WORKZSTUDY FOR THE MASTER'S DEGREE IN WOMEN'S STUDIES AT ANTIOCH

In getting my degree plan for Masters in Women's Studies with
bn emphasis on Feminist Art Bducation, I contracted the Women's Build-
ﬁng to do an independent Work/Study y Where the Women's Building would
simply funnel funds from a donor to Antioch and receive a 107 handling

rcharge,and the benefits of my labors would be available to them/credited

to them.

A1l the money goes to tuition ($3300) and overhead/expenses.

{HOW THE FUNDS WERE. USED:

} All year, I conducted and tabulated a 7 page questionnaire on
which I'm basing my thesis. I read a paper on this stud; at the College
Art Assocation in New Orleans,Eeb.,BO, and will speak on the results

7. T T R
Gl

of this questionnaire again at the College Art Assocation this February,

o)

‘1931, to be held in S.F. The questionnaire dedls with the relationship
of class backround, feminism and po&tics in the making/success in art.
I have hundreds of responses - from famous artists (Agnes Martin, Carl
Andre,Phiplip Pearlstein, Joyce Kogloff etc.) to graduate students to
%treet artists.( I AM ENCLOSING ONE AS AN EXAMPLE, BUT I MUST HAVE IT

BACK ON THHESDAY.)
I aleo documented é collaborations with women via videotape.

Mhis will be shown at the Women's Building in f¢,t. at the benefit for
the Women's Caucus for art.

I wrote a detailed program for a grant (to Vanguard and Zellerbach)
for a program and benefit merging arts and pol:%ics at the Women's Building.
Another program was designed modelled after the"eco-feminism of the 30's-—
ﬁomen and Life on Barth" conference I attended at Amheret in March.
| Although these proposals were not =ent and the programs deemed
unfeasible at this time, the material is availablc whould there be a use

for them in the future.



6446% Colby
Oakland, CA 94618
June 13, 1980

Ms. Carmen Basquiz

SF Women's Building
3543 18th Street

San Francisco, CA 94110

Dear Carmen:

It was a pleasure meeting you and I am looking forward to settling
this on Wednesday at 9:30 am as I must report to Antioch at 2:00 pm
that Wednesday (rather than Friday).

I will need a bank check made out to Antioch for §$500 and a regular
or bank check from the Women's Building for $1120 (post dated

June 25). I will give the Women's Building a check for $162.

I am including a bio so that perhaps it might suggest how I can
be of further help.

My initial proposal for the Women's Building has been revised and

will be done in the Los Angeles Women's Building and in an established
museum. Sorry it could not work here.

Enclosed is an invitation to the performance event in my studio.
Sincerely,

Helane Aylon

HA/mk

enc.
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¢y Or to be

used, for sectarian instruction Or as a place or religious worship; Further, No project ma:
SEVENTH: No Student shall Perform work on any project under this Agreement for more tha;
EIGHTH: This Agreement shall supersede any and all prior Agreements between the College

and the Agency Yegarding the mutual operation of a work—study Program under the Provisions

NINTH: This Agreement shall terminate and may be extended by writte.,
agreement of the parties hereto for a period not to exceed one year.

IN WITNESS WHEREOF, the bParties hereto have €xXecuted this Agreement as of the day and year

first above written.

2
¢

ANTIOCH UNIVERSITY

BY

Director of Financial aiq
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ORGANIZATION{_S F. Women's Buildine

3543 18+th Strept:

ADDRESS o

NAME AND TITLE OF AUTHORIZED OFFICIAL:
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SEX DISCRIMINATION,
A WAY-OF-LIFE IN ART ACADEMIA
©1977

These testimonial letters below are a sampling of the types of
merimination which exist against women in college art academia. There are
ony more women who dare not speak out for fear of jeopardizing the un-
nured, often part-time jobs which they hold. Three other women were
heduled to write letters for this article, but each of them has a lawsuit pen-
ng agninat a particular institutions, and they were advised by their attorneys
at their frank discusrion of their circumstances in article form could well
opardize their cases. Thus, wisely, they declined to participate.

.i.c.g:!c.i
we ¢ e \.. .\\c @ S e 10
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POLITICS & FEAR OF FEMINISM

I first came to San Francisco State University in 1973, fresh from New York, (not
knowing a soul in California), as the token full-time woman in the painting area.

After my first year, there was a unanimous vote that I be rehired for the next year. |
was very encouraged by this and now that I was settled, [ really got into my classes. |
tanght a class called “Contemporary Art Issues™ and coordinated a series of lecturers
from New York for this. I started having students come to my studio. I also worked
towards two solo exhibitions in New York and one at M.LT.

What [ did not know was that a token person must hehave like a token person. If a
token black becomes too strong, that person will be feared as a militant. If a token
woman hecomes too strong, (in the words of the writer of the Hiring, Retention, and
Tenure Committce Report), men might feel they are “in danger of being swallowed up.™
This was one of the unofficial reasons actually given to me by Wes Chamberlin, then on
the HRT Committee, when [ pressed for the real reason for my termination.

If only I had maintained a low profile, as I did in my first year when my energy
went into getting settled . . . for as soon as I started to “act,” ._;..ma changed. In fact. the
official reason for my dismissal was that I “acted unilaterally.” What would be con-
sidered acting with initiative in a man is “acting unilaterally” in a woman. What is con-

sidered perserverance in a man was termed a “whim of iron” in my case. (HRT *75).
This poor mixing of metaphors is calculated sexism: “Capriciousness is a:..a....u :..m
characteristic of women, never of men:"-"“iron.” | guess, is not a favorable adjective in
reference to women. Another off-the-record remark was that [ “never cut the umbilical
cord from New York.” When I asked Dick McLean, a friend on the faculty, to explain
the faculty’s feelings, he said: “Maybe you didn't like them enough: all you cared about
were vour students.” Bob Bechtle, one of my supporters in the department had this com-
ment: “It’s irrational.”

The history of the department has heen a history of part-time women being let go
each year. In 1975, out of seven people not being retained, six were women — }X.MQm
and five part-time women.

When I first arrived at State University Art Department, in "73, where at least 65%
of the art students are female, out of 27 full-time faculty members there were only 3
full-time women. They taught weaving, metal-jewelry, and Ant for children. In 1974,
one other full-time woman was hired to teach Art for children.

" Visual Dialog

THE QUARTERLY MAGAZINE OF THE VISUAL ARTS

Mar.. Apr.. May, 1977

In 1974 my [liring, Retention, Tenure Committee evaluation was: “IHelene Avlon
energetically pursues her creative work and conveys attitudes about art which are com-
plimentary to, but distinct from those expressed by other members of the painting
Jaculty. Her contribution is important and unique.” (Jack Welpott, HHRT Committee,
"14)

But in 1975, the new HRT Committee thought differently: “When a new member
joins the Department. it is up to that individual to realize the nature of the organization
that he or she is joining. Then the individual either has to change to become part of that
entity or should realize that there is no possibility of that happening and willingly leave
... This may come down to a matter of style; she has one and the department another.™
(Wes Chamberlin, HRT, '75)

I 'am puzzled by this contradiction lauding and deploring the same quality. What
about Professor John lhle’s style? A tenured member for many years, [hle had a paid
female model (for his life drawing class), pose nude, wearing a cowboy hat. belt and
boots and straddling a motorcycle. Some of the women students were very offended, but
no one on the HRT said anything about his “style.”

In regard to the HRT clause, “Participation in Professional Activities.™ the report
singled out my Feminist activities: “She has increasingly found herself involved in the
Jeminist art movement, an attitude and movement in art that has been felt much more
acutely in New York City or in Los Angeles than here in the Bay Area. Ms. Avlon has
been responsible for bringing artists out from the East to speak on these concerns .. .*
(HRT, *75)

This passage paints me as a “carrier” of some New York brand of militam
Feminism. In fact, Feminism is an international phenomenon. In so far as male
domination is universal, it is logical that many women everywhere are coming to con-
sciousness, > ~—

There seems to be a whole network, beginning with the Dean, involved with the
railroading out of undesireables. After the first positive evaluation of 1974, Vice-
President Garrity wrote: “Obviously, we cannot be insensitive to the uniformly en-
thusiastic attitude of the Art Department faculty toward Ms. Avlon’s performance at the
University. There is in those comments a level of emotional fervor which suggests that
Ms. Avlon has captivated persons with her personality as well as with her own
professional proficiency as an artist . .. I request that we have a thorough going-over
and objective evaluation by the department.”

In May of 1975, after the second evaluation, which was negative, the same Vice-
President wrote: “It appears that in this most recent evaluation of Ms. Aylon. her depart-
ment colleagues have approached the evaluation criteria with a more objective attitude
than that which had previously existed.”

(Was it smart careerism for the HRT Committee to later please the deans?)

When it's time for a promotion, then it's time to let go of someone; otherwise, after



four years, there was at :_..:-:::.. automatic tenure. Tenure m .::.».:::... .:::..,.4. ._..:
rationalize these economics .A.“:,:_ the sexism, conservatism and cronyism that exists in
varying proportions among the «.ul::..a ::..:_.2..&.. reasons are z::n_.u and a lot of dirty
work goes on, Here is how the railroading was engineered in my case.’, :

1. Five supporters on the faculty who were on mu_._.u_m..n._ were not called to
vote. Four of these people were available to vote. DeStabler, __...:._....,::. and
Welpott called in their positive vote afterwards, _.:.. they were told it was too late.
(The vote: 11 for a terminal year. 8 for a probationary year — 18 men. 1 woman
voling, ¥

2. Two faculty, Mundt and Nepote, who were retiring, voted although they
would not be in the school any longer.

3. T was informed of the termination on the last week of classes, u..:_ the gen-
eral consensus among students who heard this is that this last minute information
was to prevent students from organizing a protest. ) )

4. Equivalency (professional experience, e.g.. exhibitions, .-.3.:.5.3 is w:.:_...._ by
SFSU to faculty members in lieu of a doctorate. I was informed that this was
needed for tenure. 1 submitted this equivalency at first and was told __:.._ it had 1o
be revised (i.e., pasted in a seraphbook). I handed __....:ws..;.“..; :::.3.5_ to Wes
Chamberlin who then told me to “put it in Marge's box. m:q—.:.,.:_u_..... Wes
Chamberlin then wrote in the HRT report: “To the best of my knowledge. it has
not heen revised or submitted.” R :

Upon investigation months later, I found the Equivalency .._s:.:n._ in the office of
the chairman, Seymour Locks. What surprises me is that Mr. Locks received a letter from
the Vice President on May 28, 1975, with the following statement: “vou :....2 recall ::}
there be a clear statement about her (MS. Avlon) doctoral or equivalency intentions this
vear as a condition for further consideration. Apparently. Ms. Avlon has chosen not to
.2.,4:51 to that requirement either.” . . )

That material was sitting in Locks' office, and I believe he was unaware of it being
there. He explained later in November: “I thought your papers ~.=A gone over to Dean
McKenna. No one advised me that the material was ready to send with a covering letter.
Apparently the material was simply placed upon the 2«?.:1 :...1::.: instructions. By
whom, I still do not know . .. The Department feels obligated to assist You in vour ef-
Jorts to obtain a new position. I personally can attest to vour excellent ability to engage
the students in a personal expression. Also vour equivalency papers are deserving of a
doctorate: this I can and would state to any prospective ..5334,2“.

After | “found™ the material, it was sent to the Dean where ...,.._::._._ have been sent
in the first place. I was told that it would be evaluated. | f.::.._ for three .::....._.w.
Finally, I got a letter saying it was “moot™ to process the equivalency, as I had “ac-
cepted” a terminal year.

Some of the earliest and most militant student strikes occured at San Francisco State
in the 60°s, challenging the very under-pinnings of a top-heavy, unresilient bureaucracy.

Administrative contempt for certain faculty and students can be seen in many of the
Departments. The French Literature department dismissed a woman member, (author of
FEMINISM AS THERAPY) who had been very active in the strikes. She sued and lost
after four years, she felt caught in a legal trap, as the Deans and Judges know each other
socially.

In the Philosophy Department, a leshian feminist was let go for ::a_n..n_. reasons.
Another leshian feminist in the Speech Department was not rehired for puzzling reasons,
but fought and won tenure. One librarian was given notice because she brought too
much feminist literature into the library. She fought and won tenure. On and on . . .

/

I stayed on for my “terminal” year. The students wrote letters and signed petitions.
They chiseled holes in the cement outside and stood knee-deep shouting that they were
“stuck.” They tied me with invisible fishing line, making a cobweb over the campus,

ads

protesting the “invisible™ sexism they were caught in. They put a tombstone in front of
the art building,

45
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My students asked 1o see the IIRT document. Somehow I was nervous about showing
it. By that time, I did not want 10 stay on anyway. Why waste their energy? Finally, I dild
show it 10 them, and they immediately mi neographed and distributed the report with
their “ansiwers” to each clause.
Here are some excerpts from the students® letter:
CLAUSE 1: HRT REPORT. May 1975: PERSONAL COLLEGI-
AL RELATIONSHIP: “SHE IS UNABLE TO COMPROMISE OR
WORK IN ANY SUBORDINATE OR EVEN EQUAL POSITION TO
ANOTHER FACULTY MEMBER.”
(Our question: In what respect was Helene to act in a subordinate
fashion?)
CLAUSE 4: PROFESSIONAL GROWTH: Helene wans pictured, by in-
nuendo, as an uppity New Yorker who “WAS OFFERED SEVERAL
SHOWS IN THE BAY AREA BUT DECLINED TO EXHIBIT HER
WORK IN THE AREA.” -
(Helene has asked the HRT Committee to correct this, citing the
following:)
I. Oakland Museum: “6 Painters, 6 Attitudes,” July 25, 1975,
. sroup Exhibition,
2. Grapestake Gallery, S.F., Jan. 6, 1976, Solo Exhibition.
3. Women’s Center, S.F. State Univ., March 8, 1976. Group
Exhibition.
(For one year, Helene Aylon requested that these false sitntements
be corrected and the vicious innuendos deleted. She was told that
“the HRT Report was unimportant, and would be seen by no one,”
“s0 she should just forget it.”
We don’t think the issue in who sees the document. Even if no one
ever sees it, there are lies festering in those files: the issue is truth.

It was suggested by a faculty member, that I think of my firing as a “friendly divor-
ce” from the Department. If | was willing 1o behave as if my dismissal was a voluntary
quit, I could be assured of the “highest recommendations.” 1 did not carry out a long
legal battle, on the questionable hope that my work will sce me through financially.
Many women and minorities, dependent upon teaching, do not dare consider this option,
If other universities hear of any trouble, they certainly won't take a chance on a “powder
keg” when there are so many grateful women who need a job. The perpetuation of this
sick system depends on the excess lahor pool of unemployed, struggling for token
positions pitted against one another and expendable.No matter how important their con-
tribution to the students’ education, the hottom line consideration is maintaining a
homogenous “club” at the Department level. The tenure procedure is the leveler that
assures an unruffled status-quo.

The conservative administration is still firmly entrenched at San Francisco State.
They see to it that the faculty members don't get out of hand. Sipping their coffee with
cream substitute, back-slapping and smugly fulfilling the routines of academia too
many go on, congratulating mediocrity, waiting for their subbaticals, merrily releasing
hundreds of BFA's and MFA’s 1o a non-cxistent joh market.

Helene Avlon

NOTE: All women artists who feel that they have been the victima of sex
in art academia or attempts to gain gallery or museum
exhibitions are invited to let us know about it as we are now starting a WEST
COAST RIP-OFF FILE. We are also intereated in hearing from any women who
have been able to successfully prosecute their cases of sex discrimination in art
academia. Please aend information to Viaual Dialog in care of Susan Chapin,
All information will be confidential and nothing will be printed in Visual
Dialog without the express consent of the writer and clearance through an at-
torney. .

-

Roberta Loach, Ed./Pub.
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HELANE AYLON

1025 cCarleton, Berkeley, CA 94710
(415) 841-9545 (st

463 West Street, N.Y., NY 10014 ~ 29
(212} 242-3687

SOLO EXHIBITIONS

GROUP EXHIBITIONS

1970, 72
1975, 79
1975
1976, 78
1976
1979

1970

1970
1970

1971
1971
1971
1972
1972
1972
1975
1975
1976
1976
1976
1977
1977

1977

Max Hutchinson Gallery, NYC

Betty Parsons Gallery, NYC

Susan Caldwell Gallery, NYC

Grapestake Gallery, San Francisco

MIT, Cambridge, MA

112 Workshop (formerly 112 Greene) NYC

"Lyrical Abstraction" Aldrich Museum, CT
Phoenix Museum of Art, Phoenix, AZ
Philadelphia Civic Center, Philadelphia, PA
Whitney Museum of American Art, NYC

"The Art Scene' Berenson Gallery, FL

"Two Generations of Color Painting"
University of Pennsylvania, Philadelphia

The Members Gallery, Albright Knox Art
Gallery, Buffalo, NY

"Beaux Arts 25th Anniversary Exhibition"
Columbus Gallery of Fine Arts, Columbus, OH

"4 Painters" Skidmore College,
Saratoga Springs, NY

"Painting & Sculpture Today 1972"
Indianapolis Museum of Art, IN

'""Soho Scene" Storm King Art Center,
Mountainville, NY

"New Instructors, New Media" Brooklyn
Museum, Brooklyn, NY

"6 Painters, 6 Attitudes" Oakland
Museum, Oakland, CA

""Color, Light, and Image" Women's
Interart Center, NYC

"Abstraction in Metal, on Canvas and
Paper" Dart Gallery, Chicago, IL

Studio School Invitational,
Fourcade Droll, NY

"Works on Paper" Ruth S. Schaffner Gallery,
Los Angeles, CA

WCA, Contemporary Issues: Work on Paper,
Women's Building, Los Angeles, CA

The Artist's Book, Mandeville Art Gallery,
University of California, San Diego, CA

WCA, Contemporary Issues: Work on Paper,
University of Houston, Houston, TX
University of Utah, Salt Lake City, UT
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COMMISSIONS

BIBLIOGRAPHY

1977 "Fall 1977 Contemporary Collections"
Aldrich Museum, CT
1978 9 Artist's Book, Dalhousie University,

Nova Scotia, Canada

University of California, Irvine, CA
Oberlin College, Oberlin, OH
University of Wisconsin, Madison, WS

1978 ""Metamagic" California State University,
Dominguez Hills, CA :

1978 "Sketch Books' Women Artists Archives,
Women's Interart Center, NYC

1979 "New York: A Selection From the Last

Ten Years' Otis Art Institute, Los Angeles

1966 Chapel, John F. Kennedy Airport, Mural
for Library

1968 New York University Medical Center

1978 San Francisco Airport

Feature Article, ART NEWS, December, 1966
(Kennedy Airport commission) Lawrence Campbell

Feature Article, ART GALLERY MAGAZINE, January, 1968
(New York University Medical Center commission)

ART IN AMERICA, April, 1970 (Young Lyrical Painters)
Larry Aldrich

ARTS MAGAZINE, December 1979 (Survey of Recent
American Painting) W. Domingo

ART INTERNATIONAL, September 1970 (New York Letter)
Carter Radcliff '

ARTS MAGAZINE, September-October, 1971 (Materiality
and Painterlinessg Gregoire Muller

ARTFORUM, March, 1973 (Women Choose Women)
April Kingsley

SAN FRANCISCO CHRONICLE, July 24, 1975
(Oakland Museum Exhibition) Thomas Albright

*Feature Article, VISUAL DIALOGUE, September, 1975
(Oakland Museum Exhibition) Roberta Loach

OAKLAND TRIBUNE, August 10, 1975 (Oakland Museum
Exhibition) Charles Shere

*NEW YORK TIMES, December 11, 1970 Grace Glueck
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*ART NEWS, December 1970 Lawrence Campbell

*ART INTERNATIONAL, December, 1972 Carter Ratcliff
NEW YORK TIMES (Sunday) June 20, 1971 James Mellow
*ART INTERNATIONAL, June 1972 Carter Ratcliff

*ART NEWS, May, 1972 Jeanne Siegel

*ARTS MAGAZINE, November, 1975 Allen Ellenzweig,
page 18

*ARTS MAGAZINE, November, 1975 Noel Frackman,
page 15

*ART IN AMERICA, November, 1975 Peter Schjeldahl

*Essay for Catalogue, Lawrence Alloway (Betty Parsons,
Susan Caldwell Galleries) 1975

*Essay for Catalogue, Marge Supovitz (MIT) 1976

*SAN FRANCISCO CHRONICLE, September 28, 1975
(""New York") Alfred Frankenstein

ARTWEEK, September 6, 1975 (Six Bay Area Artists)
R. F. Stepan

*ART INTERNATIONAL, November 20, 1975 Carter Ratcliff

*ARTWEEK, January 17, 1976 (Paintings in Process)
Joanne Dickson

*SAN FRANCISCO CHRONICLE, January 9, 1976
Alfred Frankenstein ~

*CAMBRIDGE CHRONICLE, March 25, 1976 Ann Phillips
*BOSTON SUNDAY GLOBE, April'4, 1976 Robert Taylor

WOMANART MAGAZINE, Summer 1976, '"Notes in the
First Person" Lawrence Alloway

“*ARTWEEK, October 14, 1978 Mary Stofflet-Santiago

*SAN FRANCISCO CHRONICLE, October 14, 1978
Alfred Frankenstein

*ART IN AMERICA, March-April, 1979 Knute Stiles
*NEW YORK TIMES, March 16, 1979 Grace Glueck
*VILLAGE VOICE, April, 2, 1979 April Kingsley
*ARTS MAGAZINE, April, 1979 Barbara Cavalieri

*indiates solo review
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TEACHING/GUEST LECTURES Brooklyn Museum, NY 1971

ACKNOWLEDGEMENTS

Hunter College, NYC 1972

San Francisco State University, CA 1973
Skidmore College, NY September 1971
MIT, Cambridge, MA March 1975

Brown University, RI March 1975

Virginia Commonwealth University,
Richmond, VA March 1975

University of California, Berkeley
May 1976

University Art Museum, University of
California, Berkeley, CA April 1976

University of California, Sacramento
September 1976

Sonoma State University, Rohnert Park, CA
October 1977

Lone Mountain College, San Francisco
October, November 1977

Rhode Island School of Design, Providence
November 1977

Brown University, RI November 1977

California College of Arts & Crafts,
Oakland, CA Spring, Fall 1979

Columbia University, NYC October 1979
SUNY, Stonybrook, October 1979

Who's Who in American Art, 1973, 1976, 1978

Lecture by Lawrence Alloway, Metropolitan Museum,
NYC, March 21, 1976: '"Women Artists of the 70's"

Panel: College Art Association, January 25, 1978
"Contemporary Women's Art: Iconography and
Sensibility"

Panel: College Art Association, February 1, 1980
"Perspectives on Teaching"

One of 50 women artists selected to be documented
throughout their lives for the National Archives

Art Editor for Literary Magazine, "PEQUOD"
California Small Press Publication, 1975 - present

Interview: With Betty Parsons for WOMANART
MAGAZINE, Fall 1977
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AWARDS

COLLECTION OF

EDUCATION

MacDowell Colony 1972

NEA 1973

N E A, Speaker's Forum 1974

New York State Council for the Arts 1979

New York University, NYC

Whitney Museum of American Art, NYC
Westinghouse Corporation of America
Oakland Museum, CA

MIT, Cambridge, MA.

Skidmore, Owens & Merrill

Harris Bank, Chicago

Flora Irving, NYC

Joyce & Max Kozloff, NYC

Svetlana Alpers, Art Historian,
Princeton, NJ

New Museum of Contemporary Art,
Haifa, Israel
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1971 ""Beaux Arts 25th Anniversary Exhibition"
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1971 "4 Painters' Skidmore College,
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1972 "Painting & Sculpture Today 1972"
Indianapolis Museum of Art, IN

1972 ""Soho Scene'" Storm King Art Center,
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1972 ""New Instructors, New Media' Brooklyn
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1975 "6 Painters, 6 Attitudes' Oakland
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1976 Studio School Invitational,
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University of California, San Diego, CA
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*NEW YORK TIMES, December 11, 1970 Grace Glueck
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*ART INTERNATIONAL, June 1972 Carter Ratcliff
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page 18
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page 15
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Susan Caldwell Galleries) 1975 ;
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("New York'") Alfred Frankenstein

ARTWEEK, September 6, 1975 (Six Bay Area Artists)
R. F. Stepan
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Alfred Frankenstein

*ART IN AMERICA, March-April, 1979 Knute Stiles
*NEW YORK TIMES, March 16, 1979 Grace Glueck
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*ARTS MAGAZINE, April, 1979 Barbara Cavalieri

*indicates solo review
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Hunter College, NYC 1972

San Francisco State University, CA 1973
Skidmore College, NY September 1971
MIT, Cambridge, MA March 1975

Brown University, RI March 1975

Virginia Commonwealth University,
Richmond, VA March 1975

University of California, Berkeley
May 1976
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California, Berkeley, CA April 1976

University of California, Sacramento
September 1976
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Columbia University, NYC October 1979
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ACKNOWLEDGEMENTS Who's Who in American Art, 1973, 1976, 1978

Lecture by Lawrence Alloway, Metropolitan Museum,
NYC, March 21, 1976: '"'Women Artists of the 70's"

Panel:

College Art Association, January 25, 1978

"Contemporary Women's Art: Iconography and
Sensibility"

Panel:

College Art Association, February 1, 1980

"Perspectives on Teaching"

One of 50 women artists selected to be documented
throughout their lives for the National Archives

Art Editor for Literary Magazine, ''PEQUOD"
California Small Press Publication, 1975 - present

Interview:

With Betty Parsons for WOMANART

MAGAZINE, Fall 1977
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M.A. Women's Studies, (Art Education)
Antioch College, San Francisco, 1980



1251~ L7th Street
Rrooklyn, N.Y. 11219
June Lth, 1980

Ms Roma Cuy 2nd/or
To Whom it may concern
c/o San Francisco
Women's Puilding
3543 - 18th St
San Francisco,CAl. 94110

Please note: The donations I have made emounting to

$1620.-- is to be used only for Ms HELANE AYLON'S

projects. Thank you.

—

Yours truly,
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THE NEW YORK TIMES, FRIDAY. MARCH 16. 1979

By GRACE GLUECK

Helane A i3 Vorhha. s
Spning Suu(";-;cﬂy Parsons, 4 West
s7th Street). Remember the ‘“‘acch
dents” of paint that the Abstract Es-

pressionists Ineu:nnd ioto their
canvases? Well, Helans Aylon's

j
&
i
;
7
3
:

tainment and release. 3

In her earlier work at the Betty
sons Gallery, the artist bas &
ail to the paper — sometimes (n
layers — then laid another
Plexiglas on top. The skin
wri striated nucieus from

éﬁe%z

radiates a translucemt
structure that can be read in micro as

cellular tissue or, in macro as a vast,
mounta pl
* It is certalaly not the kind of work to
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e Aylon,

'mance: Touching
in, 1979. Courtesy
Parsons Gallery.

HELENE AYLON

Helene Aylon’s formations are
records of their own process,
a slow, patient process meta-
phorically alluding to the
shifts in Naturé which encom-
pass long geological ages.
Linseed oil is poured on a
brown-papered side of plex-
iglass sheeting. The work is
lifted to an upright position by
the artist with her assistant
when it has formed a dried
skin and the linseed oil has
been sufficiently absorbed in-
to the paper. There is a ritual-
istic quality to the process, a
quiet patience involved in the
time taken for the pieces to
form themselves, first on the
floor maybe for up to three
months and then on the wall,
even to the time of their ex-
hibition and beyond. A num-
ber of the works are dominat-
ed by wrinkled oval forms
which move, radiate, disperse
across the surfaces which re-
semble aerial views of a shift-
ing plain or desert. The atavis-
tic feeling is enhanced by the
earth tonality of the surface-
in-perpetual transformation.
Aylon also performed the act
of pouring and the lifting/
breaking, emphasizing her in-
volvement with a metaphysi-
cal process. (Betty Parsons,
March 6-24; 112 Workshop,
March 10-April 10)
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By April Kingsley

mine product, is one of the least sturdy but
most [ruitful branches on the tree of modern
art. When Pollock swung out on it, he re-
tained a good deal of control, but that's not
the way it has to be according to many “acci-
dent prone” youngsters today.

HretANE AYLON, for instance, pours oil
onto paper-hacked Plexiglas and lets the im-
agery form itself and change in time. She de-
liberately removes herscll from the work to
prove that “there is something there, by it-
self, of tiself.” The artist is a catalyst; the
inaterials react according to their own laws,
with strange, somctimes mystifying results
which she and her audicnce step back to ob-
serve. ®

Aylon's Formations of 1977-78(recently at
Betty Parsons) are abstract equivalents of the
flow of matter in nature. The brown odl
soaked into brown paper backed by natural
Masonite is all undulate earth—porous, lay-
ered, riddied with faults and pockets, with
strcams and passageways filled with oozing
substances or crystalline excrescences. Her
1978 I'ormations Breaking (at 112 Wockshop,
325 Spring Street, to April 10) are vertical,
instead of landscape-horizonial like the ear-
lier pieces, and look like gargantuan torsos of
Mother Earth. The oil having spilled outof 2
kind of centralized entrapment, leaving tat-
tered remnants of skin in its downward path,
these paintings are metaphors for birth.
Completed picces on the wall ring others in-
progress lying on the floor. The oil she

To rely on chance, letting processodeter-" §

?::2_:::._73ao=357_omum.‘ﬁsw.
forming a skin over iiself, and will gush oc._
ol the Iragile sacs that are momentarily
formed when the panels are lifted on April 7,
8,9, and 10. As artist and audience watch,
performers will “midwife’ the birth of these
new images which will be determined by var-
jous natural factors, but which will bear fa-
milial resemblance to their siblings.

661 ‘2 YAV INOA -

DE BORANH FEMNOOLD
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HELENE AYLON

HELENE AYLON el i el

Reviewed by Roberta Loach

Standing next to her own works in the Oakland Museum, Heléne Aylon
remarked that she felt like a bystander . . . an observer, watching her
works grow and take on a life of their own. It’s a common feeling in
the art world that works of meaning and significance do have a life of
their own; one which transcends their creator, and sometimes becomes
stronger as time passes. Such is the circumstance with Aylon’s most
recent body of works. The “life”” and changes in her works are a
physical, visual reality due to the manner in which she chooses to work.
Through the processes that she uses, it is her intention that her works
change and undergo metamorphoses again and again from the moment
they leave her hands. Her stains on paper behind plexiglass are achieved
through oil paints, oils of different viscosities, furniture stains, fabric
dyes, and a wide variety of other materials applied to the backside of
deep tan paper which is usually adhered tightly to the plexiglass. Her
palette is limited to the earth tones of siennas, umbers and ochres. For
added color intrigue she will sometimes include copper dust, gold leaf
powder, or bleach if the absence of color is wanted. Aylon plans her
work to some extent, guiding it initially then letting it go. She prefers
Oakland Curator George Neubert’s assessment of her approach when
he calls it “process and control.” Both activities are present, but
possibly the most important element of her work is the “letting go”
i.e. the allowing of a work “to be” on its own terms.

Aylon’s work is not really painting . . . It goes beyond painting
and, as she puts it, has to do with how much she can (or cannot)
control her life. Working within the traditional square or rectangular
shapes is Aylon’s last homage to formalistic principles of art. She admits
abandonment of such principles as they don’t pertain in what it is that
she is after. She interferes in her work only to the extent that she tries
to predict certain outcomes. And to this end, she photographs and
records periodic changes in her works. Her feeling is that her works
compose themselves; she wants the viewers to participate in and
complete the various stages of their development.

A strong part of Aylon’s quiet moving surfaces is cracks and lines
which punctuate her dark, dense surfaces and intrude on the emptiness
of her paper. These networks of cracks and lines are formed by air
pockets between the paper and the plexiglass, often helped along by her
application of hot water. Aylon feels the strong influence of nature in
her work. She likens the networks »f lines to cracks and fissures in the
earth and to the wrinkles of the aging process in man. The lines and
cracks also remind her of the veiny network of our own blood vessels
and lungs . . . the veins in leaves . . . the scales of fish. These are all
inescapable images of the ongoing process of life.

(Over)
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Though her basically drab earth tones limit the actual color of
her works, different color ‘‘feelings” happen. Sometimes subtle greens
and blues come and go out of her dense, transparent tones. Her copper
dust works to create the glow of soft oranges; her gold leaf crystallizes
into a shiny textured golden ochre. This latter textural effect is
especially evident in her work “Gilded expanse,” where beads of gold
leaf and copper dust have crystallized to give the work a glittering
jewel-like quality. The talcum powder mixes with oils and stains in
“Shadows”’ producing crystals that give the work the heavily textured
appearance of slices of rock and earth. The big cracks in “Drifting
Boundaries” look like the careful tunneling of earth worms or erosion
of the earth’s surface. Aylon comments of this particular work that it
has been ‘“‘galloping along at record speed.” She predicts that the deep
siennas in the right bottorn will swallow up the remaining white before
the exhibition is over.

Aylon’s work is consistent with her total development as an
artist and as a person. Her roots go back to working with Ad Reinhardt
with whom she gained an appreciation and sensitivity for subtle, at
times hidden tones and depths in color, rather than overpowering color
experiences for the sake of color alone. Her tendency to let works
develop is strongly felt in her efforts on metal which developed and
changed in accordance with the processes and materials she used, but
significantly different from her current works, she completed her metal
paintings and deliberately halted their growth. Her new works on
paper seem a logical, albeit risky outgrowth of this previous develop-
ment. The uncertainty and insecurity of letting works go and grow of
their own accord is a big breakthrough, fully inherent only in non-
objective works. Part of this same kind of feeling is her strong respect
for space which for the most part is a powerful aesthetic element fully
understood and used with rare exception only in the Ancient Orient.
This aspect in her works may well have been influenced by living in
California, the home of many Eastern thoughts and cults. Her earth
tones and again her sense of space may also have been influenced by
her experience of crossing California’s deserts en route from New York.
She recalls that the sight of these endless earth vistas had a great impact
on her. Whatever the antecedents it is to Aylon’s credit that she had the
sensitivity to embrace and grow with her new found environment.

A criticism that I raised of her work was the danger of lack of
permanence in her failure to properly size and treat her paper. She
replied that she knows this is dangerous but that any treatment of the
paper would hinder the growth and development of her work, its
most dominant aspect. The very nature of her work demands this
sort of vulnerability. Aylon’s work is cosmic in an all consuming sense,
and mystical in its unpredictable change . . . a change that never quits,
so unmistakably parallel to the ongoing process of life.

Concurrent with the Oakland Museum Exhibition of Heléne Aylon’s
work through September 28 will be exhibits of her work at the Betty
Parsons Gallery in New York through September 27 and at the Susan
Caldwell Gallery in New York through October 1. m

“Shadow’’ by Heléne Aylon, oil stain under plexiglass

“Drifting Boundaries” by Heléne Aylon, oil stain under plexiglass
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PAINTINGS IN
"ROCESS

an Francisco Joanne Dickson

Helene Aylon integrates many levels of
hilosophical and perceptual thinking into a
ingular modality. Her Paintings that Change in
‘ime have the fluidity of a Frankenthaler, the
erenity of an Oriental landscape. Conceptual art,
rocess art, kinetics, expressionism are implied
n Aylon's work. Visual immediacy and metaphys-
cal complexity permeate her enigmatic organic
magery.

This is Aylon’s first solo show on the west
oast. In these intriguing process pieces she
pplies oils of varying viscosity, dyes, stains,
alcum, epoxy, bleach and even tea leaves to kraft
)aper which is then sealed within plexiglass
heets. The paper is worked — scrubbed, marked
nd scored — until it yields, allowing the media to
enetrate the surface, creating rich, organic
mages. Cracks, pockets and rivulets are formed
y the gradual saturation, causing the materials
0 congeal, crystallize, drift or darken. The
rocess continues indefinitely. Everything that
appens is part of the piece. Aylon initiates the
rocess. The work then assumes a life of its own
— subject to its own laws — a starting point for a
oyage of the imagination.

Some critics speak of the artist '‘relinquishing
ontrol over her work.'' They speak of the work's
nevitable deterioration. Their words are as
elf-referent as a Rorschach reading. Aylon,
erself, sets up the conditions of transience. She
s responsible for every part of the process.
onception, growth, regeneration — to my mind
hese words are more descriptive of what is
ccurring.

En route to California from New York, Aylon
pent time in the desert. This experience
rofoundly affected her work. The desert is full of
ubtle variations, ambiguities, mirage and slow,
hifting change. This evolution echoes the Life
ycle and is subject to its diversity and
omplexity.

Nature is measured by growth and change;
\ylon’s paintings are a lyrical metaphor for
ature. The works are elusive and evocative.
Vind, rain, geological upheaval, germinating
ronds — all are suggested. Kinesthetic energy
horeographs the paintings; lines and creases
ive a heightened sende of life's energy.

Each state may be viewed and appraised
ndependently, as movement is imperceptible.
atent images emerge over the course of several
nonths. O]

HELENE AYLON: DRIFTING BOUNDARIES, January, 1974, oil stain throuc
paper under plexiglass, 75% ''x 95", seen in earlier (top) and later stages.
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Paintings With No
Dominant ‘School’

By Thomas Albright

“If any one conclusion may be
drawn at the mid-point of the
decade, it is that no one attitude
or style has dominated the medi-
um of painting in the 1970s.”
curator George Neubert writes in
the catalog to “Six Painters/Six
Attitudes” at the Oakland Mu-
seum.

That statement could as well have
been made about painting during
most of the past 15 years, except
that, until recently, certain styles
or schools have managed to be
somewhat more successful in
cadging exhibitions and publicity.
The fact that three of these six
painters — Barbara Rogers, Leo
Valledor and Corban LePell —
are displaying works that are
virtually identical to what they
have been exhibiting for the past
two or three years could also be
interpreted to mean that. at the
‘mid-point of the decade, not much
of anything new is going on.

Perhaps the major change over
the past five years has been not
S0 much esthetic as curatorial —
with no clear-cut “avant-garde”
on the horizon, or dominant
“schools,” it has become harder
than ever to find a common de-
nominator on which to hang a
group show. At any rate, the six
painters in Oakland form an inter-
esting cross-section of recent
trends, if scarcely new ones.

The most interesting of them, to
‘my taste, is Helene Aylon, who,
like many current artists, is Into
Process, but without abandoning
the traditional art “object.” Aylon
makes big objects of paper under
plexiglass; behind the paper are
globules and rivulets of oil which
stain and bleed through it so that
the forms it creates undergo a
slow, but continual, change.

These are by no means entirely

. accidental works — each develops

from a spare formal structure —
a line, a shaggy spot in one of the
corners — which sometimes re-
calls the airy calligraphy of Moth-
erwell, sometimes the raw, organ-
ic grandeur of Clyfford Still. As
the forms expand, grow and me-
tamorphosize in response to the
grain of the paper, to air bubbles
and other physical forces, they
crackle, form rivulets, pockets
and other. shapos that suggest the
face of the earth as it js altered
by geolegical activity. The entire
performance beautifully combines
strength with subtlety.



By Alfred Frankenstein

Helene Aylon is showing hcr
“paintings that change with time”
at the Grapestake QGallery, 2878
California Street. Iler methods as
everyone In the art community
must know by mnow, involves
impregnating speclally prepared
papst with oils which spread very

slowly, under a protecting shield
of Plexiglas. Now and then air
pockets develop between the pa-
per and the glass,.and these enter
inte the composition. Miss Aylon

complicates things further with
such devices as metallic reflect-
ing sheets under the paper and
pigment brushed over it.

Many of the palritings in the

San Francisco Cyronicle 41
Fri., Jan. 9, 1976

show are accompanied by photo-
graphs of themselves as they
were some time ago, thereby
demonstrating the fact of their
growth. What is more important
to the viewer is the idea of their
growing rather than the fact that
they may look different one dny
from the way they looked before.
But what is most important is the
way they look now.

They remind one of the
beauty of brown Japanese glazes;
of the richness, complexity, and
luster of Persian textiles; of aerial
views of deserts; of Leonardo's
famous description of the fantas-
tic landscapes that may be seen
in the cracks and growths on old
walls. All this by way of metaphor
rather than description.



Six Artists Play_inga@gs__ With Eyes and Mind

Oakland Tribune: Sun., Aug. 10, 1975

18-

By CHARLES SHERE
Tribune Art Critic

The big show documenting Christo's ex-
pensive orange curtain across Rifle Gap will
probably be drawing fair crowds to the
Oakland Museum, particularly in view of the
controversy concerning the Bulgarian-born
artist’s plan to drape a nylon “Running
Fence' across Marin County this fall.

But musings on Christo will have to wait
until later; in the meantime, an exhibition of
paintings by six local artists is more than
enough food for thought—and will very
likely have something to say about Rifle Gap
and Running Fence, too.

The six painters at first seem to have
little in commeon. In fact the exhibit is called
“Six Painters: Six Attitudes,” as if to
acknowledge a group show with little focus.
(Too bad every show has to have a name: it
must exhaust curators.)

In fact, the six painters all share at least
one attitude, and that an important one, not
always struck by contemperary painters.
They have all committed themselves to paint
visions which are curieusly and perversely
denied by the means they use.

( If a Dutch master comes to mind while
looking at Heleme Aylon's work it is mot
Vermeer but his opposite, Rembrandt. Her
painting, taken visually at least, is about
rich tonalities. Deep golds, reds, burgundies
are stained into the grounds. ‘‘High Light,”
one of the most dramatic paintings ever
hung in this museum, is as sumptuous as
Rembrandt’s celebrated golden helmet.

Yet, like the other - painters gathered
here, the medium conflicts with the visual
effect. Aylon works in industrial oils—
lubricants, not pigments—and paper behind
plexiglas. The oil stains move constantly
though slowly in and across the paper; a
part of the fascination of her work is the
changing appearance it develops over the
months. .

But conceptual and up-to-the-minute as
this approach would seem to be, the result is
old-fashioned tonalism. Many of her works
recall that grand old predecessor of abstract
painting, Thomas. Ryder. There is a Kline-
like strength, too, combined with a lyrical
delicacy—look at ‘Two Delineated Areas,”
for example, with its small hummocky areas
isolated on the left edge of an otherwise
blank field, and compare it with Arthur
Okamura's ‘‘Rock Garden’ in the Oakland
Museum's permanent collection a few gal-
leries away. )

So there it is: Op, hard-edge, color-field,
photorealism, concept- or process-art—six
painters with one or two overridingly agree-
ing attitudes: toward control and care with
respect to their craft, and toward a balance
of depiction and suggestion in their vision.

Almost every work here makes vou won-
der what the devil’'s going on—and then
makes you keep looking until you begin to
see why you don't see. It's an enormously
provocative show—and it balances the Chris-
to nicely.
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You ARE INVITED TO THE LAST
"BREAKING"

IN My StupIO

Sunpay, June 22 1980

BrRuNCH 11:00 am - 12:00 pm

BREAKING 12:00 pM - 12:30 pPM

I HOPE YOU CAN ATTEND.

HELANE AYLON

Stupio: 1025 CArRLETON. TAKE AsHBY EXIT. OFF SAN PABLO
BETWEEN ASHBY AND DwigHT WAy,



Art is never finished
It remains open at both ends

It has no ends It remains
revealing itsel f Not
to be known  Always known

Yet always unknown

Richard Pousette-Dart (cited by John Gordon in
“*Richard Pousette-Dart” New York: Whitney Museum
of American Art, 1963, p. 16.)

e
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The high premium placed on process in art-
making in the past decade has drawn a
significant segment of aesthetic inquiry away
from considerations of art-as-durable-object
to what has been referred to as its progressive
“dematerialization.” In the wake of Abstract
Expressionism and subsequent stain painting
innovations, the picture plane has come to

be viewed as the least likely area for engen-
dering more radical investigations of process.
Instead, the vocabulary of newer modes
includes unusual materials, unorthodox sites
and documentary devices that have resulted
in the extension of what is normally classified
as sculpture to encompass Earth- and Body-
works, and in the two-dimensional sphere of
legitimizing documents as the tangible record
of Conceptual art’s form and content.

Both aesthetically and intellectually,

Heléne Aylon’s recent work discloses sensi-
tive and original perceptions about the phen-
omenon of process as it relates to the medium
of painting today.

Using brushes and often her bare hands, Aylon
introduces oils, dyes, paint, bleach, stains and
a variety of other substances to the back of
initially impermeable kraft paper until the
materials begin to bleed through to the front.
Emerging forms constitute the incipient
imagery of the work, which is often powdered
or dusted with crystals, sometimes moistened,
then sealed in plexiglas and mounted on
masonite. Creases, folds, air pockets and
moisture beads become integral to the emana-
tion, and a process of continual transforma-
tion occurs, recorded at intervals by photo-
graphs that are documents of the work at any
given point in time. The rate of change, de-
pendent on materials and atmospheric con-
ditions, can be dramatic — perceptible in a
matter of weeks — or gradual over a period of
several months. Aylon’s use of plexiglas is also
important to her concept of change, height-
ening the reflectivity and elusiveness of light.

The paintings secrete earth tones through

the tan paper and take on a topographical
and paleontological aura. Diaphonous veils
of transparent wash, lustrous oil streaks, dark
pools of opaque color with occasional glints
of copper dust or gold leaf and streaks of
moisture, imply poetic metaphors for organic
evolution and primal essences. Aylon’s initial
contact with the paper from behind adds
persuasion to the inference of origins and
advancement, and she often makes geological
and biological allusions when describing her
work: "“The other day when brown spots
began to appear, emerging here and there, |

thought of pieces of earth gathering to cover...

it was like the earth covering something...
advancing...|'m pretty sure there are secrets
to find out. About cracking and aging, about
living and dying. 1'll be receptive to new
formations.”*

The group of works in the exhibition,
Aylon’s production since 1973, represents a
fresh attempt to assert the viability of
painting as a medium capable of reflecting the
vanguard spirit. She writes: ""We already
know enough about how one color/texture/
shape looks when it is placed next to another.
Doing it a little differently no longer seems to
matter. The new questions are not about
what goes where on the canvas but about the
very process of painting/art itself.”*

Rather than addressing herself to a formal
compositional syntax, Aylon values colorless-
ness, formlessness, transiency and flux. The
temporary and elusive nature of her imagery
celebrates the energy attribute that has re-
placed the object in Process art. In fact, there
is a potential denial of the concrete object-
ness of her paintings, inherent not only in the
fluctuating visual configurations but in the
risk of ultimate deterioration that her pieces
face; the combinations of substances that
make up her palette offer no assurance of
conservation. Prospective collectors may or
may not ultimately be left with a series of
photo documents recording the life of the
work. In keeping with Process philosophy,
Aylon sees this aspect of her work as a politi-
cal statement denying the preciousness of
the art object and related to the protest of
art as commodity raised in Process and Con-
ceptual dogma.

As much as to impermanence, however,

Aylon affirms a commitment to control, and
her work becomes a dialogue between the two
polarities. Whereas certain process-oriented
artists like Walter de Maria, Hans Haacke and
Robert Smithson, for example, accept nature’s
indeterminate field, and others like Robert
Morris, Keith Sonnier and Richard Serra often
use materials that negate formal boundaries
(thread, splashes of molten lead, felt, etc.),
Aylon contains the forces and energies to
which she subjects her surfaces within the lim-
its of the work's framing edge. Before she
submits to the materials, Aylon also makes
deliberate choices and alterations based on
her experience with the media that are
intended to predict the overall tenor of each
work and to ensure artistic intent.

(s
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Aylon paintin

Time changes every pic-
ture. The process may be
physical; the Mona Lisa I8 a
spectral wraith of itself; or
the process may simply in- '
volve our perceptions — it
is impossible to view a
Luca Signorelli or a Sébas-

sort of time from the con-
scibus and coagulated sub-
stance of . Helene Aylon's

, different thing - from’ the
This is .nE.o....z&Ro.di :

N

at-MIT

. Ry 3
an art that essentiallydeals Plexiglas. As .»m«a._ goes by,
.with space, It becomes 3 - the creaseé, folds and beads '
of ,mofsturé resulting from ,
e this »».?- ment, (change.
frame. - “Real” " timej and |dentity’ and] presumably, -
“art” timé -._« not the same. . méanings. The image ;se:

Aylon's painitings, howev- &38; earth’ tofied from ziﬁ., .<
er, in their desire to'blend’ 5tains; and the artist evokes::

time outside’ the pibtuge-

“\
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Beside each of thé paint- bf the remoteness we feel
ings is photographic docu-. in her paintingd. A deper-
mentation and the Artist's % dondlized art proVokes de-
commentary; on.thé devel- | personalized : reésponses.
opment: of her imag®. She | There. dre  countless art-
seemd’ to View process as § works in Nature which we
having .af extrs, virtually admire in themselves, rain:

ical value; and s she is bow puddies, sunsets, blos-

tiano del Piombo exactly as

“Paintings That Change in

a 16th Century Italian did, . Time” , at-. MIT's Hayden

for we see them with 20th Gallery. When time be-

Century eyes. comes a formal principle in

v EN evindite 10y L ke
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‘paintings

at MIT

Continued from Page B2

the desire to negate color,
shape and light as absolutes
brings back color shape and
light. :

Aylon's surfaces seem

Oriental in their scregn-like
decor; and her sense of '
* space is expansive and exu-
-berant. Her bronze configu- |
rations, beiges, ochres,
smouldering dramas of .
‘dark and light, indicate a
ruling intelligence — the '
“artist as something more
than a passive catalyst, an *
artist in spité of herself. =
. HELENE AYLON, paint-
ing, Hayden Gallery, MIT
. through April 10.
D o

these two kinds of  time,
“constitute a peculiarly cofi--

Implications of geology and - ot too far dway from the
biology and paleolithic art. ~ .~ prémisés of the surrealists, "

soms, but they doh't mean
much unless they' commu-

nicate something. .
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Enclpsed:

Politics and Fear of Feminism

This is now the Bible for new women art faculty; they know who
the good guys and the bad guys are from the start!
By the way, the editors deleted a lotje.g., the editors refused to

namel Sally Gerhardt from "Word is Out"- and the other avowed lesbians ,

who Felt fine about being defined as lesbian, for the article.
|

Inte&view with Betty Parsons
i

This was meant for the Heresies lesbian:igsme,but $ince Betty sdid,

|
"the truth is too sacred to tell,"I gave the article to Woman art. The piece

explores the connection of Betty's right wing polities with her attraction
to t%e cowboy persona-so much a quality in her male artists.
The strong woman of that time oftened loved individual women, but

were'not women identified. S

Committee on Racism in the Arts

’ I worked closely with Howardina Pindell (see Ms. May,'80,p.66),a
black feminist artist. I helped draft the protest, and\when the deplorable
"nigger Drawing" exhibition got a good review,; I wrote to the editor of Art
in Aﬁerica,etc. Many "liberal"™ artists thought I over-reacted and should not
censor art, but of course my paranoia was well grounded as you can see there's

1

some new "darky chic."

East/west art forum I raised$10,000 to get the N.Y.art World out of N,Y.(elitism)
and| into the world.

I tilnk all the above topics should be expdored: 37a rip-off file where
wome

tell all -jobs, academia,etc. so that their oppression is on record;

\ . . . o
Q) More!1nterv1ews with older strong women to see where they were coming from and

how kar we can take it from therei an in depth exhibition on racism with all
the Ertifacts/antiqucs etc. that portray the Mammy, the lasyiclowyn etc.

ISk 1w someone like Camille Billips, a black artist in N.Y.C., has an
enoIous collectiop and file §he might lend out,or guest curate.

As he’oqgtemporary museam has replaced the church, we should challenge the
patriarchal, elitist "culture" that comes out of these institutions.

N\ B
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1025 Carleton St.
Berkeley, CA. 94710

: July 25, 1979
Letter to the Editor:

In her review of charcoal drawings titled "Nigser Drawings,"
Roberta Smith complains: "It's not pleasant to find yourself on
a first name basis with someone who titles his art with a word
most people find unspeakable." Well, at least it is pleasant for
Donalds look how he's admired by this critic: "It's not every
23 year old artist who managed to polarize a large segment of the
art world first time out." Now Roberta Smith, is he so pre-
cocious? Do you want to bet a 22% year old could top him with
(blue and white) "Kike Drawings?"

"Nigger" 1is blandly and easily defined by this critic as
“..sthis racial epithet considered - particularly by white
liberals - a taboo." Particularly by white liberals????. How
about black people, who have been oppressed by this term? Guess
they don't mind much.

The reviewer further distances a social reality by explain-
ing the word, nigger, as "exotic, potent, ugly." "Exotic" -
as in National Geographic? "Potent???" Haven't these stereotypes
been used in conjunction with black people long enough? I doubt
if any black person would define this belittling, dehumanizing slur
as exotic and potent. Maybe ugly. Sure, some black people do
use this word jovially and affectionately amongst themselves and
those they trust. Only in this connotaltion is it funny and fun.
It is theirs. They paid their dues, and they own that word. But
the reviewer thinks "It's peculiar to declare a word off-limits,
and even more peculiar to declare it off-limits to some people
and some work and not others." The black people at the teach-in
(whose ancestors have been lynched with this word) did not find
it peculiar to declare the word off-limits to a white exploitive
kid, who tried some "racist chic" at the expense of a whole group.
Ch, but we shouldn't censor little Donald. 1 wonder if Ms. Smith
objects to libel laws and defamation of character suits. They
censor. Artists Space censors all the time simply by not show-
ing certain work. What is peculiar is that Nigger Drawings was
chosen and the title was accepted and a political situation was
callously allowed to be exploited.

The aesthetics are explained: "...the work®'s title and
the work do form an entity....They intersect but refuse to dove-
tail; painful discrepancies remain." E.g. "mechanical/handmade,
legible/vague." Now, this art expert has seen tons of art with
these very'discrepancies" she calls "painful." The painful dis-
crepancy here is giving the word "nigger" equal consideration
as though it was no different than the other "discrepancies"
in this "entity."



Now, the relation of the title to the work is explained:
"You're forced to consider one in terms of the other, in terms
of your feelings, knowledge and associations.... the images
are mysterious and raw." (Is that what a black person is, too?)
"...they allude to night skies, infinite darkness....the
drawings are clearly about different kinds of blackness - visual,
material, and metaphorical." Metaphorical? Would zeinhardt's
“Black Paintings" force one to think of black people? Would
iyman's white paintings force one to think of white people?

I don't get the metaphor: These charcoal drawings obviously
have to do with value - shade and light - what freshman art
courses deal with. The "nigger" title, randomly attached,
refers to people who have brown complexions. The reviewer
feels no compunction in projecting the imagery from her
cultural heritage onto that of another group.,

Roberta Smith's grand summation of Donald: "intelligent,
audacious, chillingly astute." 1°'d punctuate it this way;
intelligently astute (about media hype), and chillingly auda-
cious, (in the fact that he would stop at nothing and still
get away with a review like this.)

It's sad that this critic had an opportunity to rise
above this chilling audacity, but because of her disinterest
in deeper issues, only was able to perpetuate it by rationalizing
an apolitical and amoral stance.

Sincerely,

Mela,

Helane Aylon
Berkeley, Ca. and New York City



~ ACTION AGAINST
RACISM
IN THE ARTS

“Almost at once, the stench of southern jails, cocked guns, dog bites,
and the ever present red-screaming cries of ‘“nigger’” were around me.
The time was not 1962, however, as a child caught between the desegre-
gation of Columbus, Ohio schools; it wasn’t my life’s experience in
Georgia, the Carolinas, Mississippi, or Alabama, but it was New York
City, 1979, challenging the very existence of myself and other Blacks:
challenging my very existence as a human being.”

The Event: a white male artist exhibits a series of charcoal drawings. The work is abstract, consistent with
work shown in established, prestigious galleries. The artist calls his work, “The Nigger Drawings”. The gal-
lery sponsoring him is Artists Space, an “alternative” space designed for young artists who do not have gal-
leries. Artists Space receives the majority of its funds from the New York State Council on the Arts, the
National Endowment for the Arts and the New York City Department of Cultural Affairs.

This exhibition was unique only in its open expression of racism. Racial discrimination pervades the whole

of the art world, including publicly funded ‘“‘alternative” spaces. Even those spaces created especially for

minority artists are discriminated against by being drastically underfunded. The exhibition “The Nigger
Drawings” points up this discrimination: while this artist gets support for his show the art world fails to pro-
vide minority artists the opportunity to express and define themselves.

It should not be surprising that a prestigious art institution sponsors an overt racist gesture at this time. The
efforts initiated in the 1960’s to draw Blacks and other minority groups into the “mainstream”~the pro-
grams for better education, housing, health services and job training—are now judged inessential. When the
economy is slow and jobs are scarce, Black health and well-being become dispensable. This trend has been
accompanied by a resurgence of both covert and explicit racism. “The Nigger Drawings” introduces to the
art world a new form of racism: brutality chic.

In brutality chic, social pathologies masquerade as new-found virtues. Racism, sexism, poverty, social vio-
lence and repression emerge in glamorized form. Brutality chic is the cultural front of today’s backlash.

“The Nigger Drawings” not only reflects that backlash but also strengthens it.

As individuals in the arts, it is our responsibility to oppose racism as it confronts and divides us.
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 The Politics of Cul

“ a racial slur, o’

- Pop p
mands, aesthetics soon justifies. The Nig-
) ‘premonitior of the

By Richard Goldste

just another green-haired ‘vixen ‘in. the
:nck room t:; l’nﬂyb_y 'l':lo‘az; But after the
uror crea ‘black " artists*who were
appalled zlm'.)’& “furided”gallery
would countenance such gratuitous use of
sr bought the draw-
ings—Neuman's / first professional - sale.
This May, ha’ll.i;é'hbnpnd with a show at

a commercial nlluy",: 2 b
Hot shit for an artist who has used
other people’s rage to compress the painful
process of developing an desthetic. But
that is precisely the ambition of punk: to
cheapen success, even as it comments on
the cheapening. The avant-garde'may be
dead on West Broadway, but it is thriving
in those ur-regions to the south and east
where young artists perpetuate the myth
of personal hostility honed by abstract
pressionists who made d part of
the process creating art. The Nigger Draw-
ings are on a line that runs from Pollock
through Warhol—a line that replaces sub-
ject matter with a thematic concern for
displacing social and aesthetic orthodoxy.
As long as that orthodoxy was con-
servative, this dialectic looked progressive
—even Warhol's soup cans could be re-
garded as the revenge of mass culture on
the aristocracy. But now that liberalism is
an established perspective, the icono-
graphy of art is changing to express the
dialectic in reverse. Instead of Marilyn
Monroe, we get Aunt Jemima; instead of
electric chairs, we get darkies running

wild. 5
Think of visual punkntherweuioo!
the aristocracy on mass culture and the
true nature of its fascination with the
vulgar becomes clear, It is well to consider
in black (or Latino) art, there is no
equivalent of punk—this is a topman’s
game. The cultural elite have much to
gain by shrouding their contempt in ironic
appreciation, and there is no better mask
for their than its ion in
hy. What com-

ledge that Artist's Space planned to show

that any at empt to base funding

content of a work con-

ger L ngs were a
day when it will be permissible to display
images of degraded blacks. This work may
be hung in any dining room, andthe title
which provoked such anger among black
artists may be uttered in innocence, since
it now refers only to a piece of art, Neu-
man's passive aggression makes it possible
for his collector to say “nigger’ with a
happy conscience. e
But there is a more specific reason why
some white artists feel drawn to both lan-
guage and imagery that degrades blacks.
What affirmative action means for a pub-
licly funded gallery like Artist's Space is
that its directors will have to become
familiar with the formal and thematic
concerns of black artists, and make room

for those concerns in an exhibition space | The Nigg:

that was formerly reserved for whites. The
New York State Council on the Arts now
requires the organizations it funds to give
evidence Of affirmative action on their
application grants. If the sense of this
statute is observed, and funding hinges on
the participation of blacks, nothing less
than American aesthetics is up for grabs.

*“This is a white neighborhood,” I re-

on

tensibly, ‘black "theatre companies may
mount ~productions that offend whites,
and white galleries. may show work that
offends blacks. But in fact, the ability of
an-offended community to make a mean-
ingful stink often determines the intensity
of a publicly funded critique. When John
Marchi blew up pver the sexual content of
a book-of ‘ph phs by an artist on a
CAPS granf, NYSCA refused to censure
CAPS, but a year later, NYSCA members
appeared on board of CAPS for the
first time. The appearance of white art
that enrages blacks is a ion of the

NYSCA'’s view of the First Amendment is |

The Nigger ings; but even if the | JEif
Council had begn informed, a spokesman | 'insid
insisted, no actjtm would have been taken | /*
since that t constitute censorship. |

stitutes an. inhibition of free speech. Os- | ar

, speaks of “entrapment within cliche” as a
{theme of this artist's work, and indeed, the
‘1 A, ] are e * 11 A in a

| context that reconciles Lichtenstein with
Brainard through the eyes of Johnny Rot-
ten; interesting stuff.
But can an artist be exempt from the
| culture in which he works? By placing
ethnic imagery in a context
(penguins with bones through their beaks
are called “The Africans”), this ‘artist
gives his viewers permission to experience

lack of authority vested in black legisla-
tors. Artist’s Space could get away with

er
hostility that extends far beyond the con-
fines of punk. Ohce more, we honor Ezra
Pound, who called artists “the antennae of
the race.” )

)

Odd as it is to think of Donald Neuman
as a formative influence, The Nigger
g{uwifnp turn out to have been the kind

member one artist shrieking d - last
spring’s demonstration at Artist's Space. 1
suspect that she was referring not just to
the physical gallery, but to the entire
domain of imagery—which has indeed
been a white neighborhood for as long as it
has been a neighborhood at all. One way
to stake a continuing claim on that turf is
to declare that language which is pro-
{+ ~dly offensive to blacks may be freely

od in art, and then to deny that its

that spawns a school. Earlier
this year, Thomias Lawson, a critic in
residence at Artist's Space, submitted two
issubs of Real Life magazine to NYSCA
with a request for funding. The council
granted him $2000, though the issues in-
cluded the drawing that accompanies this
piece. It had been selected by Lawson
from a series of works about ethnic stereo-
type, one of which poses the question,
“Which princess'is Jewish?" But Lawson

pmolovment huee savihine ta do sfih oo

Drawings because it reflects a |-

ypes in a setting so benign that
' malice may be denied. Much as white
|folks at the turn of the century looking at
a posteard of “darkies” eating watermelon
'found those images efidearing, a spokes-
man for the Droll-Kolbert gallery on Fifth
Avenue, which showed this artist’s work
last year, was baffled by any suggestion
|that racism was involved. “It has more to
do with itself than with any issue,” he
said, and a spokeswoman for the Houston
C y Arts M which
|showed the work last January, said it had
been “extremely well received.” -
There is something bizarre about white
\people getting together to agree that a
work depicting racial stereotypes is neu-
tral or benign, as if intention is something
‘that can be universally perceived. Most
white people I showed this drawing to saw
it as an ironie attempt to counter racism-
by-cliche. | was told by more than one
white critic that to call this wark racist
was to miss its obvious point. But most

Sho;w to reprodiice only the piece that
oale with hlaaks S0 canlontine Foual”
¥

et »

- T R A e -

., black people who saw the work had a more
+roubled response; they assumed the artist
ist ist i-

_aravist member of_”c copmuni-

“dramatically dittérént responses, 1 aeciaea
to ask the-artist about his intentions. “I
don’t know how deeply one thinks about
something while!they do it,” he told me
over the phone,iand then launched into

| what sounded like dutiful orthodoxy: “It

has nothing to do with hatred. I guess it
starts with laughing at oneself, and then it
goes on to laughing at others.” We agreed
that we would meet later in the week, so
1 could see more than a single example of
his work. A

When I arrived at his studio, the artist
was more forthcoming. He was no admirer
of Donald Neuman, but he thought “a
bunch of blacks tried to take advantage of
a situation, so they could start showing at
Artist’s Space..I don't think people won't
show blacks because they're black,” he
said, “but because they don't do interest-
ing work. It has'nothing to do with color.
It's like women, Women happen to be
inferior artists to men, and it's the same
_with blacks. They happen to be better at

n that's their talent.
I mean, why s € at
art?” X

The artist began to do ethnic caricature
about two years #igo, not long after he says
he was beaten aifd mugged by a black man
with a gun. “I didn't go out the next day
and try to shool-a black person,” he ex-
plains. “This is my way. If I wake up in the
morning and I hate blacks, I'm gonna do
a’ picture al it. I consider myself a
racist only in that I try to be frank about
the people I with. I mean, Jews are &
pain in the ass, but blacks are a real pain
in the ass.” * 7'

This was not the extent of our com-
munication, Tho artist phoned the next
day to ask that’ his remarks be stricken
from my piece: Stick to the first version,
he demanded. “I think art is about enrag-
“ing people,” he had told me then. “I think
that's the only subject matter left.” I told
him that, as in a piece of conceptual art,
all his words were part of the performance.
At any rate, I was reasonably certain that
most white people would conclude from
his remarks—ag,they did from his work—
that the artistiwas being ironic. To ac-
knowledge thatWwhite racism is a mode in

ary 6 ires us to deal

this culture eqmon t only when they are
excluded from ‘the majority. -

4

RSVP

If there's one group that stands to
benefit even more than illegal aliens
from an accurate s count, it's
those legal aliens—artists. Statistics
on the demographics of creative types
come exclusively from the IRS, which
means that only those who earn tax-
able 'income from their art are

d. Imagine how these isti

might change if the indigent were
counted as well. A whole new popu-
lation might ‘emerge to inspire signifi-
cant shifts in state and federal fund-
ing, as well as making it harder for
NYSCA and the NEA to justify their
neglect. {

Even post-modernists are advised
to answer the forms that will arrive in
the mail beginning this Friday. One
out of six households will receive a
more detailed questionnaire, and be-
cause artists may have difficulty de-
scribing their work within the confines
of the form, the census bureau is pro-
viding three assistance centers for
their use—at the Leslie-Lohman gal-
lery, 485 Broome Street; the District
Census Office, 299 Broadway (corner
Duane Street); and the McBurney Y,
215 West 23rd Street. The centers will
be open beginning March 28, and to-
night (Wednesday) at 7:30, the Foun-
dation for the Community of Artists
and the Crosby Street Association will
hold a forum on the census at the
Judson Community Church, 55 Wash-
ington Square South.

Secrecy is assured, and remember

—the grant.you save may be your own.
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1S IT TIME TO CHANGE ART KD. ZATION? November, 1979

The College Art Asscociaciocn moete eve Ly year but rarely esks this question.

i intend to ask this quescion on Fibruacy 1 vhea L will be a member of the panel,
PERSPECTIVES ON TEACHING, at the CAA convernticn beliz held in New Orleans this year.

The question, "Is it time to change ar: education?" can't be answered without
hearing from you. Enclosed is a quescionzaire to find out what you as students/
artists want(ed) out ¢ art education, what ycu need(ed) from your teachers and how
you see yourselves in the coatext of the art establigshment. I want to know how
se«c art education affected (or 4idu't af’ect) your position in the art world today.

Your respenses will be part of 2 mnational survey that will be published at a later
deta, 1If the respouses reach me la time,I will tabulate and read the findings 4t

he ™% [0 1 14 ic . d 7 &
the College Art Association convention b\)‘w\l il de WMM :

bFicise answer thoughtfully (use additional pages if necessary). I'll need you to
zarl it back by December 31 in v’me Lo review it for the CAA. If you cannot do
it by then, just send it Jater.

Thank you,

HELANE AYLON, artist anc
iSRS S Tew ut Fhena (an? ceher inctdtuticas)

Califoraiu College of 1uIT, sassachucsetts Skidmore College, New York
Arts and Crafts Brown Universitv, ¥ I, 5rooklyn Museum, New York
San Fraunciscc State Phode Tsraud Scleol dunter College, New York
University of Desigrn, P.Z. Coluxdia University, New York
ust Puisked M. 4, art histemy™ = & il
1. G‘):aduate Studant /N 2, Jodergrsduat » Lodent 3. Dropout
4, Workirg artist e 2) Peuaie _}(’“ b) Male
6. HName _ lé N]HE .‘.&_A;E:K“_Mi_-__ 7. bhacress 413 MURRAY DRIVE
(optional) (opticnal)
% LOS AMGelES, C4

8. a) AGE GEOUP: ~) under 25 E) 25-35 g

v S TS ) RETN 90026

c) over 35 d) owver 50

9. INCGE: a) uadar $5,000 —_ b) $5,000-10,000 & c) $10,000~15,000

d) $15,003-20,000 e) over $20,C00
1. &) Married b} Si.gle X ¢) Number of children
+1.  2ARENT'S CLASS PACKGROUND: a) workirg claza ‘g b) middle class
like my ﬂnwdpdmﬁ‘c[aog’.
L ilhe o e c) upper class d) other
: o Srwrgeois t, c\arh‘ a businees . gromdposty wert Casdhvn Garotom imm1grach
L2. PERSONAL LIFE:  a)etsroe xual orientation b) bisexual orientation
/

¢) homosexual orientation K d) undefined
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13. If you are living with others, -do they support your involvement in art?
a) financially __Yyes no b) emotionally yes no
14. Do you consider yourself politically
74
a) conservative b) liberal ¢) radical Z d) apolitical _
\
15. Ethnic Background __ )@gw@b :
16. Where did you receive your art education? ‘
Place HAMILTOMD WBH SCBOO. Dates” 1965 -3  magor _ART
Place |J. C- &M%j Dates 6t =73 Major .dﬂf—sm
ol gt -
Place CGU.Loe M}g Dates 76 =19 __Major AT - avt L:Mu':

17. IN WHAT WAYS WAS THIS EDUCATION BENEFICIAL TO YOUR DEVELOPMENT AS AN ARTIST?
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18, IN WHAT WAYS WAS THIS EDUCATION DETRIMENTAL TO YOUR DEVELOPMENT AS AN ARTIST?
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20. HAS FEMINISM AFFECTED YOUR THINKING ON ART? |
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21. 1IF YOU ARE NOT SUPPORTING YOURSELF ON YOUR ART, DO YOU THINK YOU WILL BE

ABLE TO DO SO IN 10 YEARS? IF NOT, HOW DOES THIS AFFECT YOUR ATTITUDE
TOWARDS YOUR (PREVIOUS) ART EDUCATION AND YOUR ART IN GENERAL?
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22, CAN YOU DESCRIBE ONE PRbFOUND EXPERIENCE IN YOUR SCHOOLING THAT HAS LEFT

ITS MARK? .
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24. CAN YOU DBSCR.IBE AN UTOPIAN ART EDUCATION. (WHETHER IT IS FEASIBLB OR NOT).
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