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RECENT FUNDING
NEWSLETTER POLICY AND STAFF
The WARM newsletter is a forum for the exchange
of information and opinions of WARM members.
Articles represent the authors' own opinions , not
necessarily those of the Registry.
The Newsletter Committee of WARM publishes
the Newsletter. Members include: Jane Bassuk,
Beth Bergman, Elizabeth Erickson, Vesna Kittelson,
Susan McDonald, Susan Pleissner and Alice Towle.
All future rights to material published in this
Newsletter are retained by the individual authors
and artists. Reproduction or reprinting of any kind
may be done only with their permission.

WARM GALLERY IS FOUR YEARS OLD
HAPPY BIRTHDAY WARM!! April 10th marks the
4th anniversary of WARM: A Women's Collective
Art Space. Although the organization existed without walls for many years prior to 1976, the members'
commitment to WARM 's philosophy and goals was
solidified through the opening of a physical space .
During these 4 years, the collective has established
programs not only beneficial to the WARM membership but to all women artists in Minnesota and the
greater community . The present emphasis of
WARM's membership is to refine and expand the
organization's existing programs.
INVITATIONAL SPACE
The 1st floor rear area of WARM has been designated as the Invitational Space. The gallery
Maintenance Committee plans to wall off this area
to create a separate, enclosed space. This work
should be completed within the next few months.

In late 1979, Metropolitan Council/Regional Arts
Council (part of the State Arts Board program)
awarded WARM a matching grant to fill the new
position of Director of Development. A search
committee of active WARM members received
applications from many qualified candidates. At
the February gallery meeting, this committee
announced the hiring of Robin Madrid as Director of
Development.
Robin comes to WARM with a strong commitment
to feminism and a personal interest in the visual
arts . She brings working experience with non-profit
and cooperative organizations and a background in
public relations and funding . ~s director, Robin is
working with the gallery's Funding, Slide Registry,
Exhibition, Events and Newsletter Committees to
plan and develop their programs and activities . A
major responsibility of this position is to facilitate
communication both within the collective and with
the greater community .

WARM recently received an operations grant
from St. Paul -Ramsey Arts & Science Council. In
addition, a project grant from the Minneapolis Arts
Commission 's Art Exchange Program (formerly the
Voucher Program) was awarded to WARM for the
writing of a procedural and policy manual and the
reorganization of the gallery's documentation files .
When completed, the manual will be a reference tool
for gallery members.

As a result of the sale of one of Anne Aslanidis '
drawings shown at the WARM Gallery in December
to the University of Minnesota Art Gallery, a gift of
$225 was contributed to WARM by Stelios Aslanidis.

This gives exhibition opportunities for a woman to
show a limited number of works·. Exhibiting gallery
members will invite artists to show in this area . Any
woman interested should contact the WARM Exhibition Policy Committee for more information .
The Invitational Space was used to exhibit prints
by the Irish artist Mary Farl Powers from March 1-29.
Neon pieces by Ann Mohler will be exhibited April 5May 3.

NEW MEMBERS
WARM welcomes new gallery members Beth
Brenner and Linda Monick. Beth is a photographer
https://sophia.stkate.edu/warm_journal/vol1/iss2/1
and Linda works in drawing media ·and weaving .

.

Atta,

POETRY READING AT WARM
Through a joint effort of the Loft and WARM, there
was a poetry reading at WARM on February 14th.
Participating in the reading were Jill BreckenridgeHaldeman, Elizabeth Erickson, Patricia Hampl,
Phebe Hanson, Deborah Keenan. Dorian Kottler.
Margot Kriel, and Monica Ochtrup. Over 75 people
attended. Because of the success of this first project, future collaborations between the Loft and
WARM are being planned .
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PAT OLSON TALKS TO MARGOT KRIEL,
February 18, March 10, 1980

We meet in Pat's seventh-floor studio in the Rossmor building, 10th and Robert, St. Paul. From the
studio, Pat also conducts her design business, Cats'
Pajamas. With its window wall and high ceiling, the
studio feels like ,a floating room. After Pat shows me
some of the silk-screen prints she made between
1973 and 1978, we talk about them.

,,

.

----------

MK:You said you'd started about 1970 doing a print
a month?
PO: It was more when I graduated from Macalester
in 1973. When I got out of college, I got a studio
right away-I had to be persuaded. I was sharing space with other people, but once I had it,
the pragmatics were-I had it, I was paying for
it, I'd better do something with it. Plus all my
training had been to make art. So, that was the
schedule I set for myself.
MK: Can you talk about the prints' relation to fashion?
PO: Fashion is first the finger in the wind that lets
you know what people are thinking about, what
people are doing. For instance, the streamlining of products in the '30's meant that people
were beginning to accept the machine for what
it was, not trying to make a radio look like a Victorian plant stand. But on the other hand, since
fashion is so closely aligned with merchandising, it's set up to create desires on the part of the
public for things they don't want, much less
need. It's a very beguiling world, the whole idea
of consumerism, being able to buy the perfect
life. In retrospect, I see the prints showing how
my relationship to the consumer society
changed. Because the idea of material possessions-I know I've struggled with it. So the first
prints-"Redhead" for instance, were a reflection of the status-conscious society that is
projected by fashion magazines and the mass
media. What you said about the esthetic lifethe prints are very much a part of that, but of
course, that's not real life.
MK: Your attitude toward fashion has changed in the
process of making the prints, from '73 to '78?
PO: I think it shows in the prints. As I made more of
· them, starting with "Snake Charmer" and
"Tooth Mother" .and ending with "Memento
Mori," I showed the darker, and not beneficient
side, to this esthetic life.
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MK:Say a little bit about how you see "Memento
Mori."
PO: It's based very directly on the medieval woodcuts called "Memento Mori"-it's Latin for "remember death"-which showed bishops and
queens and people in high positions cavorting
with skeletons. This was to show the common
man-since everyone was illiterate-that everybody came to the same end. And it was of
course saying to the common man that your
reward is in the next life. But the next life was
not exactly what I was interested in. I was interested in showing that even the beautiful people
have to deal with the same problems of life.
Beauty is just a veneer. And also the decay and
corruption that are inherent in consumerism,
the promised land-no stress, no problems, you
don't have to do your own thinking, .you don't
have to clean up your own messes.
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1 "Sunset" has a very definite visual
MK:
The
print
pun . Maybe you could talk about that.

PO: There are two "Ocean Sunset" prints. They
make what you wear at the beach-swimsuits,
play clothes, sun hats-into a landscape. Thd
bodice part of "Ocean Sunset I" becomes what
you might see in the sky when the sun is setting,
the various colors . The rest of the swimsuit is
the blue sea. And in the second print, the hat is
in the sun; the top, the red you would see in the
sky when the sun came down, and then the blue
sea. Very minimal, very simple.

MK: Almost like your halo.
PO: Yes.
"Annunciation" Screenprint by Pat Olson.
MK: How about the print "Stripes"? It seems to me
you're interested in positive and negative
space.
PO: Well, my relation to the consumer society is
only one aspect of what I was after in the prints.
Another was more formal, trying to define a
space by using a figure. In 1973, I was using
magazines and not a model because I was too
poor and too shy. It was more comfortable to
look for found images, and I like the idea of
found images. I like the pop art idea of taking
something that's banal and everyday and putting it in a different context whether by making a
monumental clothespin or by putting it in the
depository of the highest achievements of
civilization which are museums. To exalt the
small.
MK: But "Stripes" has a different aim?
PO: Yes, the formal elements in "Stripes" are important. I'm interested in positive and negative
spaces and trying to energize what's normally
the negative space in a print, which is usually
border, the part you're not printing on-white
space-and make that just as important as the
space that's actually printed, to give that the
same energy as the space you've actually
worked on. I like the Gothic paintings of
Giotto and Duccio that try to model the robes
and arms and faces to create an illusion of 3-D
space, yet have these flat gold halos which
bring you, the viewer, right back to the flat
picture place. I think that's a very interesting
problem . Eventually they did away with that-if
-you had a halo at all you had a little circle which
wouldn't be as disruptive to the illusion. Or
Rembrandt would use the light rays emanating
from the head .
https://sophia.stkate.edu/warm_journal/vol1/iss2/1
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MK:What do your prints-I know that they changed
from '73 to '78-say about women? What reaction did you get to them?
PO : The first inkling I had that people were being
confused about their content was a very backhanded comment. People would say, "I think
these prints are wonderful. What would you say
if somebody said to you, these prints denigrate
women because of their fashion orientation?"
I'd never thought about that before and I would
say that I didn't think the prints did . No one ever
really challenged me although I became aware
that a lot of people just wouldn't talk to me
about them . That was right in the middle of
making them and I didn't feel compelled to quit,
but it did start me thinking. I think I'd have to
say, the formal elements were more important
to me in making the figures. I wanted to use the
space in interesting, exciting ways , and I was
interested in making designs, not portraits,
showing a lot of the body. I like the way the
swimsuit defines the body, cuts it up into
different areas.
MK: The visual pun is important in making the print
serious, especially in "Snake Charmer," the
arm .. .
PO: Yes, the arm becomes the head of the snake
from the design on her dress. The name "Snake
Charmer" is supposed to, well, first of all, make
you look for the snake, and second, start you
thinking about what snake charmers are.
They're hocus-pocus, and we're not too sure
what's real and what's not. That's the idea I
wanted to convey.
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in the past five years. In fact, I now think of myMK: It certainly brings another idea to the fashion
self as just as much a designer as an artist. And
image, makes it a lot more complex, not only in
it bothers me that there is this division in this
the mind, but in the visual image.
field that seems so organically whole to me. It's
PO: Yes, although the visual complexity is not so
the Minneapolis College of Art and Design and,
clear in that print in particular, except in that
according to people who've gone there, never
arm that bleeds off into space.
the twain shall meet.

MK: Is it clear in another?
PO: I think that "Tooth Mother" is most successful
on all those counts, using the title to lead into
what I might mean, using color to set up psychological responses-red and black and white
-and the scattered form, disembodied, the
pointed fingertips. And then the whole idea of
negative space being energized. The space that
isn't used, so to speak, is just as important, full
of energy as the red and black parts. It's very
minimal, done with minimal means, done with
two printings, which makes it successful on all
levels.
MK:Tell me, why did you stop making prints?
PO: It felt like I came to a logical conclusion. I did
"Memento Mori" and then a companion piece,
maybe just to end on an up-note, "Terra Firma"
which is more positive, but I see them as a pair,
both have Latin names. I was tired of the confusion people had about the prints, that somehow
they were degrading to women. I could understand that confusion. And I am also very serious
about combining design with art. I wanted to
start working with typography like the Russian
Constructivists. I also became much more interested in politics. So I wanted to stop and take
a look at what I'd been doing and see what I
could do that was different. So I said, OK, I let
myself not make a print a month anymore.

MK: And there've been times in the past when artists
were designers, they didn't make that distinction. You said that you were very enamored,
maybe that's not the right word, that you liked
Sonia ...
PO: Delauney. I think "enamored" would be the
correct word at the moment. I respect her
achievement as a painter, but the thing that
really excites me about what she has done is
that she gave her ideas to just about everything
she saw, like the Russians of the '20's. She was
involved in making products for a new society.
She did her thing, so to speak, to pottery, textiles, cars, and costume design-the list is
practically endless-playing cards. I saw an
alphabet book, the other day. She did advertisements. She did advertisements as exercises because in this new age, the nature of advertising, of products was all going to be transformed. And it was a way for her to make
money, and of course, she supported Robert.
MK: And there have been other times historically
when the two have been united in one person.

MK: You Puritan!
PO: In the very beginning at WARM, I did feel a lot of
pressure to show often and to have something
new to show. And that wasn't good-well, I
guess it was good then-but I now also let myself not show. And I haven't shown now since
1977.

MK: Let's talk about your work as a designer, the
various parts of your job.
PO: I started the job of designer as a way to make
money to support my fine art. I started Cats'
Pajamas formally about five years ago, but I was
trying to pick up jobs before then and essentially teach myself how to design. It's become
more important to me than just making a living
Published by SOPHIA, 2021

'Tooth Mother"
Screenprint by Pat Olson.
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Medicis would have these guys hanging out,
essentially their court artists. They would design pageants, costumes. Durer designed part
of the Triumphal arch of Maximillian: Maximillian didn't have the money to do a real one so
he commissioned Durer and a bunch of other
guys. to do it on paper, a triumphal march.

MK: Do you see yourself as making a new society?
PO: I wish I did. One of the reasons that the '20's and
'30's excite me so much is precisely that feeling
that they had, that it was a whole new ball game
and artists and designers were as important as
anyone else in making it. What's happened, I
think, these days is that we're all so in awe of
technology-and certainly it's very complicated-that artists feel they have to apologize
for being superfluous.
MK:Well, we've made fine art into such a religion.
PO: And it has all the trappings ...
MK:The museumsPO: A temple.
MK: So, as tar as I can see, you have two connections to the art world, one is through design and
one is through the art, through WARM .
PO: But see, I like to see them as the same connection. I don't come in and say, today I'm going to
do design work and put on my design hat. Although there are different considerations and
there are different skills. I don't anticipate using
my skill in specifying type in my art work at any
point. When I first tried to wor--k design into my
life, it was a way to make a living so I could
pursue my fine art activities. I really saw it as a
split. But over the past five years, I've decided
that for me that was false, and I have tried to put
fine art ideas into design work and vice versa.
MK: How did you get Cats' Pajamas, the title?
PO: Cats' Pajamas is a phrase I remember from my
childhood. And it meant something like this: he
thinks she's the cats' pajamas, he thinks she's
• very very special. So that's what we want to do
for our clients, something very very special for
them, and the name fit in with the fact that we
have cats. I think they're very elegant, swell
beasts. It was also more memorable than "Pat
Olson and Associates, " say, and I was interested in be.ing fun . I mean business should not
be serious either.
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MK: Give me an example of design work that you do
through Cats' Pajamas, not only an example but
one that would explain or describe how you use
your new attitudes.
PO: I've been very pleased to have a good relationship with the Illusion Theater, a theater group
based in Minneapolis who do a lot of touring .
They're very inventive. They started out as a
mime troupe and used that as their base.
They've gone beyond to write songs and dialogue and have very wonderful , inventive
pieces, and I've been very lucky to work with
and scaring them but still presenting something
that's real and kids should know about. Illusion
does it by play-acting roles and things that
happened to them when they were kids. Part is
distinguishing between different kinds of
them , mainly doing their graphics. For instance,
this fall , we did a poster for a program they're
doing with the Hennepin County Attorney's
Office. The program is called Touch and aims to
tell children about sexual abuse, without tramautizing them, without being the boogie man
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PO: Oh, I was always anxious to get into that graphics room at college, Macalester in St. Paul, and
to get going on what I perceived even before I
did any of it, to be my media. I was drawn to
multiples.
MK: Do you remember any activity from childhood
that could feed this interest? Paper dolls?
PO: Well I had lots of paper dolls, had lots of dolls.
There was a Miss Revlon and a Barbie doll. I
had about five or six of those mini dolls, then I
had wardrobes with drawers, and I'd set up a
great big house in the room and play either by
myself or with a couple of friends.
MK: Did you make art as a kid?
PO: I can't recall doing it outside the context of
school except that when I was thirteen I asked
for and got a John Gnagy drawing kit. He was
on TV-"You too can learn to draw." Outside of
school I copied all the still-life and landscapes,
did all the little exercises.

touch, the good touch, patting on the back and
hugging, then moving along the spectrum to
more , confusing touches like pinching and
wrestling. Then going on to touches that are no
good at all. Just telling kids in a simple way that
there is a whole different line and it's up to each
one to know what's good and what's bad. My
problem was to do a poster describing the program, having a touch continuum. So we used
pictures of the company and started out with
the fun touches and moved along in a long
narrow band. Secondly we used a rainbow
effect, starting out with one color at one end
and another color at the other end and blending
them together, which is a favorite trick of mine.
It was used here to show the blending between
one action and another, to show that there's no
place to stop. So that, besides doing their other
posters, has been very creative.
* * * * *

MK: My impression is that you're a graphic artist
through and through.
,
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MK:Wasn't there somebody in your family who was
creative?
PO: Yes, creative-but I'm trying to make this distinction between-well, my mother decorated
cakes, was very concerned with the way the
house was presented and clothes were very important to present a coherent whole. That was
the creative part, but I mean somebody on a
professional level who set up a discipline.
MK:Why don't you say something about your
family.
PO: A lot of the attitudes I have are middle-class because of my father's working 60 hours a week at
two jobs for 30 years and because once I was 13
or so, my mother had a full-time job. My
mother's people were farmers and my dad's
father, who came from Sweden, was a miner
and a railroad worker. So the house in the
suburbs was part of the dream to lead a better
life. As a result of marrying Michael, I put myself
in a different place. Robert Bly says that the
young man-I'll reetify that and say the young
person'-has to go away. And I feel that to a
certain extent too. I married out of the sphere to
which I had had exposure before. My in-laws
are Ph.D.'s and although education in my
family was important, it was not the same. I
remember when I was about 17 or so, I was
sitting in the house, had my nose in a book as
usual, and all of a sudden, my mother came up
to me and said, "I know what you are." I didn't
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PO: My mother and I are a lot alike. I had a room in a
house when I was in college and the owners
could never understand why I would call up and
leave messages for me to call home. My mother
and I sound alike on the phone. I think she's the
great influence on my life. I mean, I can't pick
out any other woman.

MK: I'm interested that you were so verbal as a kid,
so interested in words, not the kind who
scribbled and drew from age five .
PO: I found the people who could feed that for me,
the verbal. I wanted to be a teacher because
teaching was involved with words . As I got
older, I wanted to be an art teacher, but when I
was in grade school, I wanted to teach grade
school; then in fourth grade, I wanted to teach
fourth grade; in high school, high school.

MK: You got the John Nagy drawing kit at 13, so you
must have been pretty artistic in high school.
Were you nominated by your friends as "the
artist"?
PO: In my group, I was "the artist." I did a couple of
paintings for people to give their fathers. I was
editor of the literary magazine so I could design
the cover. I was asked to do cartoons for the
school paper.
MK:That's the kind of preliminary recognition that I
think is very important.
PO: In high school you could take art courses; then
there was also an honors art course from which
they actually turned people away. I remember
that Art 111 and French V met at the same time,
and I was called in by the assistant principal to
decide. I said Art Ill and I got an incredible
double-take because I was the college prep . I
was supposed to say French V.
"Snake Charmer" Screenprint by Pat Olson.
MK: How did you look upon college? Was it going to
be purely art?
know what she meant, it was out of the blue .
And she said, "You're an intellectual." And of
course, that wasn't true, but to her, I was. I was
getting ready to go to college and was thinking
about things that at that age, she hadn't thought
about.
MK: Your parents sound very supportive.
PO: They're very fine people . They never pushed
too hard . Yesterday my mother was describing
somebody who has kids my brother's and my
ages which are approximately 20 and 30; essentially the parents are still supporting the kids.
I think my parents are proud of my independence.
https://sophia.stkate.edu/warm_journal/vol1/iss2/1
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PO: Well in high school being an art teacher was as
close to imagining a career in art as I came.
When I went to Macalester, the first term I was
very disappointed and almost transferred. But
then I got into a design class with Jerry Rudquist and that really changed my ideas about
Macalester and what I could do there.
MK: I don't know very much about his work.
PO : I think he's probably the best painter in the
area, and from him I also learned what an artist
brought to what he did. I was his assistant for a
couple of years so I got to know him, I got to see
him be an artist. I was able to see how an artist
approaches his work , the respect that he gave 8

Women's Art
WARM
Journal
v1 i2 I wasn't inferior to. And that
his work. And he is very perceptive
in Registry
that he of Minnesota:of
people
I knew
was able to show me that not only is drawing
really made me mad, just figuring that out. So I
representationally an important part of being an
decided to do something about it. Part of me
artist, but just as important is the ability to
was looking for the community I'd had in
manipulate things and ideas. And he did at one
college. And the other was interested in furpoint indicate that that was the part I was good
thering the feminist movement and helping myat.
self by meeting people and having opportunities to show at the same time.
·
MK: You almost got a teaching certificate?
* * * * *

PO: When I was in college, the bottom fell out of the
teaching market, so I didn't even bother getting
my teaching certificate, and I think that's very
lucky now. I don'tthink I would have been a very
good teacher, and it would have been a much
more comfortable life. If I hadn't had to say,
what am I going to do to make my rent this
month-I mean I always paid my rent, but you
know, what am I going to do now to make a living-I don't think I would have made the decisions or done the thinking that I did. I think I
would have been in a very different place because going out and getting a teaching job
would have been very comfortable.
MK: How about some words describing the attitude
toward women art students when you were at
Macalester?

MK: What is the effect of being married to a film-. .
maker? What do you and Michael give to each
other?
PO: He's not just a film-maker; he writes, he make~
video tapes, he photographs. I think he's really
influenced me too, especially the idea that all
the things you can think about are one of a
whole. There isn't a design and there isn't a fine
art-that is very much expressed in the way he
sees things. I'm almost always surprised at the
way he can put disparate elements together and
find a relationship. We feed off that idea intellectually a lot and I know he keeps me
hopping.

PO: I think that Macalester was a lot like any other
place, the rest of society. I can say that at
Macalester women weren't discouraged but
men were encouraged. And one reason I can
make that mild a statement is that I stayed away
from the male chauvinism in the department.
MK: So you had a sense in college that there were
men who weren't going to encourage you?
PO: Yes. I'm not a person who enjoys confrontation
at all, but why should I have let that continue, in
part depriving me of the desire to take certain
subjects?
MK: I think you probably gained a sense of security
and trust in your work that might have been
undermined by some teachers. In some ways I
think you were very wise. I had no sense in
college that there were men out there like that.
MK: How has your relation to WARM helped you?
PO: Right when I graduated from college, !"became
very interested in the feminist movement and ,
what it meant for me personally. I didn't have
a thunderbolt hit me that this was in my interest,
but it didn't take a long time for me to figure it
out. I realized that people thought women had
no place being serious about the things I
wanted to be serious about. I was a woman;
therefore, that put me in that category. Very
.simplistically,
that meant I was inferior to a lot
Published
by SOPHIA, 2021
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MK: Can you see yourselves doing a joint
project?
WARM
Journal, Vol. 1 [2021],between
No. 2, Art. 1design and fine art. To have the process of what you do be intrinsic to the product,
PO: We often work together, and when people say
and of course that doesn't happen in merchan"work together," they mean sitting across the
dising or consumerism. To be independent is
desk from each other for the whole day. That
one thing I think we've actually done. Even
never happens. Basically, we ask for help, or
though we have clients, and to a certain extent
one says, I can see what you're doing, I've got
you must please clients, it's more a working
some ideas about it, then we talk it over. We've
with them.
done a lot of illustrating poems, for instance.
PO: I was thinking the other day that I got a bigger
MK: How has the fact that you're both artists
kick out of walking into a stranger's apartment
affected your lives?
and seeing one of my posters on the wall than in
selling a print to a major cultural institution,
PO: I was brought up to believe that security was
which I have done. And I think that's because
very important, especially monetarily but also
these
people are living with one of my images
being secure in your own self, how you _felt
and they're letting it change them, or maybe
about yourself in your relationships. The main
they agree with it to begin with, but they're
thing I struggle with is the idea that we don't
letting it influence them, they're living with it.
have financial security and probably will never
It was free or it cost them a couple of bucks, it
have it. The fact that Michael doesn't worry
was accessible. Whereas, a major cultural inabout it worried me for a long time. That's
stitution puts a print away-puts it away very
something I've had to come to terms with mycarefully that's true-but it's sitting in a
self, at the same time trying to make him realize
drawer,
who's going to see it? Unless somethat it was a worry for me and not to take it
body
walks
into the print room at the Minnealightly when I got worried. As far as competition
polis Institute of Art and says, let's see Pat
goes, since we have always managed to be
Olson's work.
close in fields but not right in the same one, and
we've sometimes avoided doing the same
MK: Is that where your print is? One print or several?
things; competition has never been a problem.
It's always been a very helpful, stimulating rePO: One and two "10 x 10's."
lationship. ·If nerve-wracking.
MK: When I think of your comment that you feel
MK: If you could fantasize about where you'd like to
happier when there's one of your posters in a
take your career, what would you say?
house rather than a print at the Art Institute, I
think of the effect that good advertising, good
PO: Well, Michael and I say, when people ask us
typography can ·have, educationally, potenwhat we think we're doing, we say that we'd like
tially broad-reaching influence.
to be involved at the same level and scope of
things as the Office of Charles and Ray Eames.
PO: I guess I feel compelled to say that I'm not
He was an architect and she is a fine artist. He
interested in the fine-arts establishment. Well,
designed the Eames chair and they've done
I feel I should be, you know, especially within
many films, the most famous is called a
the context of this interview because many of
"Communications Primer" which changed the
the women in WARM have the fine arts estaidea of how people communicated in films.
blishment as their context. I often feel like a
They were the first to do multi-slide shows.
renegade in that I'm subverting the cause.
They'd not only show slides and films together,
MK: And yet, as you have said, there are so many
but they'd pump in the smell of incense, baking
forebearers who have had a similar stance.
bread. They had a big retrospective with each
bread. They had a big retrospective with other
PO: I think what you said about modern art being a
designers at the Walker about three years ago.
religion precludes someone who wants to be a
They had a wonderful scope and a very craftspainter from doing anything else. Because now
man-like attitude to everything they did. So we
it's a sacred duty. And I don't mean to denigrate
get a lot of indulgent smiles when we say that
that at all. I follow the art world closely and I've
because the Eames are the ultimate. We aim for
learned a lot from it. I just don't think that I fit
that scope to do a lot of different things. We
into it.
want to be generalists, totalists, and do things in
a craftsman like way, have life and work be one,
MK:Well, you are obviously making another place
not have a division between the two-which is
where you fit. It sounds very strong to me.
why it seems funny to me that there is a division
https://sophia.stkate.edu/warm_journal/vol1/iss2/1
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black pages, so essentially that would happen,
PO: It's really just fallen together within the last
white would be taken away from you and you
year since I quit making the prints and let mywould realize that this is true.
self think about it. That's been a lot of what I've
thought about.
MK: Collage animation of a print.
MK: It makes me anxious and curious to know what
PO : It's based very loosely on the print. The idea of
you're going to come up with. Why don't we talk
"Social Butterflies" was these guys dressed up
about some of your new projects .
to go to a party; so in the animation , the stage is
PO: I've done a little bit of experimenting with
a party, everybody is dressed up and the action
is very minimal and it's all black and white
Japanese wood block printing, and I've ideas
for prints and for little books. I want to do an
because I xeroxed all this stuff magazines. See,
I'm still using the same stuff. Everybody is
ABC book. The shape of the letter is based on
what saying the letter conjures up. Like if you
bored and they do minimal movement, they
smoke or they tap their feet. All this leads up to
say C, well C is the letter but it is also the
the bow-ties turning into butterflies which are
ocean, the sea. So make the image of C look like
very colorful and very movement oriented. I
that other sea. That's probably the easiest way
change them every frame so they go like this ...
that other sea. That's probably the easiest one
of the bunch. G for instance is a command you
MK: They're fluttering ... vibrating ... do they actually
give to a horse, and I can't remember if it's left
come away from the tuxedos?
or right now-we could find it in the dictionary
-and so G could be put to the left or the right of
PO: Yes, they fly off .
the page to illustrate what it means.
MK: Does the film start in black and white and then
MK: I can see the connection to the prints, to the
move to color?
visual punning, verbal punning.
PO : Well, it's not basically black and white. I shot it
PO : And to the design work too because I don 't think
all with color film and I put in flesh tones for
I would have come to the idea of using letter
hands and faces . But the idea is that the beforms if I didn't deal with letter forms constantginning is very formal, very subdued; very proly in trying to give people posters and broper, and then something over which people
chures . The whole setting of typography and
have no control energizes the whole thing. It's
the way letters are formed-some people do
my back-to-nature piece.
that all their lives .
MK: Given where you started, given your moneyMK: Will these be silk screen prints too?
making work which is design, it seems to me
that
you are being critical of where you began
PO : That I'm thinking will be a silkscreen book , but I
and
of
what puts food on your table .
also want to do xerox books, do them fast and

do them cheap.
MK: Color xerox?
PO : Well, I've done one based on a poem by Tom
McGrath . That's black and white xerox and it's
collage. I'm taking an animation class now and
if I can ever get the technical stuff right-in fact,
I'm animating "Social Butterflies." I'm having
real technical problems, for example, "Is this in
focus?" I have ideas for film animation coming
out of my ears. I was reading a book about
color which said that black is really the absence
of color, the absence of everything, and white is
the presence of everything. When you read a
page, you're not really seeing the black of the
type, what you 're really getting is the white
surrounding the black. So I thought it would be
interesting to set up either a print or a book
based essentially on that quote. You 'd start out
with white pages and go to' grey pages and on to
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PO: That's very true. I think we ought to know what's
going on, we shouldn't lie to ourselves. And I
guess my interest in books and posters and film
is that those are media that are more acceptable
to a larger audience . They're more likely in that
form to get to a larger audience . Rather than a
fine art print that's on the wall of a gallery.
There's a very small audience-although that's
not bad-that goes to galleries and museums
and partly I think my talent, for whatever good
that word is, lies in a larger sphere; I'm interested in communicating and more universal
ideas. A lot of art these days, especially within
the context of the feminist art movement, has
been to make the personal political, but I think
that very rarely happens. The personal stays
personal, and I think it's wonderful that people
are able to use their art to understand themselves, to work things out, and I think it's
wonderful for their friends who understand it.
But I don't see myself as that sort of artist.
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MK: It seems to me that there is always a potential
revolutionary, critical attitude in art that
attempts to influence life and it can be very
threatening to a political establishment.
PO: I think that's the idea. Look at the Russian Constructivists: they made no conscious split between what I would call fine art and designing
books and posters. Rodchenko had a little business going with Mayakovsky, the poet, to do
ads for the Gum department store. Mayakovsky
would think up something and Rodchenko
would design it and then he'd make his students
do it. And I'm led to believe from what I've read
that they took this job very importantly, in
building their new society. And it's really a
tragedy that the Russian hierarchy couldn't
take it and resorted to Social Realism. That's
why the very personal art, if followed to its logical ends, would make the personal political, as
the feminist movement has tried to point out.
But even in consciousness-raising sessions,
people often don't seem to take that step. And
that's the most important step to take.

I
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' TRAVELING TOWARD PICASSO THROUGH
GERTRUDE STEIN
Picasso.
What did I see here? ·
I see the man himself
looking out
through his eyes
the man in his studio
his eyes
the man
in the great space of his studio
the great space in the man
his studio
his eyes
the man with his hand
in the bowels of the lamb
the beast
the bull
horns
laughing
the man with his bite
on the fish
swimming
looking up, down
sideways & inside
simultaneously
the man
laughs
he thinks
he laughs
he draws
and paints this thinly
hardly covers up
the thin line
between seeing
and laughing
loud uproarious
color
pushing out
cubes -nospace
the line forever broken
line moved aside
to make space
there is room
in this man for us all
and the only thing I see
like Stein
is Picasso
Yes
Thank You
Monica Ochtrup
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hard at the ideas within the vocabulary of modern
art, and make them visible. This "uncovers" the subject, the object, and artist,-as well as covers them
all in a glance. Is this a desire for nakedness? Revelation of the transformative process? Of what artists
do? For the purpose of informing? Or is it an attempt
by artists to go further toward what they do. A way of
meditating, getting close to the motion-the
essence of their own motion as they see it, in order
to get to the natural environment of the artist, which
is that of an inner dialog with her own humanity.

PATCHWORK
On learning:

If she is to have this dialog, she must find herself
reflected in the culture. Reflected in a statement by
an art historian, that, on the whole, she is absent
from the lecture.
On teaching :

There is a necessity for a shift in the art-historical
approach lately as manifested in the current lectures at the Walker Art Center on the Modern Movement. Where they slip up is in not mentioning what
paintings the women of the period were not making .
That members of one half of the population were
not making collages, paintings and movies between
XXXX and XXXX is an Art Historical fact worth
mention .

An old Japanese story tells of the student knocking at the teacher's door. The student is invited in
for tea. She accepts with delight. The teacher pours
the tea into the cup, and continues to pour. The tea
spills onto the table, and onto the floor. The student,
finally unable to restrain herself, begs the teacher to
stop. The teacher explains: "If you are so full of your
own opinions and convictions, like a full cup of tea,
my teaching can only fall to the table, and floor. "

We are only beginning to develop the language to
explain the loss of the feminine half of our understanding and expression in the formal making of
the culture .

In regard to ways of teaching : one way is to tell
stories, carry on private interviews, provide an idea
of what is ahead . Another way is to set a living
example and adjust the teaching to fit the ability of
the student, wherever that student is. It is possible,
whatever is said, it will take years before the student
hears the teaching stated.

Example: a famous mustacheIn XXXX, Marcel Duchamp, in a Dada gesture,
placed a mustache on a reproduction of Da Vinci's
Mona Lisa . Esther Harding, in Woman's Mysteries,
describes the original definition of the virgin ; she
explains virginity had nothing whatever to do with
sexual intercourse, but described the state of a
woman who had dominion over her self and sees
herself belonging economically or physically to no
one. The Mona Lisa image could be ascribed with
this ancient identity-she, without lack of wit, sees
herself, and sees herself as a tremendous , separate
being . Another set of eyes (a feminist perspective)
sees the application of a mustache on this figure in
another way, not only reflecting contempt for the injunction of history toward elite objects, but a
contempt for the content of the painting.
Leo Steinberg, in an essay on Johns, says that he
cannot say finally what the picture means, or why
would we need the picture? He says Johns puts two
flinty things in a picture and makes them work so
hard the mind is sparked, he feels seeing them becomes thinking . Here Steinberg has stated there is
language independent of language. Most visual
artists I know agree. In fact many at present are involved in asserting this in their work: altering
materials, context, or comment in order to push
Published by SOPHIA, 2021

WARM : a Woman 's Collective Artspace, devoted

to supporting women in their art-making and in their
careers, has been open for four years. The members
have been students of their own gallery experience
and of each other. This fact provides much teaching! Lights on , let's celebrate .
Elizabeth Erickson
Esther Harding, Women's Mysteries, Ancient and
Modern, 1971, Harper and Row, New York .
Leo Steinberg, Other Criteria, 1972, Oxford University Press , N.Y.

12

13

•

WARM Journal, Vol. 1 [2021], No. 2, Art. 1

~-._..

___~);

ALICE AND GERTRUDE
A Valentine's Day Love Poem
Gertrude sits in her chair
Chin in her fist , pondering
While Alice stands
In the corner.
Gertrude sits in the sacred
Circle of men, expounding
While Alice is relegated to the kitchen
With the women.
Gertrude sits in her study
Writing her wize wize words
While Alice is in the kitchen
Writing her own.
Alice didn't need her Mother
To tell her that
The quickest way to Gertrude's
Heart is dad a de da.1
Let us imagine that Gertrude is pondering .. .pondering. She had settled in Paris at 27 Rue de Fleurus
in 1905. She is indeed in the sacred circle of men.
There is something in her ego that does not permit
her to become a helpmate, an object, a second class
citizen. She will instead find Alice so in the eyes of
society she will not be second-she will not be lost.
Gertrude knows that "the year 1903 was a landmark for French women artists: it was the first time
they could compete for the Prix de Rome. This step
toward egalite in education was taken by the
Academy at a time when its influence in the art world
had diminished considerably. But it was not an
anemic system or an awakening conscience that
made the Ecole open its doors to women. It was
women , organized in the Union des Femmes Peintres et Sculpteurs, storming 'the erstwhile impregnable citadel of the Beaux-Arts'. The Union des
Femmes was founded in the 1880's. A decade later
the organization was holding member exhibitions in
the spacious Palais de l'lndustrie and publishing its
own newsletter. With the leadership of painter
Virginie Demont-Breton came 'strong efforts ...
necessary to get them admitted to the Ecole'.2
Gertrude remembers "that Demont-Breton organized the Union and en masse then invaded the
men's class of the popular free atelier and they
fought long and hard to have the government vote
funds for the higher art education of women, even
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though the vote was not easy to effect." 3 "Paris
newspapers report that male art students came out
in hundreds 'to hoot' at the women going to school
the first day. The government then closed the painting and sculpture studios for one month. It was not
merely the women's presence that caused the
demonstration-it was also 'the fear of seeing
women take their share of the prize-money, scholarships and other rewards with which the school is
richly endowed.' Order was not restored until the
right of women to compete for monetary prizes was
rescinded." 4 So, it took another seven years of
earnest petitioning before women were eligible for
the coveted Prix de Rome.5
Gertrude pondering becomes a meditation on
those women artists who are vital to the art of this
time-1900 to 1930. She thinks of Natalia Goncharova who was one of the three leaders of the
Russian neoprimitivist movement, who exhibited in
Paris in 1906, published in Futurists Journal then
moved to Paris in 1915 to design for Diaghiley until
1929. 6 And there is the brilliant Sophie Taeuber-Arp
said to be one of the few artists who viewed abstraction as a point of departure rather than seeing it as
the result of a process of evolution!! She is a "concrete" painter, her imagination and joy of creation is
unlimited, she supports herself and her husband by
teaching until they move to Paris in 1928. Hans Arp
will become known as a concrete sculptor.7
And there is Marie Laurencin who Apollinaire has
classified as a "Scientific Cubist" even though her
work bears little resemblence to cubism-she is far
from objectifying her subjects! Gertrude studies the
painting on her study wall. It is called "Group of
Artists", they are Picasso, Laurencin herself,
Apollinaire, and Fernande Olivier (Picasso's mistress). Gertrude knows that it is the first picture that
Laurencin ever sold and it marks the. beginning of
her career as a professional artist. She has a
successful career as a designer, a printmaker, a
member of the avant garde group called 'The Six'she designs for Diaghilev-costumes and sets . Born
illegitimate never knowing her father , she is rejected by Apollinaire's mother as his mate, marries
an academic painter, is bored by him and his circle,
divorced. She successfully makes her own work,
lives her own life 8 .. . quite the opposite of Sonia who
lives with Robert.
Sonia Delauney 's contribution to the use of color
is one of the most important in this century. ''The
liberation of color is the theme of her creativity" . 1
14
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She painted her first Simultaneous works in 1912;
Simultanism-at once an art style, a theory, and a
wa y of life . Her ·cubist' book bindings may have influenced Paul Klee to move in the direction of
greater abstraction ... She led her husband. Robert.
back to the creative possibilities of color that were to
mark his subsequent-and highly influential-art
and theoretical writing . Her art is the single greatest
influence on design , fabrics, clothing , for when the
Russian Revolution wiped out her income in 1917,
Sonia turned to commercial projects to support herself and her family. She did costume and fabric
design and interior decoration, costumes for
Diaghilev and costumes for Tzara 's scandalous
theater performance, Le Coeur a Gaz , 1923. She is a
survivor. and innovator. 10
And Russian revolutionary painter Alexandra
Exter who produced cubist work more exciting than
Braque's or Picasso's. Gertrude thought, Alexandra
introduced French cubism to Russia and Russian to
Paris. Her thesis: The problem of controlling dynamic disjunctive, non-narrative forms in a formal
equilibrium . She is working as a Constructivist in
Paris. 11
" Once upon a time there was a meadow and in this
meadow was a tree and on this tree there were nuts.
The nuts fell and then they plowed the ground and
the nuts were plowed into the ground but they never
grew out." 12 That's one way to look at it, she
thought. and ...
" Well this is the way they are they say we are two
male and female. if you see us both at once it means
nothing, but if you see either of us alone it means
had luck or oood. And which is which . Misfortune is
female good luck is male, it is all very simple . 13 "

And Gertrude Stein. like Ida. sat and when she sat
she did not always rest. not enough . She was an outstanding student of William James in psychology at
Radcliffe . She and Alice presided over the salon in
the Rue de Fleurus and then she died in 1946.
But Gertrude's spirit-her ghost 14 --Still not at rest
she sits among us. She sees that "women artists
have organized to change the environment within
their mini-society of galleries, museums. universities. The women's art movement is a microcosm of
the larger struggle for women's rights .·•, s She sees
that thebyattitude
of much of the 20th century art
Published
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establishment has been that "true art is above mundane social concerns ... This exalted posture ... has
helped to keep the art system from being full y
accountable for societal problems reflected wi thin
its structure. Sexism was obviously this sort of
problem, and groups of women artists called attention to it in the late 1960's and early 1970's. One result was the formation of cooperative galleries and
other art centers in which to exhibit art by women .... "
No wonder Gertrude can 't rest: she thought
Demont-Breton settled this back in 1903.
So Gertrude takes a closer look. She sees that we
too have our heros-Georgia O'Keefe and Louise
Nevelson, Eva Hesse and Barbara Hepworth. She
looks at these obvious ones, Originals. and wonders
if they too will be 'plowed under'. Perhaps she was
sitting in the audience at the College of St. Catherine in St. Paul , Minnesota, in 1974 when Elaine
DeKooning explained the abstract expressionist
movement was, during its vital formative period.
one-third women artists but when it became the
establishment. the money-making investment art of
the times only one second-generation abstract expressionist woman artist 'survived'-Helen Frankenthaler. But Gertrude, especially her spirit. is
never gullible . She checks through the five issues of
the " It Is" magazines to see just how many women
were published and Elaine is right, it's one third .
It Is was published before the movement became
'established'. Why, these are the same attitudes
(only far more subtle) that caused the male students to riot at the thought that women might compete for money and prizes . And Gertrude wonders ..
Why did women again organize? In fourteen years
from 1953 to 1967 the total number of exhibitions
at the Minneapolis Institute of Arts was 349 . Sixteen
dealt with work of one woman or woman as a subject. From 1970 to 197 4 group shows at the Walker
Art Center Iisted 109 artists by name. 13 were
women . Although 75% of all art students in America
are female. 76% of their teachers are men - But.
Germaine Greer may be closer to the truth : "the
external obstacles ar8 less insidious and destructive
than the internal ones ... Poverty and disappointment
do not afflict the work itself as effectively as de
internalized psychological barriers ... feminism
cannot supply the answer for an artist for her truth
cannot be political." 18
Recently Gertrude was with me at the Walker
Series of lectures THE ASCENT OF VANGUARD
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15 Gayle Davis, "Patterns of change in the Women's
ART : Paris 1900-1930. This was her history-her
time . I know how she felt when there was no mention
Art Movement." Michigan State University.
16
of Alexandra Exter, nor Natalia Goncharova, one
Ibid.
17 Research by Linda Gammell, Dorothy Odlund.
reference to Laurencin in the chronology listings.
And Roger Shuttuck speaking of Appolinaire and
Sandra Kraskin and Dee Axelrod , 1974.
18 Germaine Greer, "The Obstacle Race," pp. 324,
Arp TWO PAINTER POETS mentioned that Jean
Arp married Sophie Taeuber, that she was a teacher,
325: Farrar, Straus, Giroux, 1979, N.Y.
19 Roger Shattuck,
that he made concretions, that Sophie died in her
Lecture, Walker Art Center,
sleep and Jean made no sculpture for five years . It
Feb. 25, 1980.
20 Germaine Greer, "'The Obstacle Race," p. 327,
was not until a question from the audience prompted him did we learn of Sophie as an artist: that, they
Farrar, Strauss, Giroux, 1979, NY.
had " one of the most important and exciting collaborations between two artists during this century." 19
Gertrude flinched when the same speaker
showed a slide of the cover of 'The Prose of the
Trans-Siberian and the Little Jehanne of France', in
.1913. by Sonia Delaunay and said "This is by Sonia
Delaunay wife of the painter" . That was his only
reference to this great woman who has worked her
entire long life-whose life is her art. In all the lectures that Gertrude and I attended the only other
reference to women artists was by Robert Rosenblum who showed a work by Helen Frankenthaler
and one by Sonia Delauney.
Gertrude and I have confered and decided that
even though "You cannot make great artists out of
egos that have been damaged, with wills that are
defective, with libidos that have been driven out of
reach and energy diverted into neurotic channels"
reach and energy diverted into neurotic channels" 20 ,
once in a while a woman created and creates good
if not great art but it is in the hands of the network
whether she survives for us or whether she is plowed
under.
(and Gertrude knows about these egos and wills,
and libidos, and neurosis because she created Ida)
' Hazel Belvo, "Alice and Gertrude," a poem .
Feb. 14, 1980.
Diane Radycki, "The Life of Lady Art Students"·
Organizing to Change Art Education at the turn of
the Century, New York City .
Ibid.
Ibid.
Ibid.
Anne Sutherland Harris and Linda Nochlin: pages
286-287 Knopf. 1977, N.Y.
Ibid., pages 311-313.
Ibid., pages 295-297.
Ibid ., page 291.
I bid .. pages 291-294 .
I bid .. pages 288-289 .
· Gertrude Stein , "IDA," a novel, page 60, Vintage,
1941. N.Y
. · Ibid. page 126.
·' Idea from John Cage, Feb . 11, lecture, Walker Art
Center.
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THREE BOYS FIFTEEN
Body hair threatens
to grow any
moment,
any place.
They check everything
daily, anxious
for the crop . If they
could only water and weed.
Like flocks of blackbirds
their voices scatter high
and low.
The house reeks
of unnamed odors.
Dust floats,
heavy,
in their rooms
waiting for a fuse,
the right match.
Tripping
on their own music
they lunge
into manhood
body first.
Jill Breckenridge Haldeman

16

SWIMMING AFTER THE TURTLE
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Day after pitiless day, the woman spun
her kidneys into cocktail cherries.
Even at the end she bled visibly,
an embarrassing display.
But she learned death well,
passed on everything she knew
to her daughter, who wears
her own frail flesh and blood
like a party dress. Flying over
a chromium ocean, the daughter
scattered her mother's ashes,
but could not look down.
II
A second woman lives alone in the city .
Having cocktails on her little balcony,
she wears white. New white building,
white pearls softening her fifty years.
Two months, the doctor said,
two more months to live. Tonight ,
she doubles what she pours her soda into,
then she will plan her own funeral.
From the eighth floor she studies
the landscape of the parking lot,
the small bouquets of stones.
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Ill
Where she is sitting, another woman
once lived in another building
without balconies. The week
they tore it down for renewal
he beat her again, broke her face .
Winter, windows iced inside,
only salt left in the kitchen .
The children crying was what got to him .

IV
In a kidney-shaped pool behind another house
a turtle, shell cut in half, swims furiously .
The front half, head extended forward ,
paddles like it will never stop.
Bits of turtle flesh trail
from the shell like ribbons.
Taking off her black dress,
a woman swims eagerly after the turtle
as if she really believes,
she will catch and hold it.
Stunned by her beauty,
I want to call out to her, Swim!
That 's right, swim! How smooth
her body, glowing white,
how gigantic her earthly desire.
I want to call out
to these women who die and die,
sinking after oblivion
like the back half of the turtle,
dropping down where nothing swims
or
remembers,
where
Published
by SOPHIA,
2021all is bitter sleep.
Jill Breckenridge Haldeman
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PAST IMPERFECT
Lucy R. Lippard

In an article on needlework published in 1815, Mary
Lamb declared that women should embroider for money
or not at all; only then would they see their work as "real
business" and be able to afford "real leisure." Such painful
distinctions between art and work, upper-, middle-, and
working-class labor and leisure, "fine arts" and "minor
arts," the amateur and the professional artist lie at the core
of these two books on the buried history of women's art,
Germaine Greer's The Obstacle Race covers only the
"fine art" of Western painting, but covers it from the
Middle Ages through the mid-twentieth century. Anthea
Callen's Women Artists of the Arts and Crafts Movement
covers all the so-called "minor arts" in England and
America from 1870 to 1914, with chapters on ceramics,
embroidery and needlework, lace making, jewelry and
metalwork, woodcarving, furniture and interior design,
hand printing, bookbinding and illustration, as well as
chapters on women's design education, feminism, politics and class structure.
If Greer stresses psychology and Callen economics,
both define from a lively viewpoint the social contexts in
which women have fought for creative dignity, and both
deplore the damage done by centuries of male dominion
in even those arts considered "inherently female." Both
are also sympathetic to the anonymous "amateur," Greer
noting aptly that "amateur noblewomen may have more to
do with art history than anyone is prepared to acknowledge." (Aptly., because she too is an amateur in art history, her training limited to student years of drawing and
museum-going; she attributes her decision to study
women and the visual arts in part to the fact that she
associates painting with sexual pleasure, and in part to a
challenge issued by Norman Mailer in 1971.)
Callen is "mainly concerned to assess the role of
middle-class women in their struggle for economic independence and an autonomous cultural identity." Lestthat
scare away those middle-class readers who are mainly interested in reading about the working class, I should say
that she is equally perceptive about the relationship of art
to the whole social structure. She weaves-appropriately-a new view of the arts and crafts movement, a fascinating fabric of economics, ideology and esthetic
evaluation in which William Morris and Edward BurneJones are no longer central figures. Starting from the
breakdown of the family and of the rural life style (and
focusing on the crucial fact that by the mid-nineteenth
century there were "too many women" in England) Callen
traces the impetus for the crafts revival from the need to
preserve the English countryside to the rather more
pressing need to provide socially acceptable livelihoods
for the increasing number of destitute gentlewomen,
whose poverty was an embarrassment to their own class
as well as to the state.
·
Art, like teaching, was seized upon as one of the few
suitable professions for such women, complying as it did
with the conventions of "woman's place." The constant
reassurances that women artists would not compete in
the male job market and art would not divert them from
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their hearths are reminiscent of right-wing arguments
against the Equal Rights Amendment, not to mention the
archaic but still flourishing notion that if a woman artist
marries, she automatically becomes a "part-time artist."
Both authors expose the crippling double standard by
which women throughout history have beer,, in Greer's
words, "led out of the race with false prizes, unaware of
their defeat," and unaware that "the qualities men welcomed in women's art were the same that they reviled in
their own."
Faced with such a large time span, Greer is inevitably
less successful in making her points than is the more
understated and better organized Callen. Nevertheless,
her tone of irritable irony is a welcome addition to art
historical literature, and I suspect an editor should share
the blame for her confusing organization, maddening and
ubiquitous one-sentence paragraphs, weird punctuation,
dateless and often sappy captions, occasional typos and
other inaccuracies. The book was originally intended as a
dictionary, and its transformation to an integrated whole
appears incomplete. The arrangement by theme rather
than by chronology is a potentially good idea swept away
on a flood of names and disconnected morsels of information. The early chapters-on "Family," "Love," ''The
Illusion of Success" and "Humiliation"-make a stronger
case in Greer's class action suit against the past than the
more specifically art historical chapters. Her intention is
to show that "you cannot make great artists out of egos
that have been damaged," so feminists waiting with bated
breath for news of mythical Michelangelicas will have to
settle for quantity over quality. She wants "to show
woman artists not as a string of overrated individuals, but
as members of a group having much in common, tormented by the same conflicts of motivation and the same
practical difficulties, the obstacles both external and
surmountable, internal and insurmountable in the race for
achievement." At the same time, she devotes a whole
chapter to Artemisia Gentileschi as "The Magnificent
Exception" and when she suggests that Mondrian owed
a debt to the virtually unknown Marlow Moss, she admits
to "a sensation of giddiness and fright,!' since with such
claims "the well-known landmarks drop away." This is a
basic problem for anyone rewriting art history so that it
includes women. Struggling with the need to make more
of what we find than what is there, we can feel justified
to some extent by our role as David rolling back a Goliath
of entrenched historical "knowledge."
Greer would have had a better book, however, had she
chosen her examples more judiciously instead of listing
every artist no matter how little she knew about her.
Callen's far better book also occasionally degenerates
into list making and she sometimes discusses women at
length without reproducing their work. Nevertheless,
both authors are making impressive moves to "repeople
the historical artscape," as Greer puts it. And even as I
make these complaints, I'm longing to hear the roll call
continue, to read even more of such fragmented biographies, to see even more of such blurry pictures
dredged up from museum basements. A mere name in
print, however inconclusive and unsatisfying, is a name
that has a chance at survival, and this is crucial to the
future of feminist art history.
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While most of the names in both books
are little
(which remind us of those by better respected men) . Does
most of the issues are, alas, all too familiar. Greer quotes
this mean I'm settling for less? For a cultural stereotype?
Boston artist William Morris Hunt saying to a tearful pupil
That I'm unable even to visualize a heroic art history for
in the 1860s: "You had better go and hem a handkerchief";
women? We have mixed feelings about all definitions of
another female student is told to "go home and make
"women 's art" even as we make them . At the same time
puddings." Bemoaning the way modern women artists
that Greer attacks the "rather Philistine concept " of
have " kept wandering away from fine art into the minor
Great Art and the " capitalist contempt for smallness," she
arts," Greer simultaneously applauds their realization that
is perfectly capable of condescending to women who did
"art had to be emancipated from the prison of the picture
not aspire to male "norms," and of ridiculing "poor"
frame and the charnel house of the museum ," and quotes
Properzia de'Rossi 's intricately carved cherrystones. We
the Russion revolutionary painter Liubov Popova as sayare angry about the way women's talents have been reing , " No artistic success has given me as much pleasure
pressed, denigrated , wasted and " hidden from history."
as the sight of a peasant buy ing a length of material deWe are also proud of the intimacy and "humble" beauty of
signed by me ."
the art created under such grim circumstances by artists
for whom an unobtainable Greatness was irrelevant.
If from the "fine artist's" point of view, a woman's place
was in the "minor arts," Callen makes it clear that sexual
Greer ironically notes that any scholar of women's work
stereotyping was equally rampant and equally oppressive
is "actually studying the female relatives of male artists."
in the arts and crafts movement. She is scathing about the
She bears this out by her detailing of the "art dynasties"
reactionary core of the leaders' radical socialist philofrom which most of the survivors emerged (a point also
sophy , its perpetuation of the sexual division of labor, its
made in Ann Sutherland Harris and Linda Nochlin's
hostility to female ambition-in short, the same bundle of
pioneering book, Women Artists: 1550-1950, to which
issues that confronts socialist feminists today . She shows
Greer owes much and gives too little credit) . Callen conhow the plight of impoverished middle-class women was
firms this when she is constantly forced to admit how
not so different from that of peasant lace makers whose
often men designed and women only executed in the arts
work epitomized the evils of isolated "home work," and
and crafts movement. Should we then remake women into
who began at age 5 to work up to eight hours a day, gradumen , or should we rehabilitate, reclaim and elevate what
ating at age 12 to sixteen hours, ruining their very bone
women did in fact accomplish? We are often torn , and our
structure, not to mention their eyesight. Both groups were
contradictions don't always produce a dialectic .
doomed to a drudgery dependent on fashion and exploitWithin the feminist art movement today there is a good
ative philanthropy . Even Eleanor Marx in "The Woman
deal of pressure to break down the barriers between art
Question" apparently reinforced the socialist craftsmen's
and craft and thereby recognize the subject matters of
relegation of " idle middle-class women " to their self- and
both these books as a common history. In 1893, May
socially-imposed anonymity, an anonymity that only
Morris had already made a pertinent distinction between
"speeded up their total disappearance" from the history
"pictorial" and "decorative" embroidery-a distinction
of the movement .
that not only prescribed "truth to the nature of the
Callen spends little time on the women of the "arts and
medium" but rejected the notion that by imitating paintcrafts elite" aside from the considerable contribution of
ing, embroidery would become a " higher" art. She in May Morris. Yet they too suffered from the familiar subsisted that such "intellectualism" simply alienated
ject-object problem, or what Greer calls the "muse
needlework from its roots-a timely comment, given the
syndrome": "The young woman who gave evidence of
triumph of "pattern painting" in today's "fine" art world,
talent was not an artist, but a muse . Her work was not
which acknowledges the esthetic power of traditional
evidence of what she could do, but of what she was ."
women 's arts.
William Morris's wife, Jane, familiar to us as a mournful
Callen 's book contains many such insights, always
Pre-Raphaelite heroine, was such a sufferer. She and her
grounded in information about wages and working consister and Lizzie Siddal married into the movement from
ditions. She emphasizes the ways in which women
working-class backgrounds. Callen points out that while
attempted to gain power by organizing and supporting
"they were potentially more free from the moral restricone another in a system stacked against them . She offers
tions of the period than their middle-class sisters, they
us the happy history of Doulton 's Lambeth Art Pottery as
were in fact encouraged to abandon their own culture for
well as that of strong individuals like Kate Greenaway,
a bohemian no-man's land ." The benevolent paternalism
who bucked the current alone. Greer, however, reof these men marrying "down" reflected their attitude
commends "escape inward" over organization. She is
toward the revival of "lower-class" arts and crafts.
convinced that "i nternalized psychological barriers "
Both Callen and Greer encounter a difficulty familiar to
have damaged women's art more effectively than " poverty
feminist critics in other fields-how to reconcile our amand disappointment, " and fails to see them as two sides of
bivalence about the interwoven strengths and weakthe same coin. She equates politics and rhetoric. and then
nesses of women's art. All along we are aware of the
concludes that "the pressure of politics which drags the
extent to which our own educational conditioning affects
artist in another direction until her soul lies dismemhow we see-just as women's art was/ is historically
bered " is as bad as " the deadening pull of passivity." By
forced into the uncongenial molds of male perception and
perpetuating the notion that art is ineffectually "above it
male experience. I tend to prefer the work Callen reproall. " she reasserts the false dominance of criticism and
duces here (even without color plates, which lack would
convention over art without taking up the final challenge:
have ruined a lesser book) to Greer's elegant canvases
Published by SOPHIA, 2021
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beating
jealous lovers, demanding egotistical
to analyze what has been and is meant WARM
(and what
sheVol. 1 [2021],
Journal,
No. 2,brothers,
Art. 1
husbands
and
dependent
sons, who stood like obstacles
means herself) by the term "good art" in a context so
of
woman
's
genius?
"Ever since the 1850s obin
the
path
colonized by men and by the ruling class that we have lost
servers have been claiming that all the obstacles in the
sight of what our own tastes might be. Despite the value of
way of women artists have melted away. Every woman
Greer's encyclopedic approach and the important uses to
who seized a prize or a scholarship or sold a work to a
Nhich her research will be put by students of art history,
national collection or sat upon a hanging jury stoutly bethe real lessons for contemporary women in the arts lie
lieved that hundreds of women would follow her into the
in Callen·s book.
breach in the defenses of the male establishment. The
This Review originally appeared in The Nation. Novemhistory of art, however, remained virtually unaffected ."
ber 17 . 1979, pp. 501-503.
Germaine Greer's analysis, however powerful and moving. is not a socially conscious analysis. "In the last
analysis the external obstacles are less insidious and
destructive than the internal ones. Poverty and disappointment do not afflict the work itself as effectively as
do internalized psychological barriers. All women are
tortured by contradictory pressures, but none more so
than the female artist. "

. . !
· .

•

I

' i. i

.\.'(.(j, ·.

<r~.·:r
. \ j;

,,
,., .

,

',

,

;

More insistently, she argues that "feminism cannot
supply the answer for an artist, for her truth cannot be
political." The question that prompted her research and
drove her to write this book-why are there no great
women artists-is answered in purely psychological
terms. "There is then no female Leonardo , no female
Titian. no female Poussin , but the reason does not lie in
the fact that women have wombs, that they can have
babies, that their brains are smaller, that they lack vigour,
that they are not sensual. The reason is simply that you
cannot make great artists out of egos that have been
damaged, with wills that are defective, with libidos that
have been driven out of reach and energy diverted into
neurotic channels."

A different art.

THEIR SIGNATURES WERE PAINTED OVER
By Jane Marcus
This is a work of aggressive scholarship, aptly titled
The Obstacle Race. While women 's struggle toward selfexpression may be called an obstacle race, Greer's book
also challenges the reader to an obstacle race. A formidable set of footnotes from 10 years of research in European museums and archives rests securely in the back of
the book without distracting us from the story she has to
tell . And yet each astonishing story sends us to the notes
for factual confirmation .
Greer writes here as passionately and provocatively as
she did in The Female Eunuch . But the very effort of recovering all those lost lives. deliberately misattributed
paintings. women's names painted over the names of
male relatives, the hundreds of paintings described in
catalogues. but now lost. requires exhaustive and painstaking documentation.
Virginia Woolf once wrote that all notebook literature
··produces the same effect of fatigue and obstacle, as if
there dropped across the path of the mind some block of
alien matter which must be removed or assimilated before
one can go on with the true process of reading. The more
vivid the note, the greater the obstruction."
I confess to grinding my teeth in rage and slamming the
book down at many points . How many men will dare to
read this book. facing all those formidable fathers. brow-

https://sophia.stkate.edu/warm_journal/vol1/iss2/1
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What tortures Greer is that women have not had the
ruthless ego-strength to compete as geniuses in painting .
But limiting discussion to elitist art can be elitist itself.
The subject of the neglected European painters is itself a
large one, and left out are not only the famous but the
living. Further, women 's artistic lives have always been
rich, although not necessarily in the forms most prized by
wealthy collectors. The weaving and spinning, the tapestries and quilts, the clothing, pots and painted porcelain,
the growing of gardens, the cooking of food , all are
womanly arts that have contributed to the common life of
common people as well as the paintings have contributed
to the life of the rich .
Greer has some advice for artists working in capitalist
countries. The art market controls p"rices, and her
answer is that rich women must buy women 's paintings
and support the work of women artists. This seems sensible. In the cases of British women's suffrage and the
Women's Trade Union League in America, the suport of
wealthy women paid the salaries of organizers and produced a great deal of work for good causes.
But American women artists have fared better with
government support . WPA projects and current grants
from the National Endowment for the Arts (NEA) than
with private donors. The major museums and galleries are
still dominated by their private donors, and their boards
groan heavily with rich women. It was the NEA that gave
support to Judy Chicago's cooperative effort, The Dinner
Party . The catalog is stunning and the show drew huge
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crowds in San Francisco, then Women's
was cancelled
by the
Seattle and Rochester museums that had scheduled it.
The response in San Francisco was overwhelming. But
why is it all in a warehouse? The cancellation of Seattle
and Rochester showings is indicative of backlash against
the innovative cooperative work of feminist artists. The
catalogue (Doubleday, $12.95) may be all that the public
gets to see. It is no monument of scholarship like Greer.
It is a monument of vision. The vision is in one sense a
flawed one, but that does not lessen its impact.
One is struck by the fact that the only women not represented by an often witty labyris are the black Sojourner
Truth, whose head is here, and the lesbian composer,
Dame Etitol Smyth whose frustration is represented by a
closed piano lid. This tells us that white heterosexual
women have difficulty acknowledging the sexuality of
black and lesbian women.
But Chicago's work should be shown. It is a rebellion
against centuries of beasts and bottoms, male images of
nurturing female sexuality. The secret places of women's
bodies are exposed on dinner plates. And these glistening
porcelain private parts proclaim an independent sexuality
that has nothing to do with nurtu'rance, giving, sacrificing,
mothering.
Women respond with curiosity and excitement. Men
seem to respond at several levels of fear, rage or contemptuous dismissal. This, one imagines, was the effect
on the ancients of the sight of the Gorgon's head on a
shield. But you can look and you should look. I promise
you won't be turned to stone.
Extraordinary lives.

Germaine Greer remains provocative and her book is
an important one. The paintings and lives examined are
extraordinary. I was particularly struck by her revival of
the Russian revolutionary painter Alexandra Exter. Her
cubist work was far more exciting than the contemporary
work of Braque and Picasso. Revolutionary zeal combined with genius to produce a bold,_original painter.
Greer's "magnificent exception," Artemisia Gentileschi, is perhaps the most interesting of the painters
she has revived. While Exter's political views were
socialist, Gentileschi, is perhaps the most interesting of
the painters she has revived. While Exter's political views
were socialist, Gentileschi's 17th century studies of the
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"The strong diagonals of the composition all lead to
the focal point, the sword blade hacking at the man's neck
from which gouts of blood spray out, mimicking the lines
of the strong arms that hold him down, even as far as the
rose-white bosom of the murderess ... The composition is
swung around.and tightened into a terrible know of violence ... all the interest centers upon the ferocious energy
and application of dark angry Judith, who plies her sword
like a peasant woman slaughtering a calf."
Greer suggests that this female icon of violence and
hatred both appalls us and makes us admire her
"cunning." But it is not cunning but power, female power
to take revenge on the rapist or the oppressive ruler, that
burns through this painting. Man vanquishing his foes is
the subject of countless paintings crowding museum
walls. One sight of this Gentileschi painting will tell you
all you need to know about why men fear artistic freedom
in women.
The backlash has begun. Greer's book has been
attacked by Brigid Brophy in the London Review of
Books, reprinted in the New York Review of Books.
Brophy not . only mocks any attempt at recovering
women's history but calls modern feminism "obsessive
and totalitarian." Leftists are used to red-baiting. Women
sc;:holars had better prepare for the onslaught.
This review originally appeared in In These Times,
January 16-22, 1980, p. 20.

t---------------------------1

f

.-,_ci. .

war between the sexes were influenced by the sexual
politics of being raped. There is perhaps no more outspoken rendering of woman's rage than Artemisia
Gentileschi's "Judith Beheading Holof_ernes."
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Greer approaches her subject as if the history of women

WARM Journal, Vol. 1 [2021],
2, Art.nothing
1
in artNo.
were
more than the acting out, over
centuries, of the psychodrama of Svengali and Trilby. It
is an approach that, to say the least, lacks nuance. It
warrants Brophy's description of it as "a one-eyed view of
history."
The double standard has one of its more transparent
advocates in Greer. Diego Rivera, the reknowned Mexican muralist, is dismissed as a nasty adulterer. On the
other hand, we are told that Suzanne Valado n's adulteries
"kept her libido intact...She seized what she wanted from
art and life and tore it free with both hands." Tintoretto's
force of personality is disparaged as "an over-riding
artistic ego." The same qualities in a woman carry Greer
to the brink of song: "Boldness was her hallmark, boldness of conception, boldness of design, boldness of execution, and she lived with the same uncompromising
boldness."
OBSTACLE RACE IS A
HARD BOOK TO SWALLOW
By Maureen Mullarkey

As a painter and a woman, I wish ITT would bring the
same intelligence to such topics as women in the arts as it
brings to, say, its labor coverage. Women, like the arts,
seem to be more honored in cliche than in fact even on the
pages of ITT. A case in point is Jane Marcus' review (ITT,
Jan . 16) of Germaine Greer's The Obstacle Race.
Marcus extols Greer's book on feminist grounds and
labels Brigitte Brophy's unsympathetic view of the book
(New York Review of Books, Dec. 6) as an indication of
"backlash" and "red-baiting ." Surely Marcus doesn't
mean to imply that anything put to boil in the feminist/
socialist pot has to be swallowed whole. Yet in her enthusiasm and moral earnestness, Marcus obscures the difference between concept and cant.
The Obstacle Race, touted as a history of women in art,
turns out to be indiscriminate inventory of names inflated
to 300-plus pages with facile, trendy pamphleteering. The
book is a potboiler, an over-priced ($25) reminder that
women can still cash in on each other as a cause celebre.

There was nothing anti-feminist in the Brophy peace.
Brophy, herself a woman in the arts, simply had the good
sense to distinguish between crackpot feminism and the
real stuff.
The book is negligible as scholarship, not for lack of
data but for its interpretive poverty. Greer is unable to
put her homework to any purposes other than those of
diatribe. But diatribe, however satisfying to one's ideological position, is neither inquiry nor criticism.
Greer never bothers to build an argument. She settles
for scoring points with anecdotes, which is not at all the
same thing . Anecdotes are the small talk of history, more
apt to titilate than inform. Argument-by-anecdote is no
argument at all.
Greer is outraged that the works of Gwen John, unvalued in her lifetime. are now financing the Centre des
Etudes Maritain . She never mentions that the same paintings that brought Modigliani in his lifetime little more than
the price of a meal are selling these days for six figures
and over. Greer complains that women artists expend
their talents on minor media. Yet there was Matisse lying
in bed making all those paper cut-outs.
https://sophia.stkate.edu/warm_journal/vol1/iss2/1
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In Greer's bestiary, women artists are a particularly
elevated species: "It is a fundamental aspect of the psychology of the woman artist that while she flouts convention and defies gossip, she is also quite likely to be
following a lofty rule of life, out of the range of any Victorian concept of decency."
Such mythmaking is incompatible with authentic
feminism . A clear-eyed feminist critique would see that
Greer's mythomania, like the antique diction that expresses it, hoists women back onto the same old dreary
pedestal. Women are nicer people than men; they have
finer sensibilities.
Isn't that what the Pennsylvania Academy had in mind
when it substituted a cow for the nude model in its life
classes for women in the 1880s?
Marcus admits to having thrown the book down at times
in anger. So did I, but for a different reason. Had the sleazy
rhetoric and equivalent expertise of The Obstacle Race
been produced by a man and turned to sterner purposes,
such as an analysis of banking or military policies, the
book would never have been tolerated by a commercial
publisher. But it seems that for women and the arts, both
of them reduceable to their entertainment value, anything
is saleable so long as it mouths the appropriate pieties.
The Obstacle Race is so crass, so loaded with anachronisms and unexamined suppositions, and so ignorant of the processes of art-making that it is difficult to
believe it was written in good conscience. Women , after
all, are an expanding industry (women's books, bookstores, presses, bars, studies, etc.) and women are as
capable of exploitation as men.

W.H. Auden once remarked, "It's less morally confusing
to be goosed by a traveling salesman than by a bishop."
Perhaps it's impossible to avoid getting goosed by the
publishing industry. But women ·can at least distinguish
between the salesmen and the bishops.
In These Times might help in this regard by resisting
the tendency of the culture-at-large to lump women and
the arts together, as though the arts were a form of
feminine activity, like housework. When ITT begins
treating the arts as the ill-paying, multi-billion dollar
national industry that it is, then the issues surrounding
women as workers in the arts can get off the entertainment page and into the labor column where they belong.
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I entirely agree with Maureen Mullarkey that Germaine
By Anita Brookner
Greer's book lacks social context and political analysis.
In 1905 Messrs. Hodder and Stoughton published, for
That was the point of the review. Greer was not extolled.
the price of five shillings, a compendium of essays and
Rather the whole effort of revealing the historical and
photographs entitled Women Painters of the World. The
personal significance of the lives of women painters was
editor, Walter Shaw Sparrow, had apparently been beset
praised.
by doubts as to the validity of his enterprise for in his

I was right about Brigid Brophy leading the backlashsee Hilton Kramer in the New York Times Art and Leisure
section, Jan. 27, who waited until he had Brophy's
authority as a woman reviewer to make his attack. He deplored any study or exhibit of women artists as women ,
which he claimed makes it impossible to judge quality or
excellence. Judgin'g quality has never been objective.
More often it is based on male sex and class bias. Brophy's
attack was indeed anti-feminist.
Unfortunately, the establishment has a habit of hiring
women to attack other women at critical moments: The
classic case is Queenie Leavis' attack on Virginia Woolf's
Three Guineas (1938), a socialist feminist anti-fascist
pamphlet, as "Nazi dialectic with Nazi conviction." Elizabeth Hardwich has mocked the " moral earnestness" of
Mary McCarthy and Simone de Beauvoir. More recently
Helen Vendler, senior academic critic, demolished
Adrienne Rich 's Of Woman Born in the New York Review
of Books.
Auden's idea of a moral dilemma is not one to appeal
to socialist feminists . He has precious little regard for
women, or for the left he left behind .
If Greer makes money on her book she will at least have
reached thousands of people who didn't know that
women artists have a history. She won't send anyone to
the barricades, but she might relieve some psychological
oppression.
If Maureen Mullarkey is writing socialist-feminist
history of women artists I'll be the first to buy it.
Th is review originally appeared in In These Times
March 12-25, 1980, p. 22 .

This issue of WARM was
typeset by

THE PRINT SHOP OF EDINA
3926 W 49 1 2 St • Edina . MN 55424
(jusl off of 501h & France)
(612) 927-4343

Published by SOPHIA, 2021

preface he attempted to answer his own question, "Where
is there a woman artist equal to the men among the greatest painters?" In 1905 women artists of the nun, child, and
kitten painting varieties were much more highly esteemed
and valued than they are today. Nevertheless, Walter
Shaw Sparrow slides uneasily out of the argument. "There
is room in the garden of art for flowers of every kind and
and for butterflies and birds of every species; and why
should anyone complain because a daisy is not a rose, or
because nightingales and thrushes, despite their family
resemblance, have voices of their own, dissimilar in compass and in quality?"
We have come a long way since then, but the question
of why women have not achieved outstanding eminence
in the field of painting remains unanswered. There may in
fact be no answer, although Germaine Greer has supplied
one for our times. Among the cahiers de doleance of the
women's constitutional revolution, her book must rank a
women's constitutional revolution, her book must rank as
passionate and authentic but predictable in its argument.
And the argument, as sometimes happens, produces
quite the opposite effect from the one intended. As I read
through this chronicle I became ever more amazed at the
number of women painters exhumed (even more than in
Mr. Sparrow's album), diverted by their so-called tribulations, and delighted by the generous treatment handed
out to them in the form of exhaustive compliments and
pensions from foreign courts. I even enjoyed the pictures.
Dr. Greer did not win me to her cause because there are
even more numerous male painters of obscurity and mischance awaiting the art historian's attention, and obscurity, in any case, is sometimes temporary but more often
deserved.
More important, there is a considerable confusion of
the issue in one of her characteristically decisive remarks.
" It is hard for the feminist art historian to decide what is
a doubling of standards and what is abandonment of prejudicial discrimination." I am not sure what this means but
I take it to be pointing in a dangerous direction. There is
no more room for the feminist art historian than there is
for the feminist radiographer. I fear that the only profession a feminist may legitimately undertake is to be a
proponent of the feminist cause.
Nevertheless, this book is serious and important in two
ways. First, it is an examination of the venerable question
of why women are not the equal of men in the figurative
arts. Secondly, it is written by Germaine Greer, who is a
very considerable woman in her own right. She may even
be more considerable than her own propositions, just as
that other Germaine, Mme. de Stael, indeed, is central to
the whole argument about female creativity. Her recommendations, too, were persuasive and fallacious. One of
her nuttier notions was that if the French would only
throw off the discipline of their classical tradition, they
might aspire to the simple authenticity of the German
Minnesinger. Dr. Greer is persuaded that if women were
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able to throw off their simple authenticity they might take
suits. There is the fact that behaviour observed, desWARM Journal, Vol. 1 [2021], No. 2, Art. 1
over that central tradition of high art hitherto propagated
cribed, enacted, is, I think, of greater interest to women
exclusively by men. To do this, they must give up nearly
than the comparatively abstract reification of it in paint.
all their other activities and functions, including the desire
I would even say that the element of time, which is obvito be of service and the desire to please, for these inclinaated in painting, is of more pressing significance to a
tions will subvert their will to create independently, as has
woman than to a man.
been the case so many times in the past.
What really cannot be advanced is that opprobrium
Now consider the case of Mme. de Stael. Totally devoid
of the desire to please and with no need to beg for attention, financially viable and followed by a train of lovers,
this lady reflected dismally and painfully in her book De la
Litterature of 1800 on the cruel fate of the successful
woman.
You must always remain the same, because people
expect you to; you must always try for more success,
because people hate you for the success you already
had. You must always drag about with you a chain of
memories of your earliest years, of the judgments
passed on you then, of the life people imagine you to
be living, or would like to imagine ... A terrible life,
which will drive away from you those whom you
might have loved, who might have become attached
to you ... You must live out this life, such as it is, since
the imprudence of youth marked out its path, and you
must seek in the good things that remain to you and
in the pleasures of the mind some restitution for the
wounds in the heart.
It seems there is no cure for civilization and its discontents. If women were suddenly to cover a vast acreage of
wall and ceiling with fresco, what would that prove?
Equality? A myth, to which all good-hearted people subscribe. "C'est la faute a Voltaire, c'est la faute a Rousseau!" But it has become more serious than that. Dr.
Greer, in her generosity, not only claims that women are
equal; she believes that they are superior, and thus her
work becomes hagiography. "It is a fundamental aspect of
the psychology of the woman artist that while she flouts
convention and defies gossip, she is also quite likely to be
following a lofty rule of life, out of the range of any Victorian concept of decency." This statement, applied to the
correct working habits of Mme. Labille-Guiard, will really
not do for characters as diverse in their behavior as the
heroic Artemisia Gentileschi, Sophonisba Anguiscola,
Angelica Kauffmann, the very clever and rather opportune Mme. Vigee-Lebrun, the bleak Suzanne Valadon,
or even the venerable Rosa Bonheur. If it is to be assumed
that women behave better than men, then the whole art of
biography might as well be jettisoned. Dr. Greer's extensive and impressive research is in many ways subverted
by her judgments, of which this is perhaps an extreme
example.
As to the equally durable enigma of why women write
but do not on the whole paint, there are only approximate
explanations. One of these is economic: it is presumably
easier to acquire a room of one's own than a studio of
one's own. Following hard on the heels of this, there is the
matter of education. All women are taught to read and
write, but only a proportion go on to play musical instruments, and fewer still go to an art school and serve an
apprenticeship. There is the question of stamina: painting
is a hefty profession, wafted about with fairly sickening
smells, and these do not combine easily with other pur-
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awaits the successful woman painter, who has presumably encountered all these difficulties, and that her male
counterpart, always envisaged as some sort of laughing
cavalier, will be waiting in the wings or at the easel, ready
to undermine her efforts. The historical evidence contradicts this assumption. Art historians (as opposed to
feminist art historians) are not accustomed to thinking of
painters as male or female but rather as disembodied
agents of the painting tradition. Vasari tells many admiring stories of the otherworldliness, the childlike simplicity, of the great male painters of the Renaissance, and
these hardly lend themselves to sexist propaganda. By the
same token, eighteenth-century contemporaries of Mme.
Vigee-Lebrun and Mme. Labille-Guiard overwhelm them
with compliments, as do the chroniclers of Dr. Greer's
unlikely heroine, Angelica Kauffmann. The impetuous
Diderot is consistently ~racious to Mme. Vien, and in the
nineteenth century even Baudelaire, who could hardly
bear to remove his eyes from contemplation of his beloved Delacroix, commends Mme. de Mirbel for herflower
paintings and miniatures. It is when we get to the age of
emancipation that the pattern breaks up. As conditions
for women got easier, their careers became more difficult,
or rather appeared to give them more trouble. Gabriele
Munter, Dora Carrington and Gwen John were crippled
by their attempts to reconcile love and art. Artemisia
Gentileschi, raped and abandoned, married and professionally successful, was not.
If the radical discontent of women-which is directly
responsible for a book such as this-has grown into such
a Niagara Falls of protest as we hear today, are we to
suppose that it always existed but was rarely expressed,
or that it is only now being experienced and cannot be
hidden or sublimated? It struck me, on reading this book,
that many of the women painters of the past, whether
successful or unsuccessful, led rather busy and productive lives. Speculation aboµt their emotional ups and
downs simply cannot be admitted as evidence in the case.
It may well be that a woman feels less professional and
more personal anxiety and grief than a man in a similar
situation, and this may be the only conclusion to be drawn
from any discussion of a field in which men and women
compete on equal terms. Women, with their obstinate
hopes and their ad hoc expectations, survive or go under
in their own way. It is only fair to recognize that a great
many of them do survive. Germaine Greer speaks of the
"carefully cultured self-destructiveness of women". On
the principle of "qui cherche trouve", she has a right to do
so. but I should be sorry if her book encouraged the
formation of a school of self-destructive feminist art
historians who might lay a veil of depression over what is
otherwise perceived as a delightful prospect: the application of paint to canvas, for the purpose of giving pleasure.
This review was reprinted by permission of the Editor,
the Times Literary Supplement of London, England. It
appeared in The Times Literary Supplement. November
24
23, 1979, p. 15.

very different kind from the carefully cultured self-
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destructiveness
of women."

Ms. Greer, who has spent most of her professional life in
England, has been in the United States fort he past several
months teaching a course on women poets at the University of Tulsa. Originally, the assignment was to be a onesemester visiting professorship, but that has evolved now
into a permanent position in which she will head a new
center for the study of women's literature. It is a half-time
arrangement: She will spend the fall semester in Tulsa and
have the rest of the year to herself.

A FEMINIST VIEWS WOMEN PAINTERS
By Larry Van Dyne
Germaine Greer, who is sitting at her dining room table
having another cigarette and a cup of morning coffee,
rolls her eyes upward with a look of exasperation as she
recounts a conversation she had last year with some
young women art students. Their rather candid and intimate talk got around-as it often does with the outspoken
Australian-born feminist-to the subject of sex and relationships with men. Most of the women's love affairs,
she discovered, were with men who were also art students. That struck her as a bad idea, she told them, because of the potential risk to their artistic independence.
Didn't it strike them the same way?
Some said it did: "I didn't get any work done. And he
criticized my work. And I lost faith in what I was doing.
And I started painting like him. So now I've broken off
with him, and I'm by myself. It's difficult, and I'm often
lonely, but I'm going to stick it out."
But others said it didn't: "I have a very good relationship with my boyfriend. He's an artist, too. We shall have a
studio together. We shall work together. And, yes, we
shall have babies."
Ms. Greer plunks down her coffee cup and flings up her
arms as she talks about the threats she sees to the artistic
development of these two groups of women-the denial
of creative sexuality and desire among the first group, the
submission to another artistic ego among the second.
"God," she says, "haven't they learned anything?"
If they did not learn from her first book, The Female
Eunuch (1970), Germaine Greer hopes some women may
learn from her second, a newly published history of woman painters called The Obstacle Race (Farrar, Straus and
Giroux, $25). The book, which covers the period from the
Renaissance through the nineteenth century, tries to answer one of the perennial questions of art history: Why
haven't there been any women painters on a par with the
greatest male painters?
Ms. Greer's conclusion is informed by the perspective
that has made her one of the world's best-known feminists: "There is ... no female Leonardo, no female Titian,
no female Poussin, but the reason does not lie in the fact
that women have wombs, that they can have babies, that
their brains are smaller, that they lack vigor, that they are
not sensual. The reason is simply that you cannot make
great artists out of egos that have been damaged, with
wills that are defective, with libidos that have been driven
out of reach, and energy diverted into neurotic channels.
Western art is in large measure neurotic, for the concept
of personality which it demonstrates is in many ways antisocial,
evenbypsychotic,
but the neurosis of the artist is of a
Published
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At the moment-a midwinter morning near the end of
the semester-she is rushing to finish grading some papers, to clean out her apartment ("this strange rented furniture goes on Thursday"), and to be off to the Yucatan
("I have so much work to do, but I just have to get my
clothes off for a few days and lie in the sun"). After that
she plans to head back to England to work on a new book
about the politics of population control. Then, sometime
in the spring, she hopes to get to Tuscany, where she
owns a country cottage.
She is accustomed to this sort of roaming. The Obstacle
Race, which required nearly eight years of searching
through libraries and galleries for the work of little-known
painters, took her on extensive trips, through England,
France, Italy, the Netherlands, Germany, and the United
States. Even at that, she says, there was much that she
had to rush through too quickly. "I was very nervous about
this poor little book, because I know what is wrong with it.
I spread myself so thinly. The whole chapter on Bologna
should have been a book, and I should have taken 10 years
to write it. But what happened was the usual thing that
happens with a book like this. The editor said, 'I can't
wait any longer for this bloody book,' and he took it away.
I make all sorts of statements in it that are really quite
new-and terribly risky.
"I was thinking just this morning of another example. I
have a theory that Elisabetta Sirani (an Italian painter of
the seventeenth century) painted in two distinct styles.
One was her father's, in which she used his cold-blue palette. But she also painted much more exciting, extremely
bold, much-better-conceived works with a completely different palette of black, ochre, red, and all kinds of muddy
mixtures of them. I say this in the book, but I don't really
know whether it's true or not. And I don't know how I'm
going to find out. To really research the idea, I'd have to
marry a millionaire and be free to do whatever I like for the
next 10 years. The book is full of things like this."
Something she hopes it is not full of is a double critical
standard-a standard by which women painters are overrated simply because they are women.
"I tried not to do that, because it has happened so much
in the past," she says. "One of the most insulting things
about books on women painters is that they have adopted
a tone of fatuous gallantry. They say things like: 'What
delicacy. You can see that Miss Margaret Dicksee has a
beautiful soul and a lovable nature.' What you really could
see was bad, derivative painting-the dead end of an
academic tradition, which is also polluted by false sentiment. That really maddened me, so I tried not to do that.
"On the other hand, it's pointless to do what the man
does who goes to the museum and looks at the Rembrandt and thinks everything else is rubbish. Or the
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person who says only 'The Night Watch' is fit to hang in his
WARM Journal, Vol. 1 [2021],Besides,
No. 2, Art.she
1 says, women were too valuable as bearers
house. It's not true. The business of art-of art collecting,
of children to send them off to be trained as painters.
owning paintings, loving them-has more to do with the
"There's no question about it. The most valuable contriundergrowth than with the giants that have ended up
bution any woman could make up until the eighteenth
in these strange necropolises called museums."
century was the fruit of the womb. Help for the family
bottega was easy to find-an 8-year-old boy off the street
Although Ms. Greer's academic speciality is literaturewould
do just fine-so why waste a potential mother on
she earned her doctorate from Cambridge University with
that?
And
you have to remember that childbearing was a
a thesis on Shakespeare's early comedies-her interest in
full-time
and
dangerous job, with an extraordinarily high
art dates back to her youth in Australia. As a girl, she was
mortality
rate.
Some painters wore out four wives, having
skilled at drafting: and she planned to study art at the
a
brace
of
children
from each one of them. Besides, there
university, but got sidetracked by other interests. Painttraditional
arts
for women to undertake, mostly emwere
ing , she says, has always been her special love.
broidery or shirtmaking. Most women made their hus"When I was in school, the Melbourne Public Library
bands' shirts until the eighteenth century ."
was in the same building as the National Art Gallery of
Apart from such factors as these, Ms. Greer also in inVictoria. I used to sit there in the library studying on long,
terested in the "internal obstacles"-the psychological
hot afternoons, and when I got restless I would roam
burdens-she believes have stunted the development of
around in front of the paintings . It was always mixed up in
women painters. "One of the really nasty ones is the
my head with eroticism, and I just drugged myself with
restraint imposed by the demand that women be sexually
them . In that library, I would look around and see that evmodest,"
she says. "A great painter cannot be modest,
eryone was dead. So I'd go look at all those ebullient,
painting
is a very libidinous business. An artist
because
wonderful paintings to feel alive again."
painting a landscape, for instance, is in an erotic relationSome obstacles, especially early on, affected both men
ship with that landscape. He's into it in a physical way. But
and women, Ms. Greer says. Take, for example, the unwomen have been denied access to their own sexual curiavailability of paper, paint, and other materials. "We tend
osity. They cannot feel the spontaneous desire they need
to think it has always been easy to equip a child who had
to paint something, because they've been told that their
artistic talent. I grew up, for instance, with crayons and
desire is called forth only in response to somebody else's
paints and pencils and stacks of butcher paper. I sat on
trigger."
the pot and drew-my mother, after all, was not ignorant
Another problem, she says, is the ones he had in mind in
of the teachings of Freud. But that hasn't always been
that
conversation with those young women artstudentstypical for children. There wasn't cheap paper until the
the
danger
that they will lose their artistic independence
eighteenth century, and there certainly weren't any cheap
if they become involved with men who are their teachers
ways of putting color on it. Even Joshua Reynolds learned
or fellow students . "There are literally hundreds of them
to draw with charcoal on a whitewashed wall at home.
who married their teachers, and the relationship between
Now how many times is dad going to whitewash the wall
them is obvious and saddening. The teacher saw the girl's
for his daughter to mess around on? So there was no talk
work as brilliant because it resembled his own. She
about a child's artistic ability , because painting was
worked for praise. She worked more and more in his style.
something done by a certain group of people in a certain
And eventually she became his collaborator and his wife,
industrial situation."
painting forever in his second-best manner.
And those bottegas, she says, were rough-and-tumble
"Actually, the women who married their teachers are
places where parents would not think of sending their
the
lucky ones. I've had letters from women who say, 'I
daughters as apprentices. "Apprenticeships were notorinever
realized what happened to me, until you described
ously long, and apprentices were a lawless bunch of peoit.
I
didn't
marry the painter, but I adored him and he occuple. They were not allowed to marry, so they consorted
pied
my
thoughts
constantly ..I worked for praise, and I got
with prostitutes and rogues . The master kept order by
the
praise,
and
it
was
only when it was all over that I didn't
banging their heads together. And in many cases they
have
any
idea
of
what
to do.' "
didn't use a fireplace because of the inflammability of the
Ms. Greer is also convinced that the discouragement of
materials, so it was bloody cold . It was filthy, dirty maywomen artists by men has been less of a problem that the
hem. If you had a daughter you wouldn't risk her to the
unwarranted praise men have sometimes heaped on
bottega."
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them. "There are some· cases of the former," she says.
"The older a woman is, for instance, and the more seriol!ls
she is, the less she'll capitulate to male arrogance and
thus the worse her fate at the hands of those same men.
But usually if y·ou are young and pretty and can paint at all,
men will laud you to the skies. Ruskin, to cite an example
from literature, is a real killer on this. He once said that
Elizabeth Barrett Browning's 'Aurora Leigh' was the best
blank-verse poem since Shakespeare. He should be hung,
drawn, and quartered for saying anything so damned
stupid. But where women are concerned, men go bananas. It's infuriating! And they do it all the time."
In her own life, Ms. Greer says she tries to keep some
distance between her work and her men. "People are always asking me if my boyfriends have read my books. I
say, 'I don't know, and I don't care.' If they have, I'm certainly not going to ask them what they think. I really don't
understand women who want to work all-day and then talk
about their work with their mate in the evening. I'd rather
hear Tom (a local lawyer, whom Ms. Greer dates) talk
about his cases. He's very bright and very funny-good at
reproducing the way the police talk and the way the
prisoners talk. I don't want him to read The Female Obstaprisoners talk . I don't want him to read The Female
Eunuch or The Obstacle Race. There's no reason why he
should."
But she does insist that men not take over her life. "The
thing I keep trying to avoid in relationships is somebody
who takes control. And men have an offhand habit of doing that. As soon ~s I feel that encroachment, I run away.
Women feel it in all sorts of ways. He likes to know where
you are, for instance, but he won't tell you where he is."

piece of the oil action. People are used to losing and
making a lot of money. So you don't have that haunted
work ethic that you have all over the States. And yet people get a lot done. They don't have that New York thing of
appearing to do a lot of work and actually not doing very
much at all.
"And my faculty colleagues are good, as well. It's unusual for me to want to go to lunch with my colleagues and
be interested in what they have to say. They're funny, too.
You're not allowed to be a bore in Tulsa, because life itself
is too boring. In New York you can be dreadfully boring.
You can grind on and on with earnest, earthless, vast,
voluminous conversations. Which I just hate.''
She hates also this rented apartment-especially being
on the second floor-and she plans to find something better when she comes back to Tulsa next fall. Looking
around the dining room, she shakes her head: "Next time
I want a tumble-down shack in the country, where I can
be close to the ground. Oklahoma could be the most wonderful place to grow roses. I can hardly look at a single
lump of earth without wanting to jam a rose into it."
Which reminds me that, among her other work, she
writes a gardening column in a British magazine under the
pseudonym Rose Blight. " Yes, I write the truth about
gardening" she says, "which is that it is 'Nature, red in
tooth and claw' every inch of the way. All successful gardeners are ruthless fascists.''
Reprinted with permission. Copyright 1980 by The
Chronicle of High Education, Inc. It appeared in Books &
Arts section of Fortnightly, February 8, 1980, pp. 4-6.

Her solution is to keep a man off balance. "If he doesn't
know where you are," she says with a grin, "he has to be
out looking for you .''
Ms. Greer's presence in Tulsa, which may seem an unlikely spot for her, resulted from a dinner party last year
in London, she says. A friend of hers, a bookseller who
does business with American universities, invited her to
dinner to meet a dean and some other visitors from the
University of Tulsa.
She had just finished reviewing a collection of Byron's
letters that had been edited (poorly, in her estimation) by
an American scholar, and she was in a bad mood. " I actually arrived at the dinner party in a white-hot rage, and I
really made an attack on modern scholarship and modern
American scholarship in particular. I ranted and raved
and nagged and bitched and snapped all through the evening ."
At one point, the dean from Tulsa asked if she'd like to
teach poetry again. (She used to teach at the University of
Warwick in Coventry.) " I said, 'Well, of course, I would.
But the fact is I can't afford to. In England, I'd have to
settle for a ridiculous salary and probably have to travel to
some bleak part of the country. I can't afford the disruption to my life, and I can 't afford the tedium of university
politics, which don't interest me. I don't want to sit on
committees.'" In that case. the dean said, he could come
up with a handsome salary for her at Tulsa and a promise
she'd be free of committees. That was followed by a lunch
and more talks, and finally she decided to make the move.
She's glad she did. " Tulsa is really a remarkable place,"
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a gambling
town , where everyone has a

The Newsletter Committee has republished the
reviews of Germaine Greer's book, The
Obstacle Race published in 1979 by Farrar, Straus
and Giroux and an interview with Germaine Greer,
because we feel the problems for women artists
addressed in the book need to be confronted by all
of us, and because we feel the controversy around
the book is fundamental to the. development of
feminist ideas for the working artist. That several
of the most respected women art critics reviewed
the book, and that the book was reviewed in magazines focused on political events, as well as on the
visual arts, increases their collective importance.
We were u,nable to get permission to reproduce
two important articles in time for this Newsletter.
These articles were published in the New Yo"rk
Times Book Review of October 28, 1979. Linda
Nochlin reviews the Obstacle Race, and Grace
Glueck interviews Germaine Greer, both beginning
on page 3 of the Book Review section.
The Newsletter Committee
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WOMEN'S ART MOVEMENT
by Joyce Lyon

"Patterns of Change in the Women's Art Movement" was the title of the presentation made by
Gayle Davis at the College Art Conference in New
Orleans in January. Davis made a study of women's
coops across the country-how they developed, the
shapes they have taken, where they are heading and
she came to WARM last November to interview
members.
As part of the audience, I found it deeply satisfying to hear our experience included in the presentation. Viewed in the context of Gayle's study of
twenty collectives, WARM came across as solid in
its achievements and as a strong participant in the
spread of the network of women artists. I was
affirmed by the strength of this network. It keeps
pulsing.
The need for opportunity to exhibit and to have
women's work become visible was cited as the primary reason for the formation of women's coops in
the early 70s. · Among secondary reasons, which
hold different weight for different groups, were
political concerns-a desire to support women's
rights; desire to make a structure in which women
could explore the sources of their art-making; to
create a ·training ground in professionalism; to
develop an alternative to the commercial gallery
structure.
Davis introduced the question of continuation
and change in women's cooperatives. One issue she
raised as a point of discussion within and without
the collectives is the continuing value of womenonly. According to her research , the majority of
women feel the value of women's collaboration has
not yet reached its full potential. She questioned
whether or not women's collectives have created a
"too-safe" environment where members do not
learn to compete in the outside world.
Gayle concluded her talk by showing slides of
work. Slides of WARM members Elizabeth Erickson,
Sandra Kraskin , Joyce Lyon , Susan McDonald and
Jantje Visscher were included. She would very
much like to have responses to her questionnaire
and three or four slides from WARM members not
already represented for use in the future. Information is available at the gallery.

The Dayton Hudson Foundation made possible
the billboard welcoming the new Hennepin Center
for the Arts through a grant sponsored by the
following companies: Daytons, P. Gerald Mills,
president; J .B. Hudson, Barbara Armajani , president; and Target Stores, K.A. Macke, Chairman.

OTHER ACTIVITIES
The Associate Membership of WARM has always
been a changing group with different needs and
goals. Re-evaluating the associates' present needs,
a series of events are planned for the upcoming
months beginnings with Ms. Lippard's talk in April.
On Sunday, April 20th, 7:30 p.m., Lucy Lippard
will speak at WARM on the topic "Both Sides Now:
Women's Political Art." Admission is $3.00 or $1.00
for WARM active and associate members. There will
be no advance reservations. This lecture is planned
in conjunction with the Walker Art Center's "Myth
and Ritual" series.
On Thursday, May 22nd, 7:30 p.m., there will be a
slide night. Women are encouraged to bring 10
slides of their work to view and discuss_. The slide
night is open to all women artists. After the discussion, there will be time for refreshments and
socializing.
In conjunction with the juried show, there will be a
discussion with the juror on Thursday, June 19th at
7:30 p.m.

We welcome the restaurant, Matin, which opened
up next door at 416 First Avenue North. The owners
treat us like family and the egg rolls and Vietnamese
cuisine are great. Stop by next time you're in the
gallery.
https://sophia.stkate.edu/warm_journal/vol1/iss2/1
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These types of programs will continue in the fal l.
Such events will be planned every other month with
time set aside for socializing.
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ended . Now, what to do? The tremendous amount
of work which went into doing the art, preparing for
the show and finally the hanging, opening, etc. has
suddenly halted and even when a new project has
purposely been undertaken , it doesn 't seem to help.
The long awaited goal has been attained, so now
where to go?

POST SHOW BLUES
by Alice Towle

What is this phenomenon known as post show
blues? What causes it? Does everyone who has an
art show get it? Is a certain type of personality more
susceptible to it than another?
l ot about post-show blues beI've been thinking a _
cause at the time of writing, I'm right in the middle of
a bad case. Some have compared it to post partum
blues (which I've also experienced)-the latest
writing on which blames society and the unrealistic
expectations of motherhood. That may be a clueunrealistic expectations. Maybe a person of fertile
imagination does expect all sorts of Walter Mittyesque things to happen after the long preparation and
unbelievable anxiety involved in putting up their
own precious works for all the world to see-and
judge. And what is the feeling when these wonderful
fantasies don't materialize? Depression.
A curious situation occurs where an ego overinflated is suddenly reduced to an ego feeling not
appreciated . I ask, "What was all that work for,
anyway?" And the even more frustrating thing is
that many people whom I respect and admire may
say how much they like the work, or the show, or one
or two pieces , but this support doesn't seem to
alleviate the angst.
I have a tendency in this overly sensitive state to
dwell on what one might consider negative reactions-like non committal comments, or worse,
no comment at all . When others view the show I
mentally record for future rumination each nuance
of facial expression, each whispered conversation ,
each gesture, and the amount of time spent looking
(or not looking) at each piece. What torture is inflicted on oneself!
Another theory about the reason for this ghastly
combination of emotions is attributed to the feeling
of loss one may have when the task of creation is
Published
SOPHIA, 2021sustained for a long time has
over. Thebymomentum

Some people feel they must start working on a
project that is new, different, startling , and this can
seem an almost insurmountable task, especially in a
depressed state of mind. They feel they must top
themselves, grow to great heights and progress at
an amazing rate. Just writing those words makes me
wince . I am the type who must progress at a rate that
seems stuck in some mysterious groove, like a
needle in a phonograph record . No jumping ahead,
just plodding along at a prescribed rate. I'm not sure
whether this helps the situation or not.
Anyway, whether this post show blues feeling
comes from unrealistic expectations (from outside
ourselves or inside) or the cessation of momentum
or any other cause , I trust I'm not the only one who
has this tendency to wallow in excrutiating self pity
and have the urge to eat great quantities of chocolates. Please, someone out there, tell me that this is
a reasonably normal reaction .
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Moving into my third month at WARM, I have met
all the gallery ·members, but only a few of the
associate members. So I would like to use this
opportunity to introduce myself to the rest of
WARM's supporters.
I am 39. I was born in Los Angeles. I'm married to
Arturo Madrid, and we have two sons, 18 and 16, and
a daughter 11. Although I remember much of the
pain and the loss of self of being "only a mother" in
the 1950's tradition, now my children are a source of
strength and pleasure. I like to be with them. I have
been a political activist since the sixties, working in
civil rights, the anti-war movement, and the farm
workers struggle. Currently, I am Co-chair of the
Board of the Minnesota Tenants Union. In brief, my
philosophy is that struggle is liberating, that freedom can only be taken, it cannot be granted, and
that it only comes through collective action.
My feminism is a product of the frustrations of the
fifties, the experiences of the sixties, and the
collective action of the seventies and a gut-level
sense of outraged dignity acquired from my mother.
I grew up in a female world. Women have been the
major, and at times sole, influence in my life; a
shanty lrish Mother, a lace curtain grandmother and
a Victorian girls' school principal.
I like to be around people who feel fiercely about
the world's cruelty and inequality, who push themselves to keep growing, and who like to play. I need
laughter and friends who make me laugh. I can't
draw or sing, but I can dance and portage a 60
pound canoe. I am very pleased to be working at
WARM.

Robin Madrid

SUMMER WORKSHOP FACILITIES
MCAD STUDIO ACCESS: June 2J-Aug 1
Printmaking: Georgiana Kettler &
Jantje Visscher, facilitators
or
Papermaking: Joyce Lyon
Six week access to facilities
with assistance
$90
For registration information:
~CAD Extension Office
870-J065
https://sophia.stkate.edu/warm_journal/vol1/iss2/1
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Congratulations to WARM Gallery member, Mary
Walker, former gallery member Jennifer Link, and
poet Jill Breckenridge-Haldeman for receiving the
1980 Bush Foundation Fellowship.

LIFE DRAWING

Judith Roode is teaching a one-week intensive
course in Life Drawing, August 11-15, 1980, for the
University of Minnesota, Summer Arts Study Center, Quadna Mountain Lodge, Hill City, Minnesota.
For further information call 373-4947.
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FROM ROCHESTER Women's Art Registry of Minnesota:
v1 i2never made us go and learn
the language. Alot of people my age went to both
Japanese school and American school. Alot of
them are Bhuddist, too. But my parents didn't
press it so we didn't do that.
INTERVIEW: B.J. SKIGAKI
The following is from a recent talk with B.J.
Skigaki, during which she shared with me some personal history and insights into her role as director
of the Rochester Art Center.

S.P.: They spoke Japanese themselves but they
didn't teach it to you?

B.J.S.: Yes, first let me say that I was born in Salt
Lake City, Utah in 1944 and then I moved to Los
Angeles and grew up in Gardena, California,
which has a large Japanese community. I always
had an interest in art. I can't say specifically that I
knew that was gonna be my ultimate direction, but
I would say that I always had a strong interest in
art in high school. I graduated when I was 17 and
came up to Minnesota. I have relatives here and I
lived with them for6 months and worked, and then
went to school. School wasn't something I knew I
was gonna do at first, but it turned out that I did.
I went to the University of Minnesota and majored
in painting with a minor in art history.

B.J.S.: Well, no. I can pick up some, but certainly my
parents spoke Japanese at home as children .
They were also involved with re-location camps
and that whole thing, so it's kind of understandable for my father's generation how they ended up
being where they are. It's sad when I think about
it now ... (pause) at the time there was a real interest in being American, and having another
language was like not being American or something. It's real obvious when my parents come
here; they have their own way of gesturing, or
when they don't want people to know what's going on in their minds they speak in Japanese. But I
would say that if there was an encouragement in
art it really came from my parents through my
dad. I think his idea was that I would come here
and get a teaching degree and be an elementary
art teacher or something like that, and then come
home to California and teach there. And none of
that happened, so ... (pause)

S.P.: Was there an art center in Gardena?

S.P.: Did you have other alternatives in mind at the

Susan P/eissner

S.P.: Did you know early in your life that you wanted
a career in the arts?

B.J.S.: No, but there is now. It's really interesting
... (pause) at the time there wasn't. There was a
Japanese cultural center. It was in some ways
kind of strange coming here because I grew up
primarily in a Japanese community. So that was a
real change . I guess I should say that where I went
to school, it was not atthattimea placewherealot
of kids went on to college. That happened later.
When I came here, it was like people here were
really geared to, you know, that was the thing to
do next was college. And that was not something
that was necessarily happening where I grew up.
Now I'd say it's changed ; alot of Japanese are
going into being opticians or optometrists or lawyers or things like that. But in fact if I were to go
back now, I was thinking about that, to a 20 year
reunion, which is shocking, I would probably be
one of the few people in the community who has
gone on in terms of being involved in the arts because art wasn't promoted in school as a profession. It was just very different. I could get into
another conversation about that but ... (pause) it
was a different kind of community orientation. I'd
say years ago the community I grew up in was
agricultural, but that was in my father's generation. It's all concrete now. Now it's kind of strange
to go home because it's like, I pick up the phone
and someone talks Japanese to me and I'm going
"Ahhh .. .just a minute" you know, 'cause when I
Published by SOPHIA, 2021

time?
B.J.S.: It was the first time I was away from home, so
it was just getting the feel for what was going on
here. My relatives were the ones, actually, who
talked me into at least trying the University to
see how I liked it. So that's what I did, and graduated in 1967 with a B.A. in art. At that point I
knew I didn't want to go back to school, so what I
ended up doing was working as the manager of an
import store for three years. Then, I knew some
people in the arts, and got involved with the Martin
Gallery, where I was assistant director for about
2 years. After that I worked for awhile with the
Abbey Grey Foundation in St. Paul, just temporarily. Then I applied for the job here at the Art
Center, and came here in 1972. And so my interest
has been primarily in arts administration since I
left school.

S.P.: What were your goals for the Art Center when
you first took the job?
B.J.S.: Just learning what it was about! (laugh)
When I first came to the Art Center, one of the
board members told me it would take 5 years to
really get a feel for what the Art Center is. At the
time I didn't really think about it, but it does. It
takes you a long time to get a feel for what the Art
Center is, and what the community is, and what it
is that you think is important. Getting the Minne-
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sota State Arts Board operations grantWARM
a yearJournal,
ago Vol. 1 [2021], No. 2, Art. 1
was really helpful in clarifying what it is we've
been doing, and what maybe had already existed
but were not clearly defined.

J

S.P.: Writing a grant will do that.
B.J.S.: Yeah, it does, it does, because the process
of going through it was a real educational experience. Prior to that we submitted a number of
grants for special projects, but that particular,
grant really made us look at what it is we're doing,
what kind of audience we serve, what the impact
is and what areas we need to look at in the future,
which we hadn't done before. It was a real learning experience.
S.P.: Would you talk a little bit about the Center's
commitment to crafts? I know when I think of the
Center that's very much a part of my perception of
it, which is something I really like.
B.J.S.: I think it began with Orrel Thompson (past
director) and Bob Riesling bringing it into the Art
Center's programs. Then later on I would say that
Judy Onofrio, a professional artist working in clay
and fiber has been a key factor. She's a past interim director and is currently on the board. One
of the major shows the Art Center did right before
I came was "Craft Commitment: Clay", and Judy
organized tliat show. It was significant for the Art
Center in that it travelled for 2 years throughout
the state. Since then we've had an on-going
commitment. I think it's been our feeling that this
is an area that maybe has not had so much visibility in a broad sense. It's an area that brings whole
other points of view in looking at how artists use
materials. We've had very good support from the
craft/art community and from schools: Warren
MacKenzie, and Curt Hoard, Jim Tanner in Mankato, Walter Nottingham in River Falls, Paul
Donnhauser in Oshkosh. We've had some natural
connections which have been very supportive of
us and have helped us in putting together exhibitions. And Judy continues to be a strong influence in terms of her time and energy in developing visibility in the crafts.
S.P.: Do you get a feeling in other areas, like
Minneapolis, of factions of people, who don't
share the Center's philosophy on the incorporation of crafts into the exhibition schedule?
B.J.S.: I think the awareness of crafts requires education; it certainly did for me. When I came here I
didn't know anything about crafts. I came from a
gallery attitude, and crafts were not part of the
gallery attitude. I would say it's just a lack of
awareness of what craft is, and what its impact is
in a more contemporary sense. I remember at
Martin Gallery the only craft show we had was a
Paul Dreising sculptural ceramics show. That was
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B.J. Shigaki
the first time I met Judy (Onotrlo) because she
came up with Paul. But I think if there's not more
to be seen in the crafts in other areas it's just a
lack of exposure and a lack of education as to
what craft is ... (pause) We always have these conversations about what is craft and what is art, and
for my personal feeling, I come from a fine art
background, yet I guess I don't see them now as
being so separate from one another.

S.P.: You don't say, "Well, we're doing 3 craft
shows this year so we've got to balance that with
"

B.J.S.: No, well. ..l would say what I try to do in .an
exhibition year is to present a variety of attitudes
generally of what's going on. I don't say, "Well,
I'm going to have 3 craft shows," it's just what's
around that I think is interesting and what we
could pull together.
S.P.: Is the term "craft" even useful, then? Doesn't it
perpetuate "craft" vs. "art"?
B.J.S.: It depends on the intent of the exhibition, it
depends on the intent of the artist, where they're
coming from.
S.P.: I recently saw your nanie as a contributor to the
"Art Deco" show at St. Catherine's. It seems to me
that this job is so all-involving at times ... what do
you do in your free time?
B.J.S.: I'd like to present this image ... 0aughs) What
I'd like to be or what I really am?
S.P.: We want the "Real Story".
B.J.S.: Yeah, well the "Real Story" is, I collect junk ...
(laughs) That's what I do on my off-time is I collect
junk. My life is my work, my work is my life, and
that's connected with the Art Center. I don't see it
as being separate at all.
S.P.: Do you like that?
B.J.S.: Oh, yeah, in all my jobs, I've always been that
way, I've always been totally committed to what
it is I'm doing. There're so many things that are
32
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possible here and I really get off on it, really enjoy
it, so I don't see it as public vs. private. And in the
past 2 years my staff has grown so much that it's
added new dimensions.

S.P .: How many people are here besides you?
B.J.S.: I have a secretary who's full time, and a membership coordinator, and another person who's
responsible for publicity. Then I have a membership secretary and a receptionist who's here at
night for our classes and things like that.

S.P.: So your job is orchestrating what they're
doing, plus the curatorial functions?
B.J.S.: Yes, basically the director is the over-all
manager of the organization: liaison to the board,
organizing exhibitions, classes, membership,
fundraising and writing grants. I'm also involved
with the board in long-range planning.

S.P.: If one were to stop 10 people on the streets of
Rochester, assuming they lived here as opposed
to those who come to the clinic, what do you think
would be the "average" perception of the Center
and its place in this community?
B.J.S.: In terms of the community the main thing is
the need for more visibility, even though we've .
been here as long as we have. There's been real
change in how things are operating; 30 years
ago it was primarily a volunteer effort, and now
we've got a staff. And also, the way I see it, our
audience is diverse and our appeal is multifold in
the sense that we have a commitment to the
community, a commitment to artists in the state,
and a commitment to the state. So when you bring
a question like that to me. I don't see us just strictly in this commun_ity. If we were gearing ourselves
just for Rochester the tone of our programming
would be quite a bit different. I think the average
person on the street, depending on where they're
coming from, I would think there would be a
diverse point of view on that. If anything we need
some more efforts, which we're addressing now,
making ourselves more visible in the community.
But my own feeling about our direction is that it is
to serve a multi-base audience.

She says: "I consider my prints a personal visual
statement arrived at through the process of "building" a plate. This process includes weaving strips of
canvas, drawing and applying other techniques I
have developed. Although the process is important
to the final statement, a continuing interest in color,
texture, space, and a personal iconography are also
reflected in the prints." ·
Her work provides some thought-provoking contrasts. As can be seen from black and white photos
of her work, the general surface quality of the collographs is in the grubby, gooey, "found object"
tradition, being printed from plates made up of
ragged pieces of cloth, salvaged bits of cardboard,
and other flotsam that has been affixed and coated
with thick applications of white glue. As such, it is
reminiscent of the action-painting era "junk sculpture" and collages of the 1960's.
The surprising element in these collographs,
however, is the colors with which they are printed.
In marked contrast to the sober greys and browns
one would expect, Ms. Lyke's colors are bold,
gorgeous, and, dare we say it, even decorative. She
uses color combinations such as orange and blue,
pink and green, or magenta and orange, and the
results are a kind of robust prettiness that ·seems
quite refreshing.

FROM ST. CLOUD

REVIEW OF LINDA LYKE'S WORK
AT THE KIEHLE GALLERY

An exhibit of collographs and hand-made paper
pieces by California artist Linda Lyke and paintings
by Al Elkins was shown on February 20-28 at Kiehle
Gallery at St. Cloud State University.
Published by SOPHIA, 2021

"Mitosis" Collograph by Linda Lyke.
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The colored inks are sometimes matte, sometimes glossy, and applied in an obviously complicated fashion, being both rubbed into the cracks
and crevices of the plate, and also rolled onto the
raised surfaces in different levels. This complication and technical sophistication increases the
subtlety of the pieces. Titles are of the witty
literate sort: "Bella Dona Pluralissima", "My Heart
Pumps Purple Piggy Pies for You", "Parthenogenesis of the Amazing X".

The Slide Registry is available for curators,
gallery owners, and lecturers to use as a resource.

A few hand-made paper pieces were also included in the exhibit. These are made from more
subtly colored, dyed paper pulp. Ms. Lyke takes advantage of the extraordinary possibilities of handmade paper, creating deep embossments ,
embedding like fossils the tracks of some snakey
object in the paper, and even embalming a colored,
crocheted doily as a prominent part of one composition. Surprisingly, this latter works well, as the
doily turns itself into a kind of half-open flower.

In order to allow slides to be used for lectures and
sent to galleries we are requesting that two sets of
slides be put in the Registry.

Work such as this inevitably makes us question
our assumptions about the "decorative" in art.
Drabness, in rhetoric and dress as well as art, having
been so long associted with sincerity, it is difficult
not to dismiss prettiness as frivolous. However, a
fine appearance is no more a guarantee of emptyheadedness than ugliness is of profundity. Like
architects, artists are apparently beginning to reevaluate the taboos associated with decoration in
new styles of art such as pattern painting . Linda
Lyke's work, with its gaily colored, yet "sincere"
subject matter, may be an example of one of the
entering wedges in the cracking of those taboos.
reviewed by Gail Bamber
St. Cloud, Minnesota
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The WARM Slide/Tape Project was produced to
make information on both historical and contemporary women's art accessible to the public.
WARM has a library of slide/tape packages. Each
is a self-contained program of about 12-30 minutes.
These may be played on a ca ram ate machine or on a
separate projector and tape recorder. The slide
tapes may be rented for $25 apiece or $35 for two,
or viewed without cost in the WARM Gallery. Please
call to arrange a time. Topics include:
WARM: The Women's Art Registry of Minnesota.
This slide/tape is an introduction to the WARM
space giving the history, and development of

WARM .
Women Artists in Minnesota: The WPA. Rediscover ten women's experiences producing murals,
sculptures and smaller works in Minnesota during
the 1930's and 1940's. Slides of murals in many
Minnesota communities are included.

The American Abstract Artists. This tape documents women's contributions to this avant-garde
group founded in New York City in the 1930's.

•.

\

.

The Slide Registry is available during Gallery
hours for anyone wishing to view slides of works by
Minnesota women artists.

A Body of Work. The use of the human figure in
the works of 12 Minnesota women artists is discussed in this tape (available in June) .
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It is now open to any women in Minnesota. The
annual fee for WARM members is $2.50, for nonmembers $5.00.

Self-Portrait in Change. Explore the self-images
of eleven Minnesota women artists.
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Please update your slides and resumes in the
Slide Registry. If you have not paid your 1980 Slide
Registry fee you will soon receive a request to pick
up your slides.

. •',.
oI

/

The Non-Objective Tradition and Recent
Women's Work. This slide/tape helps clarify the
transition from representational to non-objective art
from the early 20th Century to the present.

For rental or other information contact: WARM ,
414 First Avenue North , Minneapolis, MN 55401
(332-5672).
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JANTJE VISSCHER

make these drawings by superimposing two
regular straight line grids, producing a moire. A
short vertical line marks each place the grids cross.
Though the principle is so simple, some very lyrical
complexities develop. Spans, arches and other
curves appear and fade out, sometimes to reappear
later in a new scale. Sets of curves flow through
other sets of curves running the opposite way. Often
S-curves flow through the entire surface. I am intrigued by the simplicity of the idea, and the constantly unfolding complexities which result.
Making these drawings has been a very strange
experience. Once -t had made some initial decisions
~bout angles and grids, the pattern systems gradually appeared before my eyes. Visually the drawings
are very ephemeral, but in another very real sense
they are predetermined, operating by their own
precise mathematical laws, possessing their own
intervals and harmonic rhythms. I was walking
along some ancient dream road. These spaces exist
always in principle, but are only temporarily visible.
I felt that an installation drawing would be very
appropriate, a drawing which will only exist for one
month.

Jantje Visscher

Drawing by Sandra Kraskin .

SANDRA KRASKIN

MESSAGES
Signs and symbols focusing
spots of energy,
Colors radiating through
windows becoming eyes,
Layers presenting information.
Visual messages are
Phrases which cannot be transcribed
but only felt,
Messages revealed by passages of color.
SANDRA

KRASKIN

Published by SOPHIA, 2021

Drawing by Jantje Visscher
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ANNIE MOHLER

A House Self
House I was looking out this window one day
when I realized I was who I am and that I will be who
I always was. I remembered an essay I wrote once. It
read when I grow up I want to be an artist. I want to
live in an old house. I want 11 children with no
father. We will make things all day long. I will have
long hair and still wear bobby socks. The teacher·
made me throw it out. That was 19yearsago. House,
do you know where I can buy bobby socks?
(Annie Mahler's work will be exhibited in the
Invitational Gallery)
Neon Sculpture by Annie Mohler.

MAY 10- JUNE 7 - - - MAY 10-JUNE 7---MAY 10-JUNE 7 - - - MAY 10-JUt

MARY WALKER

My sculpture explores the possibilities of a
sensual geometry using enclosed volumes with interior spaces only partially revealed. I am interested
in demonstrating that opposing qualities such as
austerity and sensuality, grandeur and intimacy can
exist in the same piece.
In my most recent work I use paper as the structure for the painted and folded volumes. The paper
has qualities of toughness and fragility which are
very appropriate to the work. A rough exterior which
covers and protects a more fragile interior makes
reference to our human need to protect and even
hide some portion of our private selves. The geometric format speaks visually of our need for order,
while the voluptuous surfaces and hidden interiors
relate to the human predilection for mystery, privacy and chaos.
Mary Walker
March 1980

"Intersect II " by Harriet Bart,Canvas and Acrylic 6' x 6'
HARRIET BART

My work is primarily formalist in approach, exploring the potential of intersecting horizontal and
vertical bands to form a geometric shape system. I
am interested in line: drawn, incised or implied. I
am interested in layers: as illusion, as structure, as
metaphor. I am interested in color, reduced to subtle
tones, underscoring the geometric configurations.
I am interested in edges, those that are precisely cut
in contrast to those that are crudely torn. I am interested in the architectural concept of modular
construction, the use of smaller units combined
to form larger structures.
"Eccentric Pyramid" Painted Paper 90" x 102·· x 8".
https://sophia.stkate.edu/warm_journal/vol1/iss2/1
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JACISCHACHT
Fragments. The word is a good place to begin· a
discussion of my work as it is the material that forms
the basis of the work itself. Sometimes I believe in
the soul of every artist there lurks the craving to be
a junk collector. More than this, to give new order, a
rebirth if you will to the flotsam and jetsam of
history. Perhaps this accounts for my longstanding
admiration for the work and persona of Louise
Nevelson. Her choice of relics is not mine, being
made of sterner .stuff, yet her work continues to be
for me as inspirational as a prayer. Indeed it is for
me the only thing I would call prayer. I also feel a
kinship with the work because Nevelson, like myself, comes from a painting background and I
believe her work retains a strong frontal quality. I
find when talking with sculptors that our approach
differs. The sculptor sees first the space and then
begins to work within that space. My own approach
is to start with a format, attaching and anchoring
forms to that. I am somewhat like a high wire artist
who prefers to work with a net.

As a feminist artist, something I continue to
choose to call myself although it is no longer
fashionable to do so, content is of prime importance. I have always been concerned with content,
although in the past that content was more "universal" (read that as male). Then, given the encouragement of feminism, I began to clean the attic of my
past. Mirrors, gloves, chairs, lace, were some of the
things that I uncovered. I allowed my pain and anger
to flow through these humble items outward. It has
been somewhat of a baptism by fire as any feminist
artist knows. The oldest insult being of craziness, of
· the work being nothing more than self indulgent
therapy. Fortunately not everyone has reacted this
way. This, however, may account for my ever growing desire to return to the protection of the wall
with my work.
Finally, out of all this is emerging the need to give
expression to women's strength and spirituality.
The Warrior, the Goddess, the Witch, are slowly
arising from the fragments, from the rubble of my
realizations.
in between
the overblown roses
on the bedroom wall
the spider's web
gaudy with frost
the faded words
in old letters
in between
in between
there was me ...
Jaci Schacht
Published by SOPHIA, 2021

ERRATA
We apologize for inverting these pictures.

Landscape by Alice Towle, Mixed Media.

Pastel urawmg by Joyce Lyon
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ELIGIBILITY:

The Women's Art Registry of Minnesota (WARM) invites all women artists residing in
Minnesota to submit slides of work in all media for an exhibition at WARM: a women's
collective art space, 414 First Avenue North, Minneapolis, June 14 • July 13. Original
works, executed in the past three years, are eligible. All women meeting these criteria
are invited, but especially emerging women artists who have not had extensive exhibition
experience. Active, gallery members of WARM are not eligible. There is no entry fee.

FORMAT:

This exhibition will be juried by slides due May 10. Send no more than three 2" x 2"
slides of your work. Slides may show more than one perspective of, for instance, a sculpture ; but only 3 slides total may be submitted. Label each slide with your name, title of
piece, dimensions, medium and directional arrow.
If there is no doubt that slides cannot do justice to your work, you may make arrangements to hand-deliver the actual work to the WARM Gallery for the jurying. Call (612)
332-5672 before the May 10 deadline. Work is not insured at this time, and, if rejected,
must be picked up promptly.

JURYING:

An independent juror, not affiliated with WARM, will select the work. Her decisions are
final. A discussion of the exhibition with the juror is scheduled for June 19 at 7 :00 p.m.

RETURN OF SLIDES:

Enclose with your application form and slides a self-addressed, stamped envelope (SASE)
for the return of your slides upon completion of the jurying. Absence of such an envelope
means that your slides will not be returned. Slides of accepted work will be returned after
the exhibition.

THE EXHIBITION:

Notification of accepted work will be by first class mail the week of May 18. Work must
be hand-delivered to the WARM Gallery June 3-7 between noon and 4 p.m., framed or
mounted and ready for hanging/installing. If your work requires special installation, write
instructions clearly and attach them to the work itself. Also attach to the work your
name, title of piece, medium, and value.
Works may be for sale. WARM will collect a 10% commission on work sold through the
exhibition. Work sold remains with the exhibition until it closes.
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Accepted work will be insured from the time of its delivery to the Gallery until its pick-up,
ast designated pick-up day, July 17.
but not beyond ti

https://sophia.stkate.edu/warm_journal/vol1/iss2/1
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ASSOCIATE MEMBERSHIP: Please consider joining the WARM Associate Membership at this time. Benefits include
the quarterly WARM Newsletter, regular exhibition mailings, reduced fee for the Slide
Registry, reduced or free admission to special events and more. Your membership partially
supports the publication costs of the WARM Newsletter and helps toward the operation
of the organization. 1980 membership dues are $10.00. Make checks payable to WARM.

SCHEDULE:

May 10
May 18
June 3 - 7
June 14
June 19
July 13
July 14-17

APPLICATION FORM:

Please print or type •

3 slides, application form & SASE due.
Results of jury, all entrants notified by mail.
Accepted works hand-delivered to WARM Gallery, noon - 4 p.m.
Opening Reception, 7 - 10 p.m.
Discussion of exhibition with juror, 7:30 p.m. Open to the public.
Last day of exhibition
Work pick-up, noon - 4 p.m. The Gallery will not ship work.

May be xeroxed

Artist's Name _ _ _ _ _ _ _ _ _ _ _ _ _ _ _ _ _ _ _ __
Address
Phone(s) _ _ _ _ __

□
□

Accepted
Rejected

#1) Title _ _ _ _ _ _ _ _ _ _ _ _ _ _ _ _ _ _ _ _ _ _ _ _ _ __

Dimensions--- -··-- - --·-·· - - - - Medium
For Sale? . ____ ____ -----·--- · _____ Insurance Value _ _ __ -----··-·-

□

□

Accepted
Rejected

#2) Title _ _ _ _ _ _ _ _ _ _ _ _ _ _ _ _ _ _ _ _ _ _ _ _ __ ---··-- - - ·- ·

Dimensions _ _ _ _ _ _ _ _ _ _ _ _ Medium
For Sale? _ __

□
□

Accepted
Rejected

_ ___ _

Insurance Value _ _ _ _ _ _ __

#3) Title ___________ __ _ _ _ _ _ _ ___ _ _ _ __

Dimensions _ _ ____ _ _ _ __ _____ Medium
For Sale? _ _ _ _ _ _ _ __

__ _ Insurance Value _ _ _ _ _ _ _ __

D I'm joining the WARM Associate Membership. Enclosed is $10.00.
I agree to the stated conditions of entry. Signature _ _ _ _ _ _ _ _ _ _ _ __

Send by May 10, 1980 to:
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Minnesota Women '80
WARM
414 First Avenue North
Minneapolis, Minnesota 55401
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Sl.11)1:
NIGl·li

Thursday, May 22, 7:30 p.m.
All women artists are invited to
bring 10 slides of their work for an
evening of discussion and sharing.
Free. Refreshments.

WARM: a women's collective art space
414 First Avenue North, downtown Minneapolis

Show your work In the WARM

Sl.11)1:
l~l:GISTI~~,

The WARM Sllde Registry Is open to all women
artists In Minnesota. It Is used by dealers, collectors, curators, teachers and anyone Interested
In contemporary women's art. Send $5.00
(checks payable to WARM), up to 20 labelled
slides In a sleeve and resume to WARM: a
women's collective art space, 414 First Ave. N.,
Minneapolis, MN 55401. (Associate Members'
slide registry fee: $2.50)

39--------------------

https://sophia.stkate.edu/warm_journal/vol1/iss2/1
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Calendar ·19ao
5

12

Saturday, 9 a.m. Gallery Members' Meeting.

16
and

Wednesday, 7:30 p.m. Discussion of Kraskin,
Visscher, Mohler Show. All members welcome.

20

Sunday, 7:30 p.m. Lecture by Lucy Lippard,
"Both Sides Now: Women's Political Art". (In
conjunction with the Walker Art Center's
"Myth and Ritual" Series. $1.00 members,
$3.00 nonmembers.

Saturday, Opening of Sandra Kraskin
Jantje Visscher Show. Annie Mohler by invitation. Continues through May 3.

Saturday, 8-10 p.m. Reception for the Kraskin,
Visscher, Mohler Show.

APRIL
3

Saturday, 9 a.m. Gallery Members' Meeting . .

10

Saturday, 12-5 p.m. Deadline for slide delivery
at WARM for "Minnesota Women '80" Juried
Exhibition.

1Q Saturday, 8-10 p.m. Opening of Harriet Bart
and Mary Walker Show. Continues through
June 7.

22

Thursday, 7:30 p.m. Slide Night for Women .
Bring ten slides of your work to share with us .

MAY
14

Saturday, 7-10 p.m. Opening of "Minnesota
· Women '80" Exhibition. Continues through
July 11 .

19

Thursday, 7:30 p.m. Discussion with the juror
about the "Minnesota Women '80" Exhibition.

19

Saturday Opening of Jaci Schacht Exhibition.
Continues through August 16.
Gallery closed after August 16.

Published by SOPHIA, 2021

JUNE
Gallery reopens in September.

JULY
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Date Paid

Membership
Record

...JIINUL.

SLJDE REGISTRY :
76-77-78-79-80

$
Amount Paid

□

Supporting Dues (over $8.00)

□ Assiiciate Dues ($10.00)

□

□

Other_ _ _ _ _ __

Slide Registry Fee ($:.t.50)

Phone(s) _ _ _ _ _ _ _ _~_ _.,___ _ _ / _ _ _ _ _ _ _ _ _.....,..._ _ _ __

Address,_ _~ - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - -

Name _ __,__ _ _ _ _ _ _ _ _ _ _ _ _- ' - - - - - - - - - - - - - - - - -

1979 Payment Record

Artistic Interest _ _ _ _ _ _ _ _ _ _ _ _ _ _ _ _ _ _ _ _ _ _ __

Phone(s), _ _ _ _- - - : - - - - - - - - - - - - , - - - -

ACTIVE:
76-77-78-79-80
ASSOCIATE:
76-77-78-79-80
SUPPORTING :
76-77-78-79-80

For Official UIIB

WARM / 414 First Avenue North / Minneapolis, MN 55401

Addtess,_ _ _ _ _ _ _ _ _ _ _ _ _ _~ - - - - - - - -

~arne.

Mall forms with 1979 dUH to:

•NEW MEMBERS and CURRENT MEMBERS WITH CHANGES in their address or membership ·catagory
complete both forms below. CURRENT MEMBERS WITH NO CHANGES, complete only 1979 Payment
Record form.

Membership in the Women's Art Registry of Minnesota is open to all women artists in the State of Minnesota, and to WARM supporters both in and out of the state. There are three catagories of membership •
ACTIVE Members are elected to that position. They hold office and make policy in the organization and
participate in all aspects of the WARM Gallery.
ASSOCIATE Members participate in committee activity of the organization, attend WARM meetings, re•
ceive the newsletter and other commµnicatfons, and may join in all activities including the Slide Registry .
SUPPORTING Members are those men and women who support WARM and its activities and wish to
communicate with the organization. They receive the newsletter and other WARM communications, and
may attend WARM activities. Donations from Supporting Members will be accepted.
1979 DU ES: Associate• $10.00
Supporting• over $8.00

Membership Form
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