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ABSTRACT

Can feminism truly be feminism if not intersectional? Does femininity aline with feminist beliefs? Can the stereotypical portrayal of a women in visual arts be rectified? These are all questions I will be taking into considering when writing my project about how feminism manifests in art between 1970-2000. This is the time period often referred to as the ‘Era of Feminism’, which was consequently evident within the art world as well as the wider world. From studying feminism within art for all of my university career, I believe to have found the three key areas as to which the manifestation of feminism in art is strongest during 1970-2000: viewing the second wave in comparison to intersectional feminism; displaying the different types of femininity and how artists defied and rejected these patriarchal stereotypes; how artists of 1970-2000 dissect the historical women character in visual arts and create a new narrative for her. These areas all interact with each other, displaying in multiple ways how feminism manifests in art between 1970-2000. 
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INTRODUCTION

[bookmark: _Int_qwnTYK0z]The aim of this independent research project is to form an understanding of how feminism manifested in art between 1970-2000. This manifestation will be considered in three chapters: (1) second-wave feminism and intersectional feminism; (2) femininity, from gender constructs to redefining what femininity means; and (3) women characters through film and paint. These points will be talked about separately in order to form a well-rounded inquiry for the research project, but ultimately, it will appear clear how they link to each other through the development of the research project. In order to form an understanding of feminism manifesting in art between 1970-2000, the work of six visual artists from the time period will be studied. This will include: Judy Chicago’s, The Dinner Party, 1974-79; Carrie Mae Weems, The Kitchen Table Series, 1989; Zoe Leonard’s, Strange Fruit, 1992-97; Sarah Lucas’, Self Portrait with Fred Eggs, 1996; Cindy Sherman’s, Untitled Film Still #2, 1977; and Jenny Saville’s, Propped, 1992. In order to emphasise the historical concepts in this topic, key feminist authors, including Bell Hooks and Helen Gorrill, will be used to support the research. Together, this will challenge the patriarchal set standards in the art world between 1970-2000. 

Second-wave feminism provides context for feminist artists’ mindsets in the 1970s. Intersectional feminism will demonstrate the pitfalls of second-wave feminism. The intersectional artwork that will be discussed addresses the difference of women within the feminist movement that have not been given recognition. It will become evident how the changing mindset of the art world replicates in the feminism of the wider world.  Together, these viewpoints will enable the analysis of the extent to which the feminism that manifested in art during 1970-2000 progressed the feminist cause. 
The evaluation of femininity will correlate to that of gender issues. When discussing how femininity is represented in the art of 1970-2000, chapter two will demonstrate how men come into the subject of feminism. The conversation of intersectionality will be intertwined with this chapter through the representation of the queer community and their struggles of 1970-2000. Artist’s work will convey their frustrations with society’s reaction to the AIDS crisis, which was devastating in the 1980’s, and it will be discussed further in this chapter how the construct of femininity added to that struggle. Along with this, chapter two will discuss the rebellion feminist artists demonstrated by rejecting the societal constructs of what femininity means through their bold work. 
Feminism in the visual arts is hard to talk about without mentioning the male gaze. Using both film and paint visual arts to contextualise the research behind how women characters are presented and perceived during 1970-2000 will form a stronger outcome to add to the research behind feminism manifested in art during this time period. The defiance artists in 1970-2000 presented towards the narrative of the sexualised, highly feminine, naïve woman in film and paint is connoted passionately in the art discussed through this chapter. 








CHAPTER ONE

[bookmark: _Int_B1IDFbrI][bookmark: _Int_j4uZjPGC]The aim of this chapter is to build context surrounding feminism in 1970-2000. Firstly, the relationship between the art made during this time and second-wave feminism will be considered. Then it will be addressed how this compares to the intersectional feminism that became more prevalent from 1990 and continues into today’s society. It is understood that any subject cannot be adequately analysed if its flawed aspects are ignored. In this regard, when discussing feminism during 1970-2000, the downfalls of the second-wave must be brought to attention. One of the most prominent criticisms of second-wave feminism is that is centred too strongly on the issues for white, straight women (Gurun, 2015). The intersectional feminist approach that has come to the forefront of the feminist movement will show artists tackling these issues. Second-wave feminism emerged in the 1960’s and continued through the 1970s. Women campaigned for sex equality in the form of ‘equal pay for comparable work’ and reproductive rights. The Women’s Liberation Movement (WLM) was a key element to this feminist wave and will be discussed cohesively with that of the second-wave (Gordon, 2016).  This will be studied using the works of artist and feminist, Judy Chicago, specifically her work, The Dinner Party and emotive photographer, Carrie Mae Weems, specifically her Kitchen Table Series. Mae Weems will be studied in correlation to intersectional feminism shown through 1970-2000, which ideologically confronts the second-wave approach Chicago had when constructing The Dinner Party. While discussing second-wave and intersectional feminism throughout this chapter, feminist author Bell Hooks and her arguments for intersectionality will act as support. As both Hooks and Mae Weems are women of colour, they have a perspective which Chicago could never have. The discussion of feminism manifesting in art between 1970-2000 using these contrasting feminist theories with the juxtaposition of Chicago’s to Mae Weems’ work will be supported using sub-questions. Without the questions being directly addressed in the chapter, outcomes will appear from the following, “Was art created in the second-wave of feminism detrimental to the incorporation to racial equality within feminism?’ and ‘Has the impact of intersectional feminism proven successful within the art world?’
[bookmark: _Int_UmcUkzDH][bookmark: _Int_qkvTCpu4]The 1970s showed second-wave feminism in its prime, and, it must be noted, that that is not a coherently negative statement. The United Nations demonstrated this fact when they declared “1975-1985 as the decade for women” (Hewitt, 2008). Second-wave feminism brought about numerous positive changes for women and the feminist plight, including WLM persuading he public that the laws allowing access to abortion were important and should not be changed (Gurun, 2015). As a result, legislation legalising abortions was enacted in the USA in 1974 (Pilpel, 1975). Progress was not only shown politically but clear within the art world too. All-Women exhibitions were staged by feminist pioneers Chicago and Miriam Shapiro, allowing a wider audience to access art based on a women’s perspective to life, which wasn’t widely accepted. This movement gave women the empowerment to dismantle traditional art spaces by expanding their practices out into the world, making performance art more prevalent. However, with all of these fundamental factors of feminism and feminist art, there were still women left behind. The white-centred nature of the second-wave is inescapable, with Howardena Pindell, Black feminist artist, marking WLM as the “white women’s movement” (Hessel, 2022). This signifies the way a lot of women of colour were feeling towards the second-wave (Hooks, 2000). 
When considering feminist art between 1970-2000, The Dinner Party must not be overlooked. Produced between 1974-1979, it was a product of its time and appears to conform to second-wave ideologies. However, before addressing the criticism, which falls onto Chicago’s art piece, it is necessary to point out the admirable qualities that she brought to the feminist art world. Chicago, along with fellow feminist artist, Shapiro, were co-founders of the California Institute of the Arts Feminist Arts program. This was the first public exhibition of the Arts centred upon female empowerment. 
[image: ]Fig 1: The Dinner Party, 1974-79

[bookmark: _Int_FioivBIq][bookmark: _Int_VFz6YiAV]When solely discussing The Dinner Party, there is a plethora of feminist iconography within it. Chicago packed symbolisms into this monumental work, using the table to depict equality in its non-hierarchical triangular shape, to the way that she placed 13 women at each side of that triangle. This is a nod to Leonardo DeVinci’s, The Last Super, which illustrates 13 men sat at the most famous table in art history in “one of the most famous artworks in the world” (Zelazko, 2018).  This could be interpreted as Chicago trying to re-define which people the patriarchy deems important enough to hold to this regard. She continued to demonstrate her defiance against the patriarchy through her use of “materials traditionally dismissed as ‘feminine’” and “yonic-shaped ceramic” (Hessel, 2022) place-settings.  However, the fundamental concern when referencing this art piece in relation to second-wave and intersectional feminism is the lack of representation for women who are not white, including only one women of colour out of the 1038 included. Although many might argue that the work is a product of its time, the question is whether this justifies such a stark lack of representation. Given the fact society was coherently racial divided at the beginning of the 1970s, the exclusion of women of colour in the art world shown through Chicago’s piece exaggerates the rejection. Especially when considering the high praise given to The Dinner Party, how women of colour must have been left feeling is unfathomable.When questioned in recent years about these controversies, Chicago’s response was disappointedly dismissive. Stating “there was little or no knowledge about any of these women” (Chicago, 2018) turns the question back onto the patriarchy. Is it the case that the patriarchy’s strong hold over the art world led to the white-dominated second-wave of feminism, or should Chicago have fought harder against this in her work to include such women? From the point of view of an intersectional feminist, this response comes across as selfish and inconsiderate of the struggles of women who experience the same and different struggles. Hooks brings this type of attitude to attention in her book Feminism is for Everybody, “for years I witnessed the reluctance of white feminist thinkers to acknowledge the importance of race” (Hooks, 2000). Chicago’s interview is a reinforcement of Hooks’ point of view. It is in the reluctance shown that made that strong divide between Black and white women during this time as “white feminists failed to recognise the different experiences of Black women” (DeFelice and Diller, 2019). It must be recognised that a form of feminism that manifested in some art can be damaging to certain women. 
[bookmark: _Int_fHNxIikz][bookmark: _Int_Ir0E9lRN]The lack of representation of diversity and lack of acknowledgement of the varying degrees of discrimination for women of different races, classes and sexualities in academic feminism over the years highlights the importance of intersectional feminism (DeFelice and Diller, 2019). Becoming prevalent in 1989, intersectional feminism rejects the idea that all women experience oppression in the same way. The beauty in women is their differences. These differences must be celebrated and acknowledged in order to progress the fight for equality. Feminism should be leading this change. Unfortunately, second-wave feminism owes its downfall to its lack of intersectionality. Carrying the art world along with it, women of colour struggled to find their voice and an outlet to represent their stories amongst the feminist art ‘boom’ of 1970-80. Mae Weems was one of those women artists who reached for racial representation in art. Using her photography, she tackles themes “challenging the stories of a white-dominated art world” (Hessel, 2022), to further highlight the need for intersectionality within the feminist art world. In particular, Mae Weems’ Kitchen Table Series gave a voice to Black women’s everyday moments. This is such an overlooked topic which holds great value regarding the development of feminism in art.
[image: ][image: ][image: ]
Fig 2: Kitchen Table Series, 1989

The series shows the simplicities to life, while simultaneously demonstrating that it is these ‘simplicities’ which are the beauty and memory we hold. By creating a whole world within the kitchen room, a room which is considered a female space and not held to a high standard, she is turning the patriarchally set narrative of deeming ‘women’s spaces’ uninteresting on its head. Building up the characters and their relationships with each other in the photography, Mae Weems creates an inviting, nurturing and rich atmosphere in the space, demonstrating that this is the space where the pivotal moments in people’s lives occur.  It is a series built on the acute moments in life where big changes began, which is exactly how this series should be viewed in relation to feminist art becoming more intersectional. As Kitchen Table Series is not as direct in its relationship and communication to feminist art as Chicago’s The Dinner Party, it had higher risk again to be overlooked. Yet it is in the nuances. For example, by simply placing Black women in a scene that might be put out into the art world, to have her surrounded by the normalcy of life and rawness of human relationships, holds a lot of power. By implementing these factors, it depicts Black womanhood strength, which was rarely displayed in the art world. As Mae Weems puts it, “not […] strong, powerful, and capable […] just images of Black women in the world in the domain of popular culture” (Hessel, 2022). This shows Black women as women rather than as a stereotype. Although Black women might be perceived as strong, it does not mean that society is on their side, and it does not mean that they do not need allies just as white women need allies in the fight or feminism. Making this series in 1989, the same year Kimberlé Crenshaw coined the term ‘intersectional feminism’, should be seen as a significant moment in art history for women of colour. It was the beginning of racial equality within feminism through the form of art. The 1990’s saw great progress and artists who were “non-white, queer and women” started to be noticed by art institutions (Hessel, 2022). The efforts artists like Mae Weems put into bringing attention to their underrepresentation is what started the development towards the integration of people of colour, queer people and women by the end of the century. The fight for feminist art to be recognised, combined with the ongoing fight for intersectionality is the true representation of feminism manifesting in art through 1970-2000.  


















CHAPTER TWO

Within the discussion of feminism manifesting in art between 1970-2000 a recurring factor is that of femininity. This chapter will show that it is within art that major changes in attitudes towards femininity started to manifest. Femininity is a construct which could not be defined as one thing. It is subjective, as femininity could be defined differently by each individual and could be considered a personal quality. This relates to the social construct surrounding gender; the relationship between gender and femininity will both be discussed throughout this chapter. When referring to the cross-over with gender and femininity, gay men and their struggles in 1970-2000 will be discussed. This will directly confront the stigma that came from the AIDS crisis, which affected the feminine presenting gay men in particular. The chapter will also mention the battle feminism held in tribute to men’s right during 1970-2000. Feminists started to be clear in their message that feminism is not just for women. 
After addressing the need for intersectional feminism in and outside the art world, the development must be to bring men into the conversation. The idea that feminism is only for women or built up on the notion that all “feminists [are] man-hating” is misleading (Hooks, 2000). This ideology on its own is formed around the patriarchal view of how women should present themselves: ‘high femininity’, which shown in the art at the time, feminists were not catering to anymore (Hessel, 2022). Femininity as language is political, feminist author, Clare Johnson, states that it was “instrumental in the construct of feminist art history” (Johnson, 2013). The whole concept of feminism is equality, this means equality within all genders. To discuss men in a chapter considering femininity might seem unusual, but it is with that bias in mind that the conversation will be surrounded, recognising that imposing on men a “sexist masculine identity” (Hooks, 2000) is equally damaging as imposing patriarchal femininity onto women. This adds to the notion that during 1970-2000 men were also in need of feminism. Women were well aware of this fact. Feminist politics and reform proposals often included an understanding and provision for improving men’s rights as well as those of women (Hooks, 2000) before contemporary feminism had even been around 10 years. This issue directly addresses gender, which is a topic that causes much controversy even in the works of feminist art thinkers, Judith Butler and Helen Gorrill. Butler takes the stance that gender is fluid, arguing that “if men and women are seen as fundamentally different and separate, then equality becomes impossible” (Butler. 1999). This suggest that in order to truly see the difference in attitudes toward gender, femininity and masculinity, we must create a new way of perceiving gender, thus thinking differently in order to align with different methodologies. Whereas Gorrill challenges this viewpoint, deeming that the “refusal to sex or genderize was potentially holding back gender and art research” (Gorrill, 2020). Many would agree with this and consider it important to recognise difference in order to correct discriminations. The inclusion of such ideologies shows acceptance of those within the LGBTQ+ community, which acts as an interacting factor when discussing femininity. The relation of femininity and queerness has been used against individuals who identify as such for decades. One of the most significant events which dominated 1970-2000 was the AIDS crisis. This brought attention to the lack of empathy and hostile attitudes shown towards homosexual men, specifically subjecting those who were more feminine presenting to stigma surrounding the disease. They were profiled as AIDS carriers. This discrimination was subsequently brought into the art world through the act of [politicians defunding the National Endowment for the Arts in response to explicit homosexual photography] (Hessel, 2022).  Many artists, who often had friends directly affected by the epidemic, were fuelled by these acts and started to “use their art for political protest” (Hessel, 2022). Feminist artists were reacting to the AIDS crisis, honestly emoting their anger and sadness through their art. Zoe Leonard’s work was particularly captivating in a time that needed it most. In memory of her friend and fellow artists, David Wojnarowicz, who passed away after battling AIDS, Leonard [image: ]created Strange Fruit.
Fig 3: Strange Fruit, 1992-97

[bookmark: _Int_RCb5X9BB]This work shows a powerful portrayal of mortality and representation of those who died and those who were subject to discrimination through the years of the epidemic. The overwhelming display of 295 scattered, rotting fruit skins that have been meticulously hand-sewn back together depicts the huge volume of people affected by the disease. Viewing this art piece with femininity in mind, the exquisite delicacy of the hand sewn element emphasises the fragility of social constructs in the world, especially when considering the damaging effects they have had to groups of people through history. This art piece perfectly denotes the way in which feminism has had a positive impact on the queer community, showing an affinity to those who suffered through this time. It was from the homophobia that was shown during the AIDS epidemic that a lot of people sought out their own reality of gender and femininity, and with that the political stance behind it. 
[image: ]This brings this chapter onto how feminist art has addressed the construct of femininity directly. When discussing the political and patriarchal mindset of the art world in the 1990’s, Sarah Lucas is the perfect representation for confronting their stereotypes surrounding women presenting ‘femininity’. Lucas has created art surrounding these controversies throughout her whole career, so in order to pinpoint characteristics, this will be discussed through the work, Self Portrait with Fried Eggs. Lucas uses humour and honesty to highlight the harsh stereotypes put in place by the patriarchy related to femininity, masculinity and gender. The depiction of masculinity juxtaposed by the questioning of the “culturally prescribed notions of femininity” (Blythe, 2021) makes for quite a fierce image. This appears through her unfaltering glare into the camera, making the viewers eyes turn away, down to her perfectly placed fried eggs, lastly to find her body replicating the relaxed ‘man-spread’ pose.
Fig 4: Self Portrait with Fred Eggs, 1996.

In this photograph, Lucas simultaneously shows her loud defiance against conforming to patriarchal ideals of how women and femininity should be betrayed, while also dismantling the conventional female nude, presenting it as never before. As known, throughout art history men are the main contributors for the painted female nude, often projecting their idea of the ideal woman into their work, resulting in the objectification of women. By re-inventing the female ‘nude’, Lucas took back power for all women viewed in the misogynistic way that male painters throughout history have subjected the female sex to. Lucas showed disregard and mockery for such a celebrated art practise by making use of food to depict female body parts. By provocatively using food, as she’s done in many artworks before and since, she illustrates the commentary of women being viewed, by men, as pieces of meat. This could also lean into the factor of food being perishable and the idea that women are seen as such to men. Through the outlook of femininity, using an object such as perishable food could be seen as Lucas implementing the notion that femininity and masculinity could be interchangeable in accordance with the individual. 
The subject of self-portraiture done by a woman, which Lucas has unconventionally taken on, shows the determination of feminist art in the 1990’s. From her concentrated stare directly into the camera, she exudes “control and demand[s] attention” (Hessel, 2022), replicating traits which are typically associated with masculinity. Considering the fact that women producing a self-portrait has traditionally been viewed as vain and not recognised in comparison to the male self-portrait through art history, the feminist artists during 1970-2000 dismantled that ideal. Sadly still, even today this thinking is prevalent through the view of selfies, where there is a common narrative that women who post photos of themselves, which they took themselves, on social media are “self-absorbed” (Nichols, 2015). Yet is it the vanity that men remark about women which stems exactly from the patriarchy’s projected ideals of femininity that “dictate that women must care about their outward appearances and [themselves] for the pleasure of men” (Nichols, 2015). Even though this is evidently still some people’s mindset, the art world’s view was flipped the moment Lucas, and many more feminist artists in the 1990’s, started to produce uncompromising pieces conveying their frustration and defiance against such notions. For Lucas to take the ‘nude’ self-portrait, in the deconstructed way that she did, and turn it into a humorous portrayal of femininity and gender, was the ultimate form of defiance and rejection towards societal set standards. Simultaneously, it opposes how men in the art world have based visual arts on their own pleasures with no consideration for the wider population. 















CHAPTER THREE

“In their traditional exhibitionist role women are simultaneously looked at and displayed, with their appearances coded for strong visual and erotic impact so that they can be said to connote to-be-looked-at-ness.” (Mulvey, 1975)

This chapter will study the concept of feminism manifesting in art through the lens of women characters and how they are built upon ‘male gaze’ ideals. From paintings to film, this chapter will demonstrate how women artists during 1970-2000 fought back at the female representations depicted in visual art. Laura Mulvey’s essay, Visual Pleasure and Narrative Cinema, which evaluates the way women are portrayed in film, will be used to elaborate on the ‘male gaze’ shown throughout art history. Cindy Sherman’s, Untitled Film Stills, 1977-80 will be studied alongside this to further exemplify how the narrative of the ‘male gaze’ has impacted art. To consider the side of painting when discussing the male gaze, Jenny Saville and her nude oil portraits will be significant. It will be clear through this chapter that in spite of the male gaze set standard, these women’s manifestation of feminism in art resulted in successfully portraying their male gaze depiction of women in the visual arts and the reality of women and their bodies in paint. 

Sherman is a great artist to examine when discussing the misogyny prevalent in film. Her photography conveys the frustrations she has towards the expectations of women, bringing them to life by transforming herself into these misogynistic characters. Her work captures the way female characters are subjected to patriarchal ideals of women by emphasising the traits that are deemed attractive or suitable of woman as defined by the male gaze. The series is made up of characters that will appear “unnervingly familiar” (Hessel, 2022) to the viewer, loudly reminding them that these unsettlingly women are created by men, for men. By committing to these characters with such devotion, Sherman commented that “through a photograph you can make people believe anything” (Hessel, 2022), the series will often leave the viewer feeling uneasy as the viewers are not used to the woman being in control of their portrayal. This could be said to come from Sherman’s immense character and world building, or due to the viewer having to confront their own media consumption. Either way, Sherman has created a photography series which makes people question not only themselves, but society’s expectations and values. This demonstrates an interesting perspective on how feminism has manifested in art. As mentioned, Sherman produced this series through 1977-80, so in order to continue to analyse it more precisely, Untitled Film Still #2, out of the 70, will be focused on. 


[image: ]Fig 5: Untitled Film Still #2, 1977


The abundance of patriarchal stereotype iconography within this photograph displays the feminist viewpoint Sherman is creating from and contributing to. However, she still creates a mockingly opposition to that fact through the notion of contributing to the objectification of the woman through male gaze. Of course, Sherman’s elaborate construction of the objectified women character and, the world surrounding her, completely deflects from the realistic idea that she is another factor contributing to the male gaze. This complex moment captured in Untitled Film Still #2 acts as representation for how women are under pressure to perform for the male gaze; even when they are, seemingly, alone, it is alive in their mind. Through the camera lens we watch a woman admire herself in a mirror framing her perfectly made-up face and hair, seductively glancing back as what seems to be an afterthought from walking out of the bathroom. The suggestive manner in which the towel is draped, not covering her back, allows for the viewer to imagine for themselves what faces that wall. The only context shown for the woman’s location is the glimpse of a bathroom. Is it a lover’s bathroom? Or is she in the comfort of her own house? Building questions around this image gives insight to how Sherman wants the viewer to feel. Sherman makes them question everything in order to share a fragment of how societal expectations affect women: Am I slim enough? Should I act like that? Is this enough blank for him? Should I say that? Should I ignore that? Would he like this? However, the main question surrounding this image is whether or not the woman is alone? And if not, whether or not she’s aware of that? This voyeuristic element shines light on Mulvey’s theory of “to-be-looked-at-ness” (Mulvey, 1975). The role for a woman in cinema is to act accordingly for the male desire. She has to exude “to-be-looked-at-ness” (Mulvey, 1975) in order for her role to be successful. Sherman creates this misogynistic cinematic resemblance boldly through the concept of “create a gaze, a world, and an object” (Mulvey, 1975). As displayed in this photograph Sherman achieved all of these points, yet altered the way a viewer would interact with such a scene. It ignited conversations about feminism, postmodernism, and representation in the 1980’s, setting a precedence in the visual arts for the view and treatment of women. However, this didn’t completely change the mindsets of the art world. There was still a strong predisposition to viewing female painted women nudes and self-portraits as secondary to those painted by men. Paintings address the ‘woman character’ in similar ways to that of cinema. Images/paintings of women were still often the product of male gaze ideals (Korsmeyer, 2017) as they have been for centuries in paint. The idea of the male gaze manifesting through paintings correlates to the conversation of femininity and masculinity. To view the ‘feminine’ woman painted for the ‘masculine’ appreciation is the key point to the patriarchy’s reign over the art world. However,it is due to artists like Sherman, that that narrative is being broken.
Similarly, to Sherman, Jenny Saville’s 1990 oil portraits confront how women artists fought against the assumptions of beauty within male gaze ‘women characters’ in paint history. Saville’s paintings are a challenge to the portrayal of women in portrait. To oppose the characters built by the male gaze that emit sexual desire, youth and perfectionism, Saville’s portraits work with imperfections and disgust. Disgust, repulsion, disapproval or unpleasantness, when researched all denote offence. This term is often used when men are negatively speaking of feminism related visuals. To find a painting of a women offensive, as a man, knowing that you take pleasure from the male-gaze constructed imagery of women, is shameful. Considering the aim of Saville’s paintings is to demonstrate the hardship society’s expectations place on women, the reactions are not expected to be light. However, the difference must be noted from a complex, overwhelmed reaction to that of offence. To complete a more in-depth analysis of Saville’s portraiture, Propped, 1992, and its significance to how we view women in art today will be studied. 
[image: ]Fig 6: Propped, 1992.


[bookmark: _Int_3hHAHYwr]When initially viewing Propped, the most noticeable aspect from the viewer’s perspective might be the abundance of flesh shown, and imperfect flesh at that. The word ‘abundance’ is used in relation to the women’s flesh when relating the work to conventional beauty constructed from the male gaze. Saville’s creation of this generously painted, exaggerated form of flesh which pours into becoming the woman, allows space for all women to see themselves within the painting. Saville shows love to the rich colours of blotchy skin, the flesh overflowing the realms on a tiny stool, and the heavy fat of her breasts falling into natural place. All of these qualities emphasise parts of a woman which male painters for centuries have so often altered to suit their gaze. The way in which Saville densely painted the grasping hands demands control of the viewer. The confrontation the woman is having with herself could be conveyed as pushing back against the societal need for a politely presented woman, or even to have the woman arguing with herself as to whether or not she does want to be presented in a socially accepting way. Either way, this magnetic position reveals strength in herself, as well as displaying her in a way people don't normally see a woman depicted in artworks. Consequently, Saville’s angle to the painting is very deliberate. It positions the woman looking down on the viewer. The colossal scale to all her portraits in the 1990’s adds to the notion of her correcting the views towards a genre of art, the nude female portrait, which are so ingrained in the art world, it could only be over-thrown by such a presence. Saville is unapologetically taking up space in the art world and creating artworks that will provoke a discussion around feminism. This was an especially important role during the 1990’s when she produced Propped. This is a great example of feminism manifesting in art, showing Saville commit to her support of other women and rejecting patriarchal restrictions on women. Through this painting, Saville has created a woman character which real women can relate to. Saville has embodied a love letter to all women affected by the patriarchal ideals of what a woman should be. 














































CONCLUSION
Overall, the correlation between feminism and art has become evident throughout this project. During 1970-2000, society’s opinions and, in particular feminist opinions went through a great deal of change. Consequently, this had an impact on the art world. The pitfalls of second-wave feminism had a negative impact on the art world. This is highlighted through Chicago’s The Dinner Party. Mae Weems’ Kitchen Table Series further enforces the perspective on why intersectional feminism is so important. This proved that having more diversity in art only gave a stronger stance to the feminist art movement. Although second-wave feminism had a positive impact on the art world, the feminism that manifested in the works of artists who included the stories of non-white women and those of gay men stigmatised by the AIDS crisis did more to progress feminism as it was intersectional. This form of feminist manifestation had a significant effect towards the development of women artists tackling issues like femininity and how the woman has been perceived in visual art history. Through the feminist artists studied, it is clear to see the theatrical elements in their work further embody the passion behind demolishing societal expectations of women and femininity.
All the themes throughout this project concerning feminism intertwine with one-another. It would be an educationally beneficial project for anyone to read, but especially women artists. This project sheds light on the obstacles put in place by society and demonstrates the effect women artists had on the wider world as well as the art world by allowing feminism to manifest in their art.
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