for it represents a mother’s woven nest of blood and evervone's

“first” room, the sacred heart of the Virgin Mary, and the hearth
of the home. The traditional housewife may have wanted to cre-
ate this nest of her physical home most of all for herselt. Ciien
deprived of having been hersell mothered, marrving voung and
having children hefore she could complete her own childhood or
education, housewives of all ages needed to be nourished
again—this time in the metaphorical womb of the home, o de-
velop into fully adult humans. Feminism provided a second look
at the all-encompassing needs of people for mothering. The
birthing and nurturing nest that Wilding created was a repre-
sentation of not only a site but a biological passage. And
because intercourse, pregnancy, and birth can be accompanied
by blood, actual menstrual blood and bloodlike color as well as
images of body organs concerned with feminine biological
events and roles appear with frequency in women's art.
Menstruation Bathroom is a blood relative of Wilding's
Crocheted Envivonment, this time presenting women's blood as
taboo and, by implication, puberty as the moment of shame

when signs of womanhood appear and must be hidden behind a
locked bathroom door. Pristine white, with feminine hygiene B
products double-wrapped, the bathroom was shrouded in silence :
and became a metaphor for the unspeakable (page 57). Judy
Chicago recalls, “Under a shelf full of all the paraphernalia with -
which this culture ‘cleans up’ menstruation was a garbage can | f
filled with the unmistakable marks of our animality. One could | f
not walk into the room, but rather, one peered in through a thin ' |
vell of gauze, which made the room a sanctum.™ I
The black, green, and rust-colored Nightuare Bathroom | ]
depicted a woman in the bathrub (page 57). Made entirely of |
sand, she was literally erased by an audience that couldn't keep
its hands off her during the six weeks of the exhibition. The

vialn ility of the naked body in the unguarded setting of the .

bath cannot exist without the bather's awareness of a potential Sandy Orgel. Liner Closef. Mixed media site installation at
intruder. Sand-fAlled boules that originally held wiletries serve as Womanhouse, 1972, Orgel wrote: “As one woman visitor to my
a residue and symbol of past losses to both the underside of vul- room commented, “This is exactly where women have always

beern=—in betwean {he sheels and on the shelf It is tme now to

nerability and the limiting nature of fear. A snake, reminiscent
come out of the closet.

of the slimy creature who was the biblical corrupter of the once
innocent Eve, crawls toward her on the ground. Who might
come in through the window? Or open the doorr Or thrust up
from the toilet?
In addition 1o The Nursery, whose large scale, and in partic-
ular gigantic working rocking horse, makes adults feel child-
sized, there are three other bedrooms— Fersonal Space by Janice
Lester, Painted Room by Robin Mitchell, and Lealsy Room
by Karen LeCoq and Nancy Youdelman. Lester’s and Mitchell's
spaces look, appropriately, like college dormitory rooms, with
small single beds and references 1o self and vocation. These two
singular post-adolescent bedrooms avoid the decorative quality
we associate with homemaking and the sexual and procreational
functions of the marriage bed.
In contrast, the watermelon-pink Leal’s Room, a tableau of
the aging courtesan of Colete’s novel, Cheri, is elaborate and
fantastic (page G0). During the public viewing of Womanhouse,
a young woman sat at the dressing table applying the makeup
that transformed her from biological female to culirally-created Susan Frazier, Vicki Hodgetts, Robin Weltsch. Nurfurant
woman. Fantasy far exceeds fact, we may conclude, in the night- Kitchen (detail). Mixed media site installation at Womanhouse, 1972
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Beth Bachenheimer, Sherry Brody, Karen LeCoq, Robin
Mitchell, Miriam Schapiro, Faith Wilding. Cining Room
Mixed media site installation at Womanhouse, 1972, This room

was the most extensive collaborative effort of the Womanhouse
students. Seven women painted walts, ceiling, mural (after a 15th-
century still ife by Anna Peale), mold created the chandelier;
sewed curtains, tablecloth, and plates; sculpted bread dough for

the "food,"
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Robbin Schiff. Mightmare Batfiroom, Mised media site
installation at Womanhouse, 1972

Judy Chicago. Mensiruation Bathroom. Mixed media sie
installation at Wornanhouse, 1972, Chicago described her room
as "wery, very white and clean and deodorized —deodarized
except for the biood, the only thing that cannat be covered up.
However we feel about our awn menstruation is how we feel
abaut seeing its image in front of us”




life of Leah and also of the average housewife. But there 15 no
realistic, pedestrian portrayal of the bedroom. Fact meets fan-

tasy only when one contemplates the two female character types
embodied in the courtesan and the modern-day Mrs. Are both
characters—kept women and working girls at the same time—
not poles apart but two sides of the same coin?

Miriam Schapiro and Sherry Brody created Dollhouse Room,
a house within a house, and a world within a world of 15 own
(pages 64, 65). Dollhouse consisted of six rooms under a triangu-
lar roof, In each elaborately constructed and decorated room,
safety and comfort associated with the home vied with the yet
unnamed terrors of the domestic arena. Schapiro, who used [ab-
rics in her paintings, and Brody, who made solt sculptures of
sewn garments, employed the same materials, skills, and im-
pulses in the Dollhonse that they did in their individual work.
Conversely, the experience of creating art for Womanhouse also
affected their subsequent art.

T arrive at the visual and verbal forms of the Cock and
Cunt play, Judy Chicago followed the format of simple exercises
developed during the previous year in her female art class at
Fresno State College. The play was performed in the Woman-
house living room by two women wearing black leotards. The
SHE character wore a gigantic pink vagina; HE wore a satiny
outsized penis. At first this exaggeration of genitals seems
comic. But as the dialogue between the two actors progresses,
the truly grisly tone of the piece emerges. SHE is doing the
dishes and asks for help. HE is shocked: “Help vou do the
dishes?” “Well,” SHE replies, “They're your dishes as much as
mine!” His retort emphasizes the maditional biology/culture dy-
namic: “But you don't have a cock! A cock means vou don't wash
dishes. You have a cunt. A cunt means you wash dishes” SHE
questions him: “I don't see where it says that on my cunt.” The
scene then shifts from kitchen to hedroom, where sexual inter-
course leads to a wistful statement by SHE—"You know,
sometimes | wish I could come oo’ —and ultimately to the mur
der of SHE by HE."?

In this schematic dialogue between hushand (played by
Faith Wilding) and wife (Janice Lester), the deadly porirayal of
the battle between the sexes demonstrates the culturally assumed
connection between biological differences and sex roles, The
Cack and Cunt play addresses the traditional relationship be-
tween white, middle-class men and women in their physical par-
ticulars and also in broad social terms —as an aspect of the
balance of power within the political patriarchal institution, The
play leaves no doubt in the minds of s audience that the per-
somal and cultural uses to which biological differences have been
put have had dire, indeed mortal consequences for women.

Also during this time, a number of prominent spokes-
women for female autonomy and women's rights pondered the
dangerous dimensions of the social synergy between women and
men. Ti-Grace Atkinson explained the interrelationship of the
sexes as a palitical and economic structure,

The elass of women is one-half of a dichotomized class defini-
tion of society by sex. The class of women is formed by
positivning another cless in opposition: the class of men, ov the
male vole. Women exist as the covollaries of men, and exist as

human heings only tnsofar as they ave those covallaries . |
aver thousands of years, men fuve ereated and maintaimed an
enclusure of nstitutionalized ofpression to fortify their domi-
nation af wwmen by wsing meany institalions and valtes as
vehicles of epfwession, e g marriage, family, secual inter-
coarse, love, veligion, prostitution. Women are the victims of
this ofrfression, !

“The rationale which accompanies that imposition of male
authovity euphemistically referred to as “the battle of the sexes™
Kate Millett wrote, “bears a certain resemblance w the formulas
of nations at war, where any heinousness is justified on the
grounds that the enemy is either an inferior species or really not
human at all. The patriarchal mentality has concocted a whole
series of rationales about women which accomplish this purpose
tolerably well. And these traditional beliefs stll invade our con-
seiousness and affect our thinking o an extent few of us would
be willing to admit,”"? Shulamith Firestone asked, “How does
the sex class system based on the unequal power distribution of
the hinlogical family affect love between the sexes=™

Chicago dramatized what Atkinson, Millett, Firestone, and

other feminist theorists illuminated: women's most intmate rela-
tionships, including love and motherhood, are an intrinsic part
of a “sex class system™ in this country.

But Womanhouse is addressed to women's relationships
with others primarily as internal dialogues in their/our own
minds and as aspects of self. The housewife, whose role is
evoked in Womanhouse, has but one clear relationship, and that
is to her environment as a whole. In this relatonship, she is un-
hearably lonely. The tasks and implications of the home
surround her ina complex, unified voke.

The environment packed with images and objects in every
inch and corner of the spaces of the house on Mariposa Street
suggests, ultimately, an overwhelming despair. The hundreds of
lipsticks and shoes, sheets, plates of food, yards of material,
rooms of color and stories and messages do no really offer
much of a life. Even though we are told that our life is what we
make of it, in fact for mid-century women, the same human ex-
istence seems excessively predetermined and prescribed, The
Womanhouse protagonist is tortured from bivth to death with
these diametrically opposed states of being thrust in her face.

In the performance Waiting, Faith Wilding becomes the
woman who maintains and seethes in her home. She exemplifies
the consciousness-raising effort of the women's movement of the
time—hreaking silence by speaking, and thus revealing women's
bitterness as a chorus of single volees. Wilding's Waiting is a
litany that rhythmically described women's lives as reactive to
the actions of others and as characrerized by waiting—"Waiting
fon my breasts to develop/Waiting to get married/Waiting to
hold my haby/Waiting for the first grey haie/Waiting for my
body 1o break down, wo ger ugly/Waiting for my breasts 1o
shrivel up/Waiting lor a visit from my children, for leters/!
Waiting to get sick/Waiting for sleep, .. 71

Wilding’s waiting woman rocks slowly in her chair and
speaks in a low menotone from beginning to end. She is as im-
maobile and expectant as the players of Samuel Beckew's Waiting
Jor Godot. She presents herself —when all is said, done, seen, and
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Feminist Art Program Performance Group. Scrubbing,

ris Rush at Womanhouse, 1972, Photograph

Faith Wilding. Waiting. 1971. First parformed by Faith

5, 1972, Photograph by

Wilding at Womanhouse, Los An

Lloyd Hamrol




Karen LeCoq and Nancy Youdelman. Lezah's Room, basad

on Colette’s Chere. Mixed media site installation at Womanhouse,
1972, In this performance, a waman continually applied leyvers of
makeup, exprassing, the artists said, “the pain of aging, of lasing
beauty, pain of competition with other women. We wanted to deal

with the way women are infimidated by the culiure o constantly
maintain their beauty and the feeling of desperation and
hedplessness once this beauty is lost.”

heard—as a sign of Nothingness, which is a keystone of modern

art and a part of the existential gestalt of our time. But her exis-
tential emptiness is overcrowded with mundane incident, In the

act of waiting in the empiv space which she attempis to fill with
the litany of all she has waited for in her life, Wilding is the

American female vernacular of existental modern “man,” a lone
figure whom we know in the spare sculptures ol Alberto
Giacomerri or in the narrow space of the stripe of a Barnett
Newman painting.

Beckett's singular figures waiting for God, an interpretation
of human hope and fmility based on Heidegger's philosophy
and Sartre’s fictional characters, somehow find courage and the

will 1o be in a world devoid of ultimate external meaning. But
the housewife has not freely and fully commiuted herself to her
own life, nor has she been invited by the structure of her exis-
tence 1o do so,

The housewife is a full-time solitary worker who has not, in
her own mind, stood alone, Sitting and waiting, she sull feels
“stood up.” And for the voung women working on the Woman-
house project, even as they evoked her they bade her good-bye
as an image of the women they would become. Their work had
already led them into far different realms than the woefully
stricken traditional female model they portrayed.

But what was the relationship between the woman ad-
dressed in Womanhouse and the young women students who
created environments? Mostly in their late weens and early twen-
ties, only a very few of the women had married. They had not
experienced what they depicted in Womanhouse as wives and
mothers, but rather as daughters.

Three Women, wrinten by the Feminist Art Program Perfor-
mance Group and performed by Nancy Youdelman, Shawnee
Wollenman, and Jan Oxenberg, differed from most of the
Womanhouse performances because it grew indirectly out of the
experiences of those developing the piece. In their performance
group, they asked themselves a hypothetical question: “What if
our lives had taken a different twrn?” In roleplaving sessions,
they explored the psyche of three female stereotypes: a hippie, a
prostitute (with a golden heart), and a mother (naive and still
looking for a Mr. Right), Judy Chicago remembers:

e evening, in the performance workshap we [Chicago, Ka-
thy Huberland, Judy Huddleston, Sandy Orgel, Christine
Rush, Nancy Youdelman, Faith Wilding, and Shawnee
Wollenman], all dressed wf, making up ouwr faces, putting on
wigs and outlandish costumes. Immediately, the room was
transformed into a brothel, as if the act of self~decoration was
seen s i really &5, a kind of frostitution of the self to gain
male apfroval. We related fo each other “through™ our voles,
and out af that evening grew a piece called Three Women,
hased an the autobographies of tree women in the group.
Each of them had reached crossroads in their lives when they

had to make decisions about being “women” in the sense thai
society demanded, or defying society and being themselues.
They had all made healthy choices, It it was easy for them to
imagine what would have happened to them if they had ac-

cepled societys commands, '

In fact, these studenis—each someone’s daughter—had de-
termined to make original choices in their lives. They wanted 1o
break out of all previously defined roles and live in the world as
artists. They were influenced not only by the coment of feminist
thought current in 1971, but by experiences in their own fam-
ilies. Their child’s and adolescent's points of view formed the
strong center of their oeuvre. Their visions, however, were still
to some extent covert, Seldom did a real memory become a di-
rect autobiographical subject, and in their communal work, the
Feminist Art Program artists were less clear in articulating per-
sonal realities than they were in their individual efforts. Thus, in
Three Women, the focus on fantasy, and the elaborate costuming
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that concealed authentic individual identity i favor of cultural

exaggeration, drew the text away from imagining the more
probable umres of the players.

Since heginning to work together, the participants
Womanhouse shared in a new experience. They had interacted
and created in an all-female community of artiss, led by
Schapiro and Chicago, female teachers who had become power-
ful role models. They were stromg and resourceful —and still
women! —synthesizing two qualities that had been nearly contra-
dictions in terms. Relationships with their female peers and
elders were given a name by feminist theorists: “woman-
identification.” These new relationships were expressed in only
one performance at Womanhouse,

Birth Trilogy was a ritual of rebirth and new identity sym-
holizing the community of women who attend their own and
ome another’s hirth. “Ir was a three-part piece,” Judy Chicago
remarks:

In the first part, six women stood i a line, legs spread, bodies
clase together, arms arornd eacl other’s weisls. Ha’onu"}'. they he-
gan to push down with theiv legs, making them into o birth
passage, trough which the last wemean in fine was frushed,
prapelled by the thrusting legs of the other women. After three
“babies” had been born, the three wowen playing “balies” lay
doarn on the flove while the three other women sat down back
to back. Then, the “babics” slowly crawled to the “mother” fig-
wres, whae embraced them, rocked them, comjorted them, and
murtured Srem. The thivd part was called “Wailing.” All six
wanten helt an the floar, heads together and arms avound
each other, freming a kind of dome shape with their haelies.,
e of the wemeer began fo haow, a slow, faunding melody.
The other wonen joined in, and the fuming become lowder
and fovder, move and maore vhythmic, The sownd was {ifke e
danger cry made by Algerian and Tunisian women, and as it
veached a higher and bigher intensity, becawe the sovwnd of
orgese, of labor, of joy. of ecstasy. 16

The ritual diagram of Birth Trilogy was almost identical to
ancient wiccan initiation ceremonies, The consciousness-raisimg
circle among feminist art performers was historically signibeant
not only as “speaking bitterness,” a practice of modern Chinese
culture, but also because it derived from an ancient Western
tracdition —dramatic ceremonies performed by witches’ covens at
sacred sites. In the wiccan initiation ceremony, coven members
stand one behind the other with legs spread apart, forming a
hirth canal. The initiates line up to pass through the canal, but
each is [irst challenged by a coven member who places a knife at
her breast, saying, “It is better for you to rush upon my blade
than to enter with fear in your heart” The initiate responds, “1
enter the circle in perfect love and trust.” In Birth Trilogy, the
circle was recast before an audience, from the private 1o the
public realm and from a secret ceremony 1o an art performance.

“Ch the frst night thar Womanhouse was open,” Judy Chi-

cago writes,

we performed only for women, The vesponse was overwhelm-
ing, The actresses condd hardly get through the lines of the

Cock and Cunt play {a comedy), the laughter and applause
was o loud, During the Three Women friece, womett cried,
laughed, and ewmpathized. and the Waiting ey caused a firo-
found silence —everyone was rﬁ’i’ph' maoved. After the perfor-
mances, e acting growp way eestatic, and our ecstayy lasted
until our nexi performance the following week, whicl was for a
mixed audience. Through the evening, theve was inapjropriate
sitence, embarrassed langhter or wfflod applase

Womanhouse turned the house inside out, thereby making
the private public. The anger that many women had felt in iso-
lation in the single nuclear-family suburban American dwelling
was Hung out at the 10,000 people who came o see the environ-
ment and performances. The audience for Womanhouse

became, after the fact, much larger than the sum of its eve wit-

nesses. Johanna Demetrakas, who made a 40-mimute color

feature film about Womanhouse, provided those who were not at

the site a dramatic view of the rooms and many of the perfor-
mances, including the strong, spontaneous reactions of the
audiences present. The hundreds of thousands of readers of
Time magazine in 1972 got a sense of Womanhouse's startling

elfects in the magazines lively report on the project.’®

It would be impossible 1o overstate the impact of Woman-
house on its artists and andience, Those who did not see the
installations or witness the performances {including this author)
experienced Womanhouse through its visual and verbal docu-
mentation, and through its kinship with the work of female
artists working in the early 1970s,

Looking hack on Womanhouse more than two decades later,
we can see this extraordinary student project as move than a
mirror of the tone and concerns of the women’s movement of
that time. Womanhouse held the raw, explicit expression of an
incipient feminist sensibility that has, o this day, provided a
source and reference for a tradition of innovative and socially
concerned contemporary art made by women.

The heritage and legacy of Womanhouse is a work-in-
progress of its own. As the lives and works of female artists of
the past are retrieved and incorporated into the canons of femi-
nist art and so-called high art, the mstallations and performances
produced for Womanhouse will be seen 1o rest on a hroader,
much richer base. And as Womanhouse is written into current
history and criticism, its influence will be more fully acknowledged.

The kinship web among woman-made art over time em-
braces Louise Bourgeois, for instance, whose series of works in
the mid-1940s called Fempe-Maison (Woman House) merged
the female form and the house form (page 207, to Miriam
Schapiro, who extended the subject of home and the personal
experience of community in Womanhouse when she created a
group of paintings in the 1980s using collage elements and
shaped canvases. A vintage embroidery that says “Welcome to
Our House” is glued o the center of Schapiros monumental
canvas, Winderland (page 84). Schapiro, always respectful of the
so-called traditional female ars of sewing, quilt making, and
embroidery, symbalically linked her contemporary collage-
paintings with the handiwork of other women by incorporating
the design, color, or even, as in Wonderfand, the piecework itself,
in her art.
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Sheila de Bretteville, director of the Women's Design Pro-
gram at CalArts and, in 1973, a cofounder with Chicago and
this author of the Los Angeles Woman's Building, made the
1972 catalogue for Womanhouse in the simple shape of a house.
Schapiros The House That Miriam Buwlt, 1982 (part of my ex-
hibition “At Home™ held at the Long Beach Museum of Art in
1983 —two months of installations, performances, artists' books,
poetry readings, and videotapes celebrating feminist art in
Southern California), was also shaped like a schemaric house.
Schapiro recalled:

fuspived by the theme of this [“At Home"] show, { have made
several new paintings whose materiality is lilerally the fabric
of the home. Augmenting my paintings is an installation
worked on by a number of California artists close to me
{friends, ex-students, mentors). Their contribution is a way of
enlarging the scope of my voom, making it symbolic of the

larger framework of feminist connections. 19

Poet Adrienne Rich warned that "Whatever is unnamed,
undepicted in images, whatever 15 omitted from biography,
censored in collections of leters, whatever is misnamed as some-
thing else, made difficult-to-come-by, whatever is buried in the
memory by the collapse of meaning under an inadequate or
lving language —this will become, not merely unspoken, but un-
speakable.”2® Although the bedroom was represented in five
incarnations in Womanhouse it was never actually occupied. The
hedroom of sex and intimate secrets is probably the most nghtly
closed closet of all, ver has also been a persistent model for for-
mulating feminist and humanistic artistic statements specifically
from the female point of view about sex, sexuality, marriage,
domesticity, and violence. Lesbians in the Feminist Art Program
did not find rooms of their own in which to express their sex-
uality, much less their sexual practice. But a decade after
Womanhouse, Nancy Fried, a participant in the community of
the Woman's Building, created the lesbian bedroom—a double
taboo—as the subject of her art. Made on plaques of bread
dough, Fried’s work depicts homeyv scenes of lesbian life, includ-
ing sexual relationships, which serve to break the conspiracy of
silence and calm the hysteria about lesbianism and leshians,
common to the Womanhouse project and subsequent educa-
tional feminist art programs.

The fertile shoes of the Womanhouse Shoe Closet are but
one of literally hundreds of ohjects and images that found their
way ino women's art after Womanhouse, Artsts such as Cheri
Gaulke, Eleanor Antin, Anna Homler, Nancy Kay Turner, and
Carole Caroompas are but a few of the feminist artisis who were
inspired by Womanhouse's shoe closet environment. Cheri
Gaulke, who arrived in Los Angeles a few years after the
Womanhouse project and had gone to study at the Feminist Stu-
dio Waorkshop, where she made this project a major part of her
education, used shoes as a major metaphor in her work, Her
shoe stories include Golden Lotus, 1977, a tuny arust-made book
of printed images glued to gauze and wrapped in a rectangle
on a wooden platform. Golden Lofus makes a connection be-
tween two kinds of distortion —Chinese foothinding and the
bonsai tree, culiure-directed natore cut back and twisted for
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Sherry Brody and Miriam
Schapiro. “Artist's Studio,” from
The Dalihouse. Three-dimensional
construction and mixed media for
Womanhouse, 1972, Collection
Miriam Schapire

Opposite:

Sherry Brody and Miriam
Schapiro. The Dalfhouse, Three-
dimensional canstruction and mixed
media, 48 x 41 = 8". Created for
Womanhouse, 1972, Collection Miriam
Schapiro. The Dolthouse juxtaposes
the beauty, charm, and relative safety
of the traditional home with the
unspeakable termors that actually exist
there.

“beaury.” Eleanor Antin's one hundred black boots “stood in” for
the artist in 1971 as they became a character in a hybrid perfor
mance work of hers. Anna Homler's Birthing Shoe is an actual
womarn's high-heeled shoe comtaining numerous tiny plastic
babies. Homler made a womb house of the shoe, with the
proverbial old woman in the shoe or the modern working girl
her implied but absent subject. Nancy Kay Turner’s Rubbing Her
The Wrong Way, a handmade one-of-a-kind artist's book, uses
pictures of spike-heeled shoes culled from Japanese comic
books, newspapers, magazines, 1930s-60s “how to” self-help
books, and dream fragments, o retrace her steps and thus re-
fect on hersell as an artist and woman. Los Angeles artist
Carole Caroompas “shoe-walks” through time in a work titled
Remembrance of Things Past.

From Womanhouse's repetitive washing and ironing, Mierle
Laderman Ukeles took scrubbing into the Wadsworth Artheneum
in Hartford, Connecticut, in July 1973, when she performed
Washing, Tracks, Maintenance: Maintenance Art Activity 111,
LUkeles would wash several areas of the museum where visitors

| were sure to walk. She would then wait for spectators to soil the
Hoor with their shoes. Then she would rewash the space, doing
so in this fashion until the museum closed. The rags that she
used were piled on the site, and the area was stamped with a
Maintenance Art stamp as an artistic self-documentation,

Ukeles's Maintenance, broadly interpreted and applied to muni-

cipal, national, and global sites and issues, became the central
concern of her art from that time.

In 1993, as I write this essay about Womanhouse, Rhonda
Roland Shearer has placed eight colored nine-foot bronze
statues of women vacuuming, caring for children, and cleaning
the toilet at the foot of an imposing equestrian statue of George
Washington in New York City's Union Square Park. “T want
George 1o get off his high horse,” Shearer wld me, echoing the
sentiments of the Womanhouse performer SHE, “and help with
the dishes.”

“If men had babies, there would be thousands of images of
the crowning,” Judy Chicago insisted on the logo of her The
Birth Praject. The Womanhouse dining room and kitchen had
been expressed and expanded in a 1979 multimedia installation,
The Dinner Party. The Birth Project, which merged fine arts and
the traditionally female craft of needlework, was inspired most
by The Birth Trilagy and and executed in the early 1980s by
womnen in their homes across the United States.

The outermost historical and concepiual perimeters of the
great and complex tapestry of women’s art, thought, and heart
that draw from the threads first spun by Womanhouse are still
spinning off. And the axial lineage of Womanhouse, back and
forward in time, is not yet whole cloth.
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