maybe
this is just an attempt to organize a very
complicated subject. But one characteristic
is perfectability, a sense that human nature
and the built environment and all aspects of
life could be better than they are now.

And the second is accountability—which is
closely related to perfectability—the sense
that each person must struggle in the pres-
ent to make alternatives possible. The third
is collectivity, the sense that you don't
struggle alone but that you join with other
people who are supporting each other.

Fourth is uniqueness—which again is some-
what related to perfectability—the sense

that a given community would have to
express its difference from the rest of
society by creating a distinctive, recogniz-
able style of life. And then the last is credi-
bility, the sense that whatever was done in
the model community had to be done so
consistently that it could be duplicated else-
where. Credibility connected the communi-
tarians’ experiments with the ideal of soclal
change. And | think in some sense these
characteristics are all present as qualities

or aspirations in contemporary communes.

Sheila de Bretteville: How can you as a
practicing architect help those who are
beginning to work out solutions?

Dolores Hayden: What's excited me very
much is that the research is not only useful
to me in clarifying my own ideas about
design and people’s collective participation
in design. Having satisfied myself that it's
possible for a group of people to create

an alternate life-space which really helps
them politically and socially, | now have a
great deal of information about how that can
be done. | have begun to work with a few
community groups—consulting, making the
information available, trying to help them

to be more self-conscious about their
design process—to see design as a political
process and to see it also as a process
which will have a physical result that they
will feel good about. And, in this context,

| have begun to feel good about the possi-
bilities of being a “social’’ architect.

Sheila de Bretteville: | know that in the last
decade it has not been unusual for young
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Field House, Camp Kenwood, Potter Place, N.H. Architects: Goody & Clancy; Joan Goody, Partner-in-charge.
This simple structure covers a large (70’ x 110°) area with an extremely economical structural system.
It houses rainy day and evening athletics for a large camp.



architects to elect to work with community
groups. | have often felt that they have
come to that decision from a stylistic point
of view as opposed to one of social process
and their radicalism is not unlike the kind
of radicalism that you described when
describing Spring and Greeley. Could you
be specific in illuminating the difference
between your approach to community work
and the design process, and those who do
community work from a particularly stylistic
inclination of chic, radical point of view?

Dolores Hayden: When | first worked with
community groups, | found there was a tre-
mendous conflict between trying to find out
what their needs were and trying to do
something as a designer. | was trying to
use my design experience, which presum-
ably gave me a better sense of taste or
style; wishing to impose my requirements on
the community; wondering how fast | could
educate them to understand that a certain
form was really the perfect expression of
their policy or program. Naturally it was
really frustrating because often the commu-
nity groups which had the most exciting
programs had the least money and were
always requiring people to scavenge mate-
rials. The possibilities of creating unique
forms were always going rapidly downhill.

| think that it's not only really possible to
work as a designer in the sense of creating
special forms and to work with a community
group as well. One can only work success-
fully with a community group by becoming
part of it. The art is probably in the process
and not in the product; that the better the
process is, the more involved people
become with creating spaces where it feels
good to be. As the architect becomes
invisible, as there is no possibility for a
signature or for a four-page spread in any
one of the professional journals, the process
is probably more successful, the community
is more in control and therefore the physi-
cal form is more likely to be a true reflection
of the community’s own political process.
This goes very much against the ideas of
most designers.

Sheila de Bretteville: Certainly, it's a very
radical point of view in that most people who
are creative tend to think that their creation
comes out of some source which must be
preserved as a separate individual and

must be acclaimed from that point of view

and that it cannot be molded from within a
community situation.

Dolores Hayden: | think something very
exciting happens when art begins to merge
with life or the political process. The kind
of creative satisfaction that comes from
organizing spaces or from organizing a
facade is a real expressive pleasure. One
can hoard that expressive pleasure as an
individual, or one can begin to share that
expressive pleasure with a group of people.
And the potential of shared collective
expression in terms of creating joy, happi-
ness, all the good things of art, is really
much greater than the potential of making
one architect happy sitting at a drawing
board somewhere.

Sheila de Bretteville: | think that besides

the tradition of individuality and that tradi-
tion being tied to the artist is the fear of
quality being lost if one shares the design or
art process, the fear of loss of control.

Dolores Hayden: | think there is one lesson
that | have learned from the communitarian
research which has really reassured me on
this point. Many of the communities, in
order to survive economically, decided that
they must create a number of technical
inventions which they could produce, so
they had very large community meetings in
which people were encouraged to design
new products which the community could
manufacture. And by this process of gener-
ating ideas in a supportive situation, and
then having people improve each other’s
ideas and refine them, communities came up
with far more creative and original solutions
for industrial design than any comparable
groups of two hundred or three hundred
people anywhere else in the population.

Sheila de Bretteville: | think it's using com-
petition in a positive sense, rather than indi-
viduals competing with each other to make
more and more unique things. When they
work together the competition works to
make the thing itself become better and
better. | think many of the forces that are
active on an individualistic point of view
within our own culture are forces which are
viable and should not be turned off but
which can be redirected and actually have
greater fruits if they were to be done on a
collective base. [
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Martha Graham—"'Letter to the World,” 1940 (kick). Photo by Barbara Morgan (Scarsdale, NY),
from book, Barbara Morgan Monograph, Morgan and Morgan, Inc., 1972,



Constance Urdang

HOW TO DO IT

By fasting

by turning

by looking into the well

by staying out, in good weather, and
watching how the grass grows

in bad weather, fixing

a point on the wall

by holding the breath

by staying awake

by rubbing the body with aromatic oils
by going naked

by troubling the surface of the waters
by opening the eyes unto the stars
by counting stars

by the glass, wherein all images are clear

by the needle, that pricks and lets no one rest
by fire, that burns and is not consumed

by song

by praise

by silence
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MOTHER

Outlived herself
In the body of a cat
Old bones rusting through spiky fur

Grown too suspicious
To be taken in by food
Not even cream

Could tempt her

She grew smaller

Crouched in that threadbare pelt
Only her eyes

Were the same
Uncomprehending

Flecks of surprise

In their seaweedy depths

No way out
Of that shabby prison

When he poisoned the cat
The doctor said,
“l hope | go that peaceful.”

HER DADDY

136

is a rough rider!

One gold earring and a Russian leather jacket
above skin-tight pants, her Daddy

rides a hot rod, draws sparks from the superhighways
of her imagining. His belt buckle

switches on the municipal fireworks display.

The little birds who did not fly south

live in his black beard.

From his breast he tears nesting materials

for small nocturnal burrowing animals.

Crumbs from his lips nourish urchins in vacant lots.
His ring, in the shape of a jewelled fish,

or the single dull black eye of a legendary giant,
protect against evil.

His 7-league boots go marching across her horizons.
And when he laughs, all the teeth in the world
exhibit themselves, white, regular, and predatory.



WHATEVER CAN BE DONE, WILL BE DONE

The boy who is kind to animals

Has tied a firecracker to the cat'’s tail
He is stoning the spotted bitch he

Is called Wind-Chaser

Yesterday he

Gave bread and broken meat

To the street dogs, his friends

His friends are catching lizards behind the wall
They killed a songbird with their catapults
With the boy who is kind to animals

They set fire to a grasshopper, laughing

Along the road

The children are shaking boxes

Something wants to get out

The mother spits curses

She says we should pay because they are hungry
Wind-Chaser, Eye-of-the-Heart, Comes-Again,

| run away from their baffled eyes

Constance Urdang's forthcoming book,

The Picnic in the Cemetery, will contain the
above poems. Her work is frequently seen
in the country’s leading magazines.
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Maxine Kumin Maxine Kumin is a novelist as well as

a poet and a teacher of creative writing. Her
books of poems include The Privilege and
Halfway.

THIS DAY WILL SELF-DESTRUCT

A man lies down in my mind.

We have just made love.

It went historically well, the kind

of hand-in-glove

expertise team workouts can evoke.
Now we lie still and smoke,

the ashtray on my belly blue

as chicory in the dixie cup

on the deal bureau. True,

it's a borrowed room. Third floor walk-up
as a matter of fact,

foreign enough to enhance the act.

Say it's Grand Forks, where I've never been.
All this takes place in the head,

you understand. | play to win

back wicked afternoons in bed,

old afternoons that were

shadows on the grass longer

than home runs lofted out of the park.
We smoke. The chicory blue goes dark,
the ashtray deepens

and the sun drops

under the rim the way it happens

like a used-up lollipop

and the room goes blind

and a man

a man lies down in my mind.

=

Blue Room. Photo by Catherine Jansen (Philadelphia). The objects

in this room are made with fabric coated in blue print emulsion. The fabric

is then contact printed by exposure to the sun using actual objects,

figures or negatives and developed in water.



Grace Butcher

POETRY WORKSHOP

The gentle people come
with their shy sharp axes
into my woods,

intent on building meadows.

| shall cover my face

with my own long hair

and breathe my own warm breath
when the cold sun

comes clanging down

through silver holes

in the trembling trees.

Much later . ..

long after dark

| plant redwood seeds
furiously,

while from a distance

two birds come strolling.

It had been such a nice day
they thought they would walk.

Whatever shall | tell them
about their nest

and the way things were
when the trees came down?
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ON THE 34th BIRTHDAY OF SPRING

I must read, re-read

the poets (those who know)

and not tie my hair back

so tightly as to feel the ugly strain
at my very roots.

There are leaves to be burned in the spring—
this | can accept,

and glimpses from the corner of my eye

that a fast turn of the head

can never explain.

| must accept the lesser miracle

of crocuses in green grass

after having waited through the winter
for the exploding paradox

of crocuses in snow.

The air will curl like tide

around the deep rock of my body
alone in the bright bed

that faces east.

The shocking space

where you have been, have lain,
will fill, or empty, as the case may be,
and all my struggle with dreams,
my golden fantasies of morning
will not put you there

before you are there.

My children grow;

the spiders creep across my legs.

My hair still fills with sun;

my heart has not loosened or grown small.
My mind is too far in at times;

the geography is black as well as green,
but all the colors grow.

There is the line across my throat
where it has been slashed,

and the muscle deep inside tightens
where the scars heal in great lumps
dissolved by certain touches,
certain tenderness.
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| perform the ritual,

dance around myself and sing,
“Alone! Alone!” and worship
at the altars of uncertainty
while spring comes anyhow.

| see the difference the body makes:

the gradual texturing of skin,

the ridges in the fingernails,

and laughter creating problems ~
around the eyes.

But if | can be as serious

as flowers at work,

and, for moments, as unaware,

that will be the blessing of this spring.
The struggle up from underground

has a shuddering climax

as dirt falls back from the thrust of leaves.

The blossom opens in the frenzied sequence

of time-lapse photography to background music.
| watch myself flowering, flowering.

It is inevitable, | guess,

as long as there is spring

and the dark struggle.

Photo by Judith Eglington, Canada, from her show Earth Visions.



INTERVIEW WITH A FRETFUL, AGEING LADY POET

My sadness? ...

necessary.

It is like fine dark caves

with firefly ceilings

and bottomless still pools

that never empty, never change.

What do you want to know?

My mother drank; my father was busy.
Alone with myself

| found fine, terrible things.

Take them and leave

if you don’t understand.

They are all | can offer.

My head scrapes the sky;

poems fall like stars.

My feet know bedrock;

| run and the planet turns.
If you want more than that,
| can’t help you.

| have no in between.

My sadness?

You always return to that.

I don’t think it bothers anyone.

I've already chosen

my genes and chromosomes;

why not ask why my bones are small!
Leave me alone;

my sadness is neither new nor news.

| have a feeling

no one will outlive me.

No one will see my slow climb finished.

No one even knows the mountain is there.
How can | say, “Please notice my mountain”?
| say instead, “Son, Son,” and “Husband.”
And they wonder what | mean.

Years from now,

how can | say to the quiet air,
to the stars above the mountain,
“Son...Husband ...."?

No one will be left to remember.
I will only be ancient;

they will be dead.
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| hope there will be more

than a dark wind blowing at the top.
The mountain is not worth this sadness
if there is only a dark wind.

But listen—

do not write that down.

Say instead, ‘‘She spoke brilliantly
of many things.”

Not only a poet and an instructor of English
af Kent State, Grace Butcher is also an
(un-lfonely) long distance runner who has won
several prizes on the track. She writes,

“I'm learning to ride a motorcycle now—

a BMW 750, no less.”

R. E. Sebenthall

TIGER SLEEPING

It places its two fatal blows
side by side neatly

and rests an appeased head
on them: its body is packed
with deferred power,
suspended tigering:

its eyes close
but its nostrils
watch the wind:

the morsel that passes safely
around it in the grass

has not succeeded by stealth:
on the contrary

has been imagined, considered
and decided against:

the afternoon’s hot hand
strokes the tiger’s drowse;

but at dusk it will lift its head
and stare off across the plain
where a mile or two away

the appointed impala

has begun to think

of the same waterhole

that is crossing the tiger's mind.
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STILL LIFE

Under the embalming varnish,
inside the finishing frame,

there is more going on

than immediately meets the eye.

The edge of a knife continues

to menace, a flower insists

on exuding its odor;

the apple has not given up

nor the lemon completely stalled.

The pheasant that looks so killed
keeps dragging in a sky

that runs like a river;

surfaces are shifting mutinously,
colors pulse and flicker—
nothing’s agreed to be still.

R. E. Sebenthall, who lives in Mt. Horeb,
Wisconsin, is not only a poet but also (under
a pen name) a writer of detective stories.

A book review by her appears elsewhere in
this issue.

Lisel Mueller
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THE FALL OF THE MUSE

Her wings are sold for scrap,
her tiara goes to the museum.
She takes off her purple gown,
her long gloves.

In her underwear she is anyone.

Even when she is naked, they laugh.
it's not enough, they shout,

take off your pubic hair,

mutilate your breasts,

cut off a finger,

put a patch on your left eys.



Now she is one of us.

She laughs the small laugh of the ordinary.
She gives us all equal kisses.

She counts her money at inaugural balls.
She is searched at airports.

She depends on sleeping pills.

She betrays Art with Life.

She lectures on the catharsis of drivel.

She learns about Mount Olympus from quiz shows.

She moves in a circle of victims;

they make her eat her heart in public.
She has been bled so many times

her blood has lost its color.

She comes on the stage on all fours

but insists that her teeth be straightened.

Democratic, she sits with us.

We share the flat bread of affluence,
the suicidal water;

we kill each other with jokes.

She wears false eyelashes

when she throws herself off the bridge.

JANUARY AFTERNOON, WITH BILLIE HOLIDAY

Her voice shifts as if it were light,
from chalk to parchment to oil.

| think of the sun this morning,

how many knives were flashed
through black, compliant trees;

now she has aged it with her singing,
turned it to milk thinned with water,
a poor people's sun, enough
knowledge to go around.

145



| want to dance, to bend

as gradually as a flower,
release a ball in slow motion
to follow in the marvelous path
of the unfolding jet streak,
love’s expansive finger

across the cheek of the sky:
“Heaven, I'm in heaven ...”

The foolish old songs were right,
the heart does, actually, ache
from trying to push beyond
itself, this room, the world,

all that can be imagined,;

space is not enough space

for its sudden immensity

I am not what you think
This is not what | wanted

Desire has no object, it simply happens,
rises and floats, lighter than air.

But she knows that. Her voice scrapes
against the innocent words of the song!
tomorrow is something she remembers.

IN THE EYE OF THE HURRICANE

We ride in the clearing, the one
incredible patch of blue
in the world’s murderous weather

We fly to our next feeding
on dirty money and dirty lungs,
to strawberries in the snow

We ride in our windless blind spot
cushioned by bodies swaddled in flags,
stabilized by disaster

We guess that our bread is enriched
with human bone meal, we suspect
our dentists of melting down wedding rings

We wonder how long they can last,

our charms, our beds to die in,
our bread, before it turns into stone
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THE PRIVATE LIFE

What happens, happens in silence:

The man from New York City
feels himself gaing insane
and flies to Brazil to rest,

The piano student in Indiana
lovingly gathers the prune pits
Horowitz left on his plate

the only time he ate breakfast there,

My daughter daydreams of marriage
and has suddenly grown
three inches taller than |,

And now, this icy morning,
we find another tree,

an aspen, doubled over,
split in two at the waist:

no message, no suicide note.

* * *

147



148

Fruit Market:

age-spotted avocados,

lemons with goose-flesh;

navel oranges,

pears with flushed cheeks;
apples like buttocks,

pineapples like stockades;
coconut heads with instructions:
“Pierce the eyes with an awl,
allowing the milk to run out,
then tap hard with a hammer
until the outer covering cracks—"

life, our violent history,
lies speechless and mild in these bins.

We are being eaten by words.

My face is smeared with headlines;

my lungs, blue tubes, are always on;
you come home smelling of printer’s ink.

The teletype is a dragon’s mouth;
ripped out, its tongue grows back
at the speed of sound:

5,000 tons of explosives were dropped
The hijacker wore a business suit

His late model Triumph was found overturned
She said she had taken fertility drugs

The boy stood on the burning deck

The girl's body was found in a cornfield
The President joked with newsmen

The two youths were killed execution-style
The National Safety Council reported

A spokesman for the hospital said

The blond actress disclosed

(Your house is on fire, your children are gone)

Stop it. What happens,
happens in silence:

in a red blood-cell,

a curl in the brain,

in the ignorant ovum,
the switched-on nerves;

it happens in eyes before the scream,
in memory when it boils over,

in the ravine of conscience,

in the smile that says, come to bed.

Today—my snow-capped birthday—
our red hibiscus is blooming again.
Months of refusal; now

one sudden silent flower,

one inscrutable life.



AT THE WORLD’S BUSIEST CORNER

State and Madison, Chicago

Blind, black and believing
—archaic trinity—

he fixes burned-out eyes

on an abandoned heaven

as he shouts and chants

his hoarse, relentless gospel:
Put God back in your lives.

Whose god, old man? What you hear
are sounds of summer and money,
as unbelieving waves

spill past you every time

the stop light clicks to green;
whose god, in what disguise?

We carry our gods in our skins,

our wallets, our sons and daughters;
for some of us, angels

stream from the jab of a needle,

for others, infinite mercy

listens beside a couch;

we pray

to the promise of stars and numbers
if we are lonely,

and if we are young, to the smile
that curls in the lotus of flesh;

we pick and choose from among
patented miracles:

shall we be saved by a shiny pill

or a shining vision?

Once | was blind, but now
| see, he shouts at us,

at the polluted sky.

His face is rapt, his eyes
are two locked doors.

Our readers are already acquainted with

Lisel Mueller's work. In addition to her own

books, she has appeared in nhumerous
anthologies, including Heartland and
Rising Tides.
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Margaret Atwood

I MADE NO CHOICE

150

| decided nothing.

One day you simply appeared in your stupid boat,

your killer's hands, your disjointed body, jagged as a shipwreck,
skinny-ribbed, blue-eyed, scorched, thirsty, the usual,
pretending to be—what? a survivor?

Those who say they want nothing
want everything.

It was not this greed

that offended me, it was the lies.

Nevertheless | gave you

the food you demanded for the journey

you said you planned; but you planned no journey
and we both knew it.

You've forgotten that,

you made the right decision.

You're having a good time here,

the trees bend in the wind, you eat, you rest,
you think of nothing,

your mind, you say,

is like your hands, vacant:

vacant is not innocent.



UNTITLED

We walk in the cedar grove
intending love, no one is here

but the suicides, returned

in the shapes of birds

with their razor-blue

feathers, their beaks like stabs, their eyes
red as the food of the dead, their single
irridescent note,

complaint or warning:

Everything dies, they say,
Everything dies.
Their colours pierce the branches.

Ignore them. Lie on the ground
like this, like the season
which is full and not theirs;

our bodies hurt them,

our mouths tasting of pears, grease,
onions, earth we eat

which was not enough for them,

the pulse under the skin, their eyes
radiate anger, they are thirsty:

Die, they whisper, Die,
their eyes consuming
themselves like stars, impersonal:

they do not care whose

blood fills the sharp trenches

where they were buried, stake through
the heart; as long

as there is blood.

“| live on a farm in Ontario, raise sheep and
hens, and am about to start another novel . . .
| hope . . .,” writes Margaret Atwood, a
renowned Canadian novelist and poet. Her
latest book of poems is Power Politics, and
many readers will remember her novels

The Edible Woman and Surfacing.
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THE TROUBLE WITH WOMEN

by Eleanor Rackow Widmer
Professor, Department of Literature,
University of California-San Diego, La Jolla.

Berger, Thomas, Regiment of Women. New
York, Simon and Schuster. 1973. $8.95

Owens, Iris, After Claude. New York,
Farrar, Straus, and Giroux. 1973. $6.95

Consider this vision of the 21st century:
Georgie Cornell, a 29 year old “boy” rises

in the morning and prepares for his job in

a publishing firm; he shaves his face, chest,
and calves, dons bikini briefs, bra and
pantyhose, a white tailored blouse and a
kelly green pleated skirt. Precisely because
he knows that he is considered pretty and
well-groomed, with eye and face makeup
perfect, and silver earrings and bracelets that
cannot be faulted, he experiences anxiety as
he secures his door with three locks and
clutches his purse to his breasts (achieved
through plastic prosthesis). Suppose a
female mugger or junkie lurks nearby, ready
to commit violence at knifepoint? Heroically,
Georgie dons his gas mask to combat air
pollution, ignores the obscenities of unem-
ployed women who idle in the savage
streets, and minces on high heels past the
turreted wall across town until a black
woman toting a machine gun allows him to
enter the inner city of New York.

Though Georgie realizes that black women
want white boys for one ‘purpose only, he
simpers provocatively for the black guard.
Georgie fears all women, including his
analyst, Dr. Prine, whom he visits before
work. Dr. Prine wears dark trousers and a
jacket, a self-adhesive nylon beard, and
black horn-rimmed glasses. To combat
Georgie's assertion of sexual frigidity, she

straps on a dildo, and with Georgie spread-
eagled on the table, gives him a treatment.
He responds with nothing but pain. Tears
flood his eyes at the sense of his worth-
lessness.

Is this the ultimate in a female writer’s
revenge? Hardly. It is a novel written by
Thomas Berger, The Regiment of Women,
and it is a disappointing, if clever, satire.

In this enclosed and strangely horrifying
world, the roles of men and women are
totally reversed. It is the women who
govern the state, who serve in the army,
who police the cities, who wage wars,
negotiate laws, and are the arbiters of
custom. It is women who are lecherous,
self-aggrandizing, bossy, and who brag,
boast, and parade the incompetence and
fluttery ineffectiveness of men. Mary, rather
than Jesus, is the common curse word.

For women who violate the laws, the pun-
ishment is lobotomy. For men who practice
transvestism, that is, dressing in trousers, or
sexual perversion, attempting to insert the
penis into a female, the punishment is cas-
tration. And why should castration be a
threat in a world in which the plastic dildo
is king and the penis is used for the artificial
milking for the Sperm Bank? Because
eunuchs lose their looks, and without his
looks, what’s a boy to do?

At first blush, Regiment of Women would
appear as a savage dystopia in which the
humiliations and oppression experienced by
women of the 20th century are foisted on
men of the 21st. “Once,” a male friend

of Georgie’s confides in conspiratorial
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whispers, “men controlled the state.” To
Georgie Cornell the statement is not merely
seditious but questionable. Few have

actual knowledge of that time when men

did not perform menial tasks, act as
“mattresses” for powerful women, or fill
their lives with trivia about cosmetics and
fashion. More important—and to verify it
his male friend produces a pornographic
photo of a woman suckling a child—in that
long ago era women allegedly bore chil-
dren. Georgie knows that he was born at

a birth facility where he emerged from a
stainless steel incubator, and that during
the compulsory six months spent in the
barracks for the Sperm Term, men have to
submit, not just to the humiliation of being
milked by machines, but to the repetition

of courses in stitchery, embroidery, and
flower arrangements. Except for a rare
novelist, men are not considered worthy of
engaging in the arts, and just as they are
personally considered as decorative
objects, so are their mild forays into creativ-
ity stultified, routinized, limited to embellish-
ing the domestic. Men do not have the
genius of women.

But if the reader is temporarily beguiled

into seeing Thomas Berger as the ardent
champion of the current woman’s cause,

the illusion is soon destroyed by the unfold-
ing of events. In a series of bizarre
episodes, Georgle is arrested for wearing
women’s clothing, trousers, is imprisoned in
a Hall of Detention, and though formerly
described as “a good boy’ who wishes only
to conform slavishly, even to the extent of
pandering himself to maintain the job at
which he is ludicrously inept, he finds
enough courage and cunning to execute a
jail break. Subsequently, he becomes the
darling of the underground movement that
wishes to overthrow the tyranny of women
and reestablish the assertiveness of men.

And herein lies the crux of the ambiguity.
Berger is so skillful and seductive that the
reader cheers when Georgie undergoes
surgery to have his breasts removed and to
act as an undercover agent at the Sperm
Camp. We identify with Georgie; we feel
our pulses quicken as he casts off his old
role. During an identity crisis at the camp,
Georgie, sick of “vulva envy’ and the
cowardice of his fellow men cries out in
despair to the psychiatrist assigned to him:

154

Women would be just like men if they
had a penis and balls. Why don’t men
play football? Because they might get
hit there. And the same goes for boxing
and wrestling. Women may be smaller,
but they are vulnerable. It's nature’s
cruel joke to make men the larger and
stronger sex and then give them this

[a penis] which nullifies everything else.

Who would deny Georgie the right to be
prideful, rather than abject, about the staff
between his legs, especially in a world
where there is no human contact, no lovely,
delicious, ecstatic, mind shattering and
body renewing fucking as we know it? We
delight when Georgie breaks out of camp,
taking with him a female FBI agent who,
like Georgie, yearns to renounce her
imposed slavery.

When Georgie casts off his wig and she
claps it on her shorn hair, when Georgie
flings off his pantyhose and struggles into
trousers while the girl awkwardly adjusts

a skirt, when they careen down the highway
in an Army truck which she drives because
men have been considered too incom-
petent to handle the wheel, we wish nothing
more than their escape. But where and
towards what are they heading? Why,
beyond their pursuers to an isolated area
where they have to hunt and fish to survive,
and where, wonder of wonders, they fall to
normal copulation—and adore it. Our final
view of the hero and heroine is in an
untamed Garden of Eden. With the high
spirits and the high rod befitting the
pioneers in an untamed land, Georgie rolls
his mate over so that he is on top.

And he inserted himself this time. If he
was going to be builder and killer, he

could be boss once in awhile. Also, he
was the one with the protuberant organ.

Therefore, what we have experienced in
Georgie’s pilgrimage is scarcely the break
with custom with which the novelist has
tantalized us in his opening chapters.

While seeming to decry the exploitation of
men, that is our women, he is actually lead-
ing us back to a situation in which the

hero is a “builder,” a “killer,” a “boss”—
and this based on “the protuberant organ.”

Revolutionary indeed!



Although Berger's style is lively and he is
fiendishly inventive in delineating every
aspect of his curious world, his ideology is
maddeningly arrested. In dystopian novels
of almost half a century ago, such as
Zamiatin’s We, the sensuous life can be
found in the green forest beyond the wall;

in Huxley’s Brave New World, the lovers

trail off hand in hand into the pastures.

No less in Regiment of Women. The satire
that allegedly espouses the cause of

women through the trick mirror of men-cast-
as-women ends with the standard, pastoral
reflection: the return to the idyllic and
sequestered land that denies the regimenta-
tion of a mechanized society and reaffirms
the verities of the individual couple

annealed with the fire of the hot shtick.

D. H. Lawrence would have nodded in
approval. He could not have asked more for
Lady Chatterley!

In contrast, the heroine of Iris Owen'’s bril-
liantly written novel, After Claude, settles
for an all too modish solution to the female
problem—the last scenes find her mastur-
bating with her cries recorded on tape. Of
the two writers, Iris Owens is the more
honest. She began her career writing porno
in Paris for Girodias of Olympia press.

A veteran of four such novels published
under the name of Harriet Daimler, After
Claude bears the imprint of a prestigious
New York publishing house.

As a deliberately cultivated in-joke, Ms.
Owens uses the name Harriet for her
heroine in After Claude, thus linking it with
the author’s own pseudonym. The authen-
ticity of Harriet's character and her curious
plight as a victim of cultural shock after a
five year sojourn in Paris, strikes the reader
as at least partially autobiographical. But to
characterize After Claude as the inevitable
lightly veiled autobiography of a “first” novel
is to deny Ms. Owens her due both as a
savagely accurate reporter of the current
Greenwich Village-Chelsea Hotel scene, and
as a gallow humorist of major order. It is
not so much what happens in After Claude
as the way it is said, with biting verve and
accuracy for New Yorkese that Mary McCar-
thy and her reliance on “facts’ would well
envy.

Through the voice of Harriet, Owens devas-
tates each character with concise irony. Her
observation of the hero, “‘according to

Claude, everyone, with the possible excep-
tion of his heroes Mick Jagger and Mao-Tse-
tung, was a fag,” is no less perceptive than
that of Rhoda, the Village ugly, who claims
to be “a defender of women'’s rights, black
rights, prisoner’s rights, Puerto Rican, gay
and Vietnamese rights, when it came to

my rights, the good old capitalist line was
drawn.” Nor does Owens limit herself to
Greenwich Village weirdos; she polishes off
middle class women with equal aplomb.
“Maxine, Jewish mother and wife was fighting
off an airtight pair of white shantung hip
huggers. Above the carnage, through the
transparency of a fishnet polo shirt, you
could see a kosher delicatessen. ... She lit
a cigarette with an efficient click of her
gold Dupont lighter, her tiny, pointy fingers
rigid with wedding bands.”

And this same, crisp detail informs the
dialogue:

“You're the first stewardess I've met
socially. . . . Tell me, do you believe that
stewardesses and nurses are pathologi-
cally promiscuous as a result of their
occupations constantly confronting them
with death?

“Well, | really don’t know.” She played
with her smoked salmon. ‘“Next time you
fand in a hospital, why don't you ask
one of the nurses?”

Because the style propels the narrative at
immense speed, the surface of the book is
fairly simple. It opens with Harriet about to
be evicted by her lover, a Frenchman in
white jeans who works for television. Six
months before, Claude literally rescued Har-
riet from the doorstep of the tenement
where her friend, Rhoda-Regina mercilessly
and brutally cast her out. Or so says
Harriet. Not only does she tell her own
story, but through so superior a sensibility
as to conceive of her every defect as a
virtue. Harriet rarely stirs from bed until
noon and then only to watch quiz programs
to which she can respond condescendingly.
She cooks not, neither does she clean, and
rather than boil water for instant coffee—
“Who can cook in this heat?''—she repairs
to bed with half a gallon of ice cream. Her
entire wardrobe cradles on the seat of a
rocking chair, and when preparing for an
evening’s festivities, she wears her tie-dye
skirt and Mexican blouse into the shower.
After all, aren’t they both drip dry?
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But Harriet is more than the sum of her
eccentricities. A seasoned hypochondriac,
Harriet lies supine in Rhoda’s apartment for
months, with mononucleosis as her excuse,
and living with Claude she affects every
disease known to woman except paralysis

of the tongue. Ah, how acrid Harriet can
talk! She has opinions on everything, and
nothing can stay her flood. To a movie
about Christ she responds by labeling him

a “fag,” and when Claude demands that

she move out, she counters by asking him
whether he intends to head the Communist
Party and marry a certified virgin of a good
family. Trying to seduce Claude before he
leaves for work, Harriet quips, “So you’ll
miss one mugging. Isn't saving our relation-
ship more important?”” Harriet resists
eviction by stocking up on a survival diet
consisting of “fourteen cans of tuna, a half
dozen tins of antipasto packed in virgin oil,
seven frozen TV turkey dinners, seven

frozen deep-fried shrimp dinners, four
packages of Hydrox cookies,”” to assuage
her gourmet tastes. She also has her lock
changed. To no avail. Claude shows up
with a strongman and has her delivered to
the Chelsea Hotel.

Up to this point, the novel is one of the

most commendable that | have read in
years—swift, witty, unsentimental, without a
scrap of excess in its conception. The
heroine is the victimizer as well as the
victim, constant only in her outrageous
inconstancies. She clings to anyone who
will shelter her with the cloying stamina of

a rhesus monkey, but she lashes out at her
benefactors with the sting of a venomous
snake. Though she advises us that “life

is not a quiz show,” she demands the right
to its prizes. Let those who will work.
Doesn't Harriet deserve the prerogative not
to when she gives so gloriously of her

untidy self?

Her parasitic condition rarely dawns on
her. Her motto might well be, “I suffer,
therefore | am.” And the reader, far from
being repelled by her, admires the gusto
with which she pursues her mock slavery.

Where the novel breaks down—and alas it
does—is in the latter quarter, when Harriet
is ensconced in the Hotel Chelsea.

Because the landscape is by now familiar,
we are led to expect further permutations in
this mannered comedy: ‘It occurred to me
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that the room was excessively suicide-

proof. No bathtub to slash your wrists in.

No beams to hang from. The windows were
painted shut to discourage the impulsive
leaps. A gun would do the job, but that

was a man’s way.”

Inexplicably, Harriet then talks her way

into the suite of Roger and his groupies,
members of an institute whose men seem to
thrive sexually by the vicarious act of
listening to the recorded squeals of women
giving themselves orgasms, and these
women are a mindless, hypnotised, freaked-
out lot. Because of the bravado with which
Harriet enacts her scenes with Claude, we
are not prepared for her to capitulate to
Roger, since he is not only repulsive but
dangerous. “l recognized in Roger a soul-
mate, not to say savior, which is unusual
when you consider this childish prejudice |
have regarding prematurely balding, soft-
skinned, pale-eyed fetus types . .. Let me
get the business of Roger’s bad teeth out of
the way. They tell you that this extraordi-
narily evolved man has known pain.” But
pain, or more accurately, captivity, is what
Roger inflicts.

With Claude, Harriet is alert, resourceful,
endlessly inventive in her combat. But with
Roger, an evil character who warns her
not to leave her room “except when abso-
lutely necessary,” or talk to strangers, or
discuss the institute, Harriet is a whimper-
ing, fearful slave. And why? Because
Roger has shown her the way to self-
orgasms. One would imagine that to a
woman of Harriet’s sophistication, such
release would literally be child’s play.
Potentially, one can sense the black humor
and the intended satire of this twist in
Harriet’s fate. Except that it’s too uncom-
fortable to be funny. If Ms. Owens wished
to satirize Manson and his clan, the notion
is antipathetic to comedy.

Like a cliffhanger, the book ends precipi-
tously, with the hercine confined to her
room awaiting Roger’s return. We pray he
never does, and remind ourselves, after the
fact, that Harriet will somehow survive. But
for the notorious, larger-than-life combatant
to be reduced to saying, “It was gratifying
to receive orders,” and from an impotent
creep like Roger, is too close to the sinister
for laughter.



An anti-heroine who thumbs her nose at the
bourgeois values of cleanliness, a steady
job, marriage, and who lives by virtue of her
two mouths is one thing; a brainwashed
clinging hysteric, metamorphosed from the
momser of Morton Street to the Charity

Case at the Chelsea, is another. Had Iris
Owens rested with what she knows from the

AESTHETIC PURITY OR MIND-RAPE?

by Carole Gottlieb Vopat
Assistant Professor of English, University
of Wisconsin-Parkside, Kenosha.

Hess, Thomas B. and Baker, Elizabeth C.,
eds., Art and Sexual Politics. New York,
Collier Books, 1973. $1.95.

Hess, Thomas B. and Nochlin, Linda, eds.,
Woman as Sex Object. New York, Art
News Annual XXXVIII, 1972. $7.95.

Linda Nochlin, in her keynote essay, “Why
Have There Been No Great Women Artists?,”
does not argue that male and female

artists are inherently different, that an artist
who is a woman paints in a different style
with different perceptions than a man—nor,
again, does she deny it; rather, she sug-
gests that such a study has yet to be made.
What she is more concerned with is the fact
that it is hard to be a woman in this world
and survive whole and adult; it is hard
particularly to be a woman and something
else at the same time—especially an artist.

Art, like everything else, discriminates
against women. The answer to the question
posed in Nochlin’s title is simple and, one
would imagine, indisputable: there have
been no great women artists because
society has been, and still is, sexist. There
are several alternative answers: the most
popular is that women artists are not as
good or as numerous as male artists (no
female Michelangelos, no female Rubens)
because Women Are Inferior. The idea is
never stated quite as baldly as that; after
all, we, and especially those of us who muse
about matters of art and culture, are a

gut, neither the novel nor its heroine would
have floundered. But the concluding
episodes not only violate the essential brav-
ery of Harriet, but have the feel of imagined
sensationalism, of the old porno hand at

its funky work. Still, Harriet, in After
Claude, is worth your acquaintance, and so
is her gifted creator. [J

sophisticated and civilized people. But that
is what it comes down to; whether the
theory derives from biology, sociology,
theology, anthropology, or psychology, the
meaning is the same: woman is by nature
stupid, or limited, or uncreative. And yet
the truth is not far off. Of course, women
are not by nature stupid; they are by

nature human beings. But they are by
nurture, by training, by culture, by environ-
ment, taught to be stupid. We live in a
society in which true and enduring artistic
achievement, the artistic life itself, is not
lady-like, and the tyranny of what is lady-like
has only recently been mitigated.

One half of our population has been

and still is raised in such a way that there
can be no geniuses among us. One of the
primary prerequisites of the artist, more
primary than talent or discipline, is a self,
an “l,” and with that “I,” that inherent right
of saying “me!” and having it mean some-
thing, comes a sense of power and, more
important, of authority. Without it there can
be no great art, no art at all; and there has
not been.

Women have always dreamed dreams and
seen visions. But the confidence as well as
the professional training to set those dreams
and visions down, to make the children of
their imagination as sturdy as the children
of their body, that has been bred out of
them. Women have not taken their insights
seriously; they spend them over coffee, sigh
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them out scrubbing the floor, and when
they think of the artist’s life, which means
privacy, and a right to time, space and
training, access to materials and the world
beyond the home, they envision the disrup-
tion of their family, their husband’s anger,
their children’s whines, and it doesn’t seem
worth it. For women, unlike men, do not
have a tradition of artistic rebellion or
romantic pariahdom behind them. Few of us
run off to Tahiti; who would look after

the children?

Women have no tradition save the one of
passivity and submission decreed for us by
male society. We have been robbed of our
history and of our artists, those who speak
for us, to us, who give us back our lives
ordered, meaningful, sometimes heightened,
burnished, even beautiful. As far as women
are concerned, creativity has been more a

Untitled—1969. Photo by Anne Noggle (Albuquerque, NM).

problem than a gift. The traits that define
creativity—the independence, the curiosity,
the initiative, the unwillingness to conform,
the self-esteem, as well as the great
amounts of discipline, the absorption and
concentration to the exclusion of all else—
these very traits are bred out of women, are
“unladylike,” “masculine,” encouraged in
little boys but repressed in little girls, whose
primary responsibilities will be to men and
not to themselves. Many women grow up
to play at art rather than to devote their
lives to it; they satisfy their restless energy
and their guilt with Sunday painting and
dilettantism, rather than with serious and
disciplined art.

It is naive to believe that if a woman in the
past had had “True Genius” she would

have been able to transcend the limitations
placed on her by birth and training to pro-

duce work of such blinding quality it and
she would have had to have been recog-
nized. Even if we accept for a moment, as
Nochlin does not, the myth of the genius, it
is also true, as Simone de Beauvoir points
out, that geniuses are not only born, they
are made; genius needs a social and
psychological environment conducive to its
development. [t is a myth that genius
develops in a vacuum, on a hillside or in a
cave. Genius can be strangled, it can be
repressed, it can turn against itself in guilt,
anger and frustration; without training, with-
out literacy, without money or independence,
without encouragement or an audience,
genius can die, or, worse, its creative
passions become self-destructive; not art
but insanity, suicide, murder.

Linda Nochlin proves with concrete histori-
cal example this frightening truth about

women: that society is joined as it were in
an unconscious conspiracy to keep woman
out of the studio, the museum, the gallery,
the university, as she has systematically
been kept out of any of the forums of power
or achievement. That it is no accident of
birth or defect of genes that we have no
great women artists, but the result of a
steadily applied program, a System, an
Establishment, of rules and roles; that it is
a white male world and has been; our art,
as her second book of essays, Woman As
Sex Object, clearly illustrates, is white male
art for white male audiences, made up of
white male images and fantasies.

What must then be studied when one studies
art history is not the biography of the indi-
vidual artist, but rather the society in which
the artist lived, a society whose power and
influence cannot be denied by any theory
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of genius or superhuman transcendent indi-
viduality. Concluding that “the conditions
for producing art” are more important than
the study of ““genius,” Nochlin studies those
conditions to prove that society has prevent-
ed women from making art, by undermining
their confidence in general and, more
pragmatically, by denying them access to
training, encouragement, and, even more
basically, to the tools of their trade: until
just recently in art history, women artists
were not allowed public access to the nude
body; a woman could pose for the picture
she was not allowed to paint, or, often, to
look at.

It is ironic that a study of the erotic in art
can be entitled Woman as Sex Object and
make perfect sense, for erotic art means
erotic-for-men. Images of women in art are
what one might expect: variations on the
madonna-whore syndrome. Yet the nudes
and vampires are for the most part passive,
still; they look stolidly out at the viewer or
gaze solemnly if languidly into mirrors;
these are not studies of woman's sensuality
and sexuality, but of the sexuality of the
male viewer. Even today there is no vocab-
ulary, no fund of images, for women to
express their own erotic fantasies. Our
culture does not present males as sex
objects; society’s image of man is just the
opposite of the odalisque and sloe-eyed
bather. Rather, it is one of power, posses-
sion and domination; swords, spears,
lances. To be the object of a sex fantasy,
one must be an object, and men do not fit
easily, publicly, into that role. There is no
tradition of male passivity, male voluptuous-
ness or availability, nor are there welcom-
ing sensual images of penises; lance is too
painful, while banana, which Nochlin sug-
gests, is ludicrous. Clearly a new language
will have to be formulated, in cinema, in
literature, as well as in art, new metaphors
and images to express the woman artist’s
and the woman viewer’s sexuality.

As such studies make clear, Art to Nochlin
is not “the direct, personal expression of
individual emotional experience,” but rather
“involves a self-consistent language of
form, more or less dependent upon, or free
from, given temporarily-defined conventions,
schemata, or systems of notation, which
have to be learned or worked out, through
study, apprenticeship, or a long period of
individual experimentation.” Art is not per-

sonal but social. Rosa Bonheur, for exam-
ple, succeeded not only because she was
good, but because, Ms. Nochlin points out,
the institution of art was changing in such

a way as to admit and recognize her. With
the rise of the middle class as patrons
rather than the aristocracy, smaller paint-
ings, generally of everyday subjects rather
than great mythological or religious scenes,
came into demand; animal painting became
popular, and Bonheur, who was denied
access to other outlets but who could,
indeed, look upon naked animals without
risking much, was its most accomplished,
successful practitioner. A “tomboy' as a
child who witnessed her martyr mother's
decline from overwork and poverty, Bonheur
never married and, encouraged early by
her drawingmaster father, dedicated herself
to her art. Yet at the same time that she
rejected the conventional feminine role of
her times, cropped her hair, lived with a
woman companion, habitually wore men’s
attire, she felt compelled to justify her
rejection not as protest or symbol but in
terms of practicality, and to count herself an
exception. Concludes Nochlin, “it is some-
what pathetic that this highly successful
world-renowned artist . . . should feel com-
pelled late in life to justify and qualify her
perfectly reasonable assumption of mascu-
line ways, for any reason whatsoever; it is
more pathetic still that she should feel com-
pelled to attack her less modest, trouser-
wearing sisters. Yet her conscience, despite
her supportive father and worldly success,
still condemned her for not being a
‘feminine’ woman.”

The fault, Nochlin asserts, “lies not in our
stars, our hormones, our menstrual cycles,
or our empty internal spaces, but in our insti-
tutions and our education—education under-
stood to include everything that happens to
us from the moment we enter, head first,

into this world of meaningful symbols, signs
and signals.” She calls upon women to
“face up to the reality of their history and

of their present situation’; to reject the
glamour of the underdog, the token, and the
outsider and, instead, “at the same time

that they destroy false consciousness, take
part in the creation of institutions in which
clear thought and true greatness are chal-
lenges open to anyone—man or woman—
courageous enough to take the necessary
risk.”
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For if the fault has been with the institution,
it is the institution which must be changed.
It is no longer and, in fact, has never been,
a matter of an individual “raising her con-
sciousness,” gaining personal confidence
and courage; nor is it a simple question of
persuading men, politely or violently, to let
us into the world. Society itself and the
institutions it supports and creates must
change; nothing less than a revolution—if
bloodless, if ““decent,” a revolution nonethe-
less, for all that it must take place in the
heightened self-conscious world of culture
and civilization, in the museums and gal-
leries rather than in the streets. And the
idea of the “one-woman revolution” is as
romantic as that of “the true genius’’; collec-
tivity, society, institutions, cannot be fought
with individuality; it is sentiment to believe
that one pure heart can change the destiny
of millions, or of one other, or even of
oneself.

Where Linda Nochlin presents an historical
view of woman’s position in the art institu-
tion, Elizabeth C. Baker and Lee Hall

bring us up to date on women in the arts.
Asserting that for all baby’s come a long
way, “there is still serious discrimination
against the woman artist” which prevents
many women from sustaining, let alone
attempting, productive and successful
careers, Elizabeth C. Baker in her essay
“Sexual Art-Politics,” points out the isolation
in which a woman artist must work, the
subtle and not so subtle doubts about her
quality and her seriousness, the assumption
that of a married pair, artists or otherwise, it
is the male who has the “real’” career.
Although no longer cut off automatically
from essential professional training, the
woman art student is rarely taken seriously
nor is she encouraged to pursue a “real”
career; rather it is assumed she is merely
dabbling until she finds a man. After she
leaves art school, neither grants nor teach-
ing appointments come her way; those that
are offered to her are usually fewer hours
for fewer pay at tasks that have less and

less relation to her actual artistic interests.
Although “great art has no sex,” dealers are
reluctant to show more than a small minority
of women artists, while other galleries,
whether by design or not, exclude them
entirely. Museums are less ready to support
young women artists, less willing to take a
chance or grant them benefit of the doubt; a
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woman must be famous before she is given
private showings or added to collections.
Women who have succeeded despite this
discrimination are exceptions. Nor do
women critics or dealers themselves rush to
champion women artists, as the women
artists themselves tend to refuse to help or
encourage each other. As whites once
feared the epithet of “nigger-lover,” so
women in the arts shun or in the least are
ambivalent to their own sex; women who
have “made it” in this man’s media are
reluctant to dilute any of their specialness.
Although Baker hastens to reassure them
that “a conscious attempt to be even
handed need in no way carry implications of
diluted critical standards,” by waving the
banner of “aesthetic purity” women them-
selves, like the men they copy, can ignore
justice without guilt.

Lee Hall, Chairperson of the Art Department
at Drew University, is quick to assert in her
essay, “‘In the University,” that her own
academic success is not typical. The univer-
sity remains that part of society which,

under guise of independent and fearless
inquiry, of the academic freedom to disagree
and scrutinize, manages yet to affirm with
logic and data those very ideas the rest of
society accepts on blind faith. It is no sur-
prise, then, that the position of women in the
university mirrors that of women in society
as a whole. There are fewer women on
academic faculties; men are rewarded
better; men have more political power in
terms of shaping policies and priorities;
women are clustered in the lower ranks; few
women govern or administrate; and all
women are pursued by myths of their emo-
tional instability, their periodic moodiness,
their frivolousness, their irrationality and
their irresponsibility. Water wears away
rocks; the sheer mundane weight of these
prejudices can in time force an ambitious
woman into passivity, anxiety, apathy and
guilt, can erode her self confidence and
cause her to set limits to her own expecta-
tions and achievements.

Despite the wealth of reasoned evidence by
Nochlin, Hess, Baker and Hall, the ten
women artists called upon to respond to
Nochlin’s article (“Why Have There Been No
Great Women Artists? Ten Replies”) are
most of them negative, if not actually

hostile. Arranged in descending order of



animosity, the artists are primarily threat-
ened by Nochlin’s emphasis on art as social
rather than personal, and on the artist as
product of time and place rather than as
individual genius beyond history. With their
rejection of art as social comes a rejection
and a fear of the political itself, a quick
denial that art as well as the art world sur-
rounding it has to do with the mundane and
unaesthetic facts of power. Caught in a
conflict between their creative responsi-
bilities to themselves as artists and their
social responsibilities to themselves as
women, these artists have promoted the
first to deny the second, despite their
admission that for all their aesthetic chastity
women are discriminated against in gal-
leries, museums, schools and universities.
To view art as political, they argue, is to
reduce it to propaganda; to call the artist
social is to diminish the self. Let us not
debate that now; the problem facing women
is one of discrimination, and discrimination
is political: it is the tool of supremacy, of
control, of domination, of one class by
another. It is a class problem, not a per-
sonal one. One does not gain power by
ignoring it in the name of an exclusive and,
in practice, elusive, individuality.

But individuality is what they are promoting,
and, ultimately, defending. Their vehemence
is a measure of their fear: fear of surrender-
ing a hard-earned self importance; fear of
admitting responsibility to anything beyond
the carefully defined and limited self; fear of
collective action and of political conscious-
ness, of working in concert with other
women to change the institutions of the art
world and of society itself; ultimately, a

fear of moving beyond the personal domain,
which they have learned somewhat to con-
trol, in which one is responsible solely to
oneself and one’s art, a manageable, self-
willed world, into the larger and more
threatening arena of the social and the
political, wherein one is responsible for
other people, for history, humankind, the
way things are and will be. Their remarks,
coming as they do in reaction to threat
rather than in response to reason and
intellect, force them into awkward stances
which reason is quick to overthrow.

Elaine de Kooning and Rosalyn Drexler
(“Dialogue’) are the most hostile, their
remarks scalded with sarcasm. Rather than

refute Nochlin, they ridicule her, dismissing
her arguments not with proof but with coyly
arch role-playing. For example, of the idea,
which so incenses them, that art is an insti-
tution, they offer only the following: “Institu-
tion to me means the Pentagon, the CIA....
Well the point is, | don't want to create any
other institutions. | don’t want to be in an
institution.” Their conclusions do not sup-
port analysis. “Any artist no matter what

his [sic] gifts, faces neglect.”” True, but men
artists are not neglected because they are
men. “You can't argue with someone’s
taste.” True, but women are excluded from
galleries and museums not on the basis of
taste but because of sex. “There’s no such
thing as equality in the arts.” True, if one
means equal potential or equal value; but

all artists ought to have equal opportunity
and equal rights.

Often they are self-contradictory. “Well, |
think the status quo in the arts is fine as
itis ..., women have exactly the same
chance men do .... There are no
obstacles in the way of a woman becoming
a painter or sculptor, other than the usual
obstacles that an artist has to face.”

A second later, de Kooning opines, “There’s
no doubt, in terms of the numbers of women
painters in this country, that women are

not bought by collectors to the same

extent that men are . ... They're not
exhibited as adequately in museums, are
not given teaching posts in the univer-
sities.”” On the one hand, “‘the question
we're discussing is not recognition; the
question is the idea of being an artist,” yet
“I think what can make an artist stop

is total neglect.”

Tinged with their denials of discrimination
is their contempt for their own sex; the
oppressed class is blamed for its own
oppression: women are the victims not of an
established historical program of sexism
but of their own weakness; they are not
oppressed, only a little neurotic: “Women
have had the vote for over fifty years.
Where are the women in elective office?
Women could have put them there. Who
needs to grant what to whom?”

Their vehement individuality forces them

into some strange contortions. Being a
woman, asserts de Kooning, is totally
irrelevant to her art; “we’re artists who hap-
pen to be women or men among other things
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we happen to be—tall, short, blonde,

dark ...."” It is debatable whether one's
sex is as irrelevant as one’s hair color;
surely no one would argue any longer that in
America one’s skin color is “in no way rele-
vant to our being artists.” Their assertion
that the individual exists independent of
society and of sex is naive to say the least;
they hold just that romantic view of the artist
which Nochlin debunks: “The artist stands for
everything against institutions.” So great in
fact is their need to assert the self, that

they conclude that rather than being influ-
enced by history or society, the artist
creates his/her own history, the whole

world becomes ME: *. . . artists are

always choosing their history from day to
day and their history follows them as much
as it precedes them.” Do these women live
in some studio in Arcadia, some shepherd's
pastorale beyond which nothing exists, no
world, no society, no audience, no history,
nothing save clouds, canvas and woolly
sheep?

Their stance is more extreme than most, yet
typical of the resistances offered Nochlin’s
argument. Artist Bridget Riley (“The
Hermaphrodite”) solves the question of dis-
crimination quite neatly; calling the artist an
“hermaphrodite,” and pointing out that while
women suffer as women, men also “suffer
as men” (with “analogous sociological prob-
lems of one sort or another: . . . poverty,
unsympathetic marriages, alcoholism,” none
of which, however, are sex related), she is
free to conclude that “women’s liberation
when applied to artists seems to me to be

a naive concept.” One surmounts the fact of
discrimination by denying not discrimination
but sex! Louise Nevelson on the other

hand (“Do Your Work") is able to dismiss
discrimination by stating categorically that it
“should not" exist; nothing exists save the
artist and his/her art: “'society, personalities,
and problems are quite another story.”

One circumvents the fact of social discrimi-
nation by denying not only discrimination
but the existence of society itself!

Artist Suzi Gablik (“The Double-Bind"’)
admits that serious discrimination exists but
believes that through personal awareness
and personal consciousness, a woman can
conquer all to become master of her fate
and captain of her soul; those women who
are less than they want to be are themselves
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responsible for what she would deem their
weakness. She comments on what she calls
“the collusion which women often practice”
by sacrificing identity for security, as though
such self-mutilation were deliberately, con-
sciously willed. The social and political are
metamorphosed into the existential; the
basic question for Gablik, as for others,
becomes: how much can women control?
how much is oneself, how much socializa-
tion? how much is a human being the
product of environment and culture, and
how much one’s own creation, one’s own
existential, self-willed Self? To what extent
may we be said to be responsible for our
destinies? That there have been few women
artists up to now suggests overwhelmingly
either that women are by nature weak or
that the job done on them by society and its
deputies has been overpowering. One can-
not “will away” discrimination; it is not a
personal problem. For Gablik, the answer
lies in “reflective self-awareness”; like her
counterparts, she runs from the fact of
action, politics or group protest. One need
only sweep one’s head clean and get on
with the business of making art, as though,
say, one white person clearing his or her
heart of bigotry and mistrust does anything
to ease the despair and destitution of hun-
dreds of Blacks, or even of one. One woman
artist’s success does not cancel out a his-
tory of discrimination or the real presence
today of a noxious prejudice that stops a
hundred women for every one who breaks
through. And rather than celebrate the
personal strength of the one who breaks
through, as do these artists, who themselves
broke through, we must instead act, change,
and revolutionize, must celebrate not indi-
vidual genius but collective strength.

In their fervor to defend themselves, most of
the responding artists distort Nochlin’s
ideas, contradict their own, are flip or arch
or rhetorical, anything but concrete.
Statistics and injustices are brushed aside or
relegated to the past as these artists insist
upon their individuality, asserting their
romantic but naive and ultimately selfish
credo: | am not a woman, | am ME; my
responsibilities are to myself and my art.
None offers facts, none refers to incidents in
her own life, using the personal to refute
Nochlin's historical lessons; rather, there is
only the wispy belief that denying discrimi-
nation loudly enough will make it disappear,



denying the world beyond the studio will
render that world, that society, impotent to
hurt, thwart and destroy. Most of them, in
fact, rather than respond to Nochlin directly,
argue against discrimination itself; discrimi-
nation ought not to exist, we ought not to be
categorized, we ought not to be regarded
primarily as women. True enough, but what
has ought to do with is? Art is social and
political; women are categorized and dis-
criminated against; all the bravado in the
world will not undo that simple and tragic
fact.

Perhaps it is because these artists, as
women, have had to fight so fiercely to give
themselves an “I,” a self, to counteract the
influence of society upon them, that they
resist what they interpret as an attempt to
degrade that self and that struggle. Perhaps
as artist Marjorie Strider (“Moving Out,

TOO MUCH OF A GOOD THING?

by R. E. Sebenthall
Poet and detective novelist.

Chester, Laura and Barba, Sharon, eds.,
Rising Tides: 20th Century American
Poets. New York, Washington Square
Press. $1.95.

Howe, Florence and Bass, Ellen, eds.,
No More Masks!: An Anthology of Poems
by Women. New York, Anchor Press/
Doubleday Anchor Books. $3.95.

As a woman, a feminist and a poet, | find
many good things to say of these two
anthologies. Both range as far back as
Bogan, Wylie, H. D. and Moore. Rising Tides
includes most of today’s better-known
women poets as well as a fair sampling of
younger ones who are new to me. (If you
miss a few prominent names it is because
these poets preferred not to appear in an
all-woman anthology, or just possibly were
writing about other things than being a
woman). No More Masks! offers by far the
most generous helping of the very young
and the black. Perhaps as a result of this,
it seems the more militantly feminist of the
two books. Almost nowhere in either book
do the poems fall below a high level of

Moving Up”) compassionately points out,
denying the world is the only way to keep on
working, for to admit the fact of discrimina-
tion is to feel the self-crushing weight of
hopelessness, despair, futility and doubt;
only very recently has she herself been

able to move “from ignoring the facts so you
can do your work to being able to admit
them and still come through.”

Self-protection or selfishness or vanity or
fear or naivete or sentiment, and all the
while more women are dying, dying from a
lack of self, from a lack of encouragement,
of a friendly environment in which to grow
and become, dying at the hands of media,
teachers, counselors, parents, each day
more afraid to express a self that daily
diminishes like water in a pond drying
slowly in from the edge. [J

competence; many are excellent poems by
any standard. It is obvious (if you doubted
it) that yes, Virginia, women can and do
write fine poetry.

The editors of both collections state frankly
that they sought poems concerned with
“what it means to be a woman.” That they
have been ninety-nine percent successful in
this search is evident. Few, if any of the
poems, stray beyond this single theme.
Blood, babies, delivery rooms and
gynecologists abound; one sees that a
woman’s world today is apparently as domi-
nated by lovers, husbands, fathers, difficult
mothers and constricted childhoods, as it
ever was. In the introduction to Rising
Tides Anais Nin writes: “The fusion here is
the voice of woman. Woman determined

to end woman'’s mysteries and secrets. We
need to know her.”” This is an admirable
aim, but one that can result in too much of
a good thing. For by the time we have fin-
ished either or both of these books we
know her almost too well; we are sated with
her; and if there is a single secret left

| can’t imagine what it would be.
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Which brings me to what | feel is wrong
with collections like these. Women talking
endlessly about what it is to be a woman,
preoccupied exclusively with their age-old
biological and social problems, even if in
fresh terms, do not really widen their hori-
zons. And widening horizons is, as | under-
stand it, the whole purpose of women’s
liberation. It should be granted, of course,
that women exploring themselves with a
new frankness and honesty represents a
beginning, a stage through which the proc-
ess of liberation must pass. But we have
had a great deal of it, and the question that
ought to be asked now is whether that
stage hasn’t accomplished its purpose,
whether or not it isn’t time for women to
conclude the navel-gazing and step out of
doors for a look at the new horizons.

There is another demerit to chalk up against
anthologies of this kind. In placing the
emphasis on woman's traditional experi-
ence, the editors have often selected poems
that do not represent the poet’s best work.
For example, both books offer Moore’s
“Marriage”—a shrewd dry look at that
institution, but a poem that is far from
Moore at her incandescent best. Wylie's
finest poem “The Eagle and the Mole” is
omitted in favor of minor womanly pieces.
With the exception of the searing ““Daddy,”
none of Plath’s major poems are included.

| could multiply such examples. In addition,
several poets have told me they wish they
might have been represented by stronger,
less ““‘woman-oriented” poems, and | must
assume there are others here who share
that feeling. To this extent then these books
do the woman's cause some disservice.
They give us women grinding away relent-
lessly at “what it is to be a woman’’ rather
than women writing the very best poetry of
which they are capable. Worse, they sug-
gest something | find it hard to accept: that
even after all the liberation flak, women
really aren’t concerned with anything but
men, marriage and motherhood.

| am aware that these remarks could be
construed as a plea for women to “write
like a man”"—whatever that ambiguous
phrase may mean. If it means to write well
about something besides one’s personal life,
then | do, indeed, urge women to take that
formidable risk. But if it is, as | feel, a
ridiculous and meaningless phrase, then |
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suggest we toss it out the window and get
on with writing well about the thousand and
one other things that might fruitfully engage
the minds it has now been conceded we do
possess. Moore did marvelous things with
a jerboa, with a frigate bird and a steam
roller, with an endless variety of subjects
that had nothing at all to do with being a
woman, yet wrote with a consummate skill
and brilliance that had nothing at all to do
with being a man. The same could be said
of many other women poets, including such
a major figure as Bishop (conspicuously
absent in both books).

Relative to this, one of the editors of

No More Masks! bewails the fact that Moore
wrote no ‘‘confessional poems,” never
made herself the subject of her work—as

if this were some sort of high artistic crime.
This attitude apparently fails to under-
stand that a writer’s personality or animus
flavors every word he or she writes, regard-
less of what the subject matter may be,
regardless of whether or not the writer has
dipped into his or her personal life.

One other point might be noted here.
Woman’'s new frankness about herself,
especially about her sexual experience, is
still enough of a novelty to appeal to the
canny editor. Selling poetry is difficult at
best; larded with four-letter words and
sexual explicitness it becomes a bit more
marketable. Both some editors and some
women poets seem to be capitalizing on this
fact, the women apparently failing to see
that in doing so they are going along with
their own current beté noire: sexual
exploitation.

Finally, granting that most women, contrary
to the fears of the doom-sayers, will continue
to rock the cradle and keep the home-fires
burning, |, for one, see no reason why they
should continue to write about nothing else.
It seems to me they have thoroughly
explored themselves and their problems.

| feel it is time they went to the windows
now before they picked up their pens. Only
if they do so, can we look forward to poems
and books in which they will turn their
skills and sensibilities to an exploration of
that wider world, those new horizons they
have struggled so long and arduously to
achieve. []



Window #3 Ascension by Roberta Allen (New York), 1971. Window, mirror, wooden balls. 41" x 22" x 6",
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ARTS IN SOCIETY
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Art and Technology:

Includes 80 slides of Op, Minimal, Kinetic
and Light Art; a 12-minute taped narration;
articles on the topic; four 12” x 18” posters;
and a teacher’s study guide.

Art and Environment:
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impassioned...at the furthest remove from
obligatory academic sludge, though it is
highly competent in its scholarship....

a sound, enjoyable book.”

—STANLEY KAUFFMANN

The New Republic

Eid A Dutton Paperback Qriginal
utton $4.95

—What is the art of
teaching art?

—Why are the arts a necessary
part of education?

—Is education in the arts more
important than art itself?

—Is art education lagging
behind the arts themselves?

ART and EDUCATION—each important,
each open to question. But when the two
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