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harris®} = #0|
County Museum, LACMACA 7fH o @AH”, I=H1, BEF
T3t 19769 <4 wlrkE ¢ 1550-1950 Women Artist
1550-1950>29 ot} o]i= J4dn=9 AAk vzl that 149 i
F= Hoteted & dFHe Hole AT

FH, 7S THOE AYLE AFE AFHAE sFe g AFAY
M= 4G 24 el 2AS AXshe v eA oA vz
5ol AAEAT A7t 1970d ZH Ak FHU S| Hu|YAE nje
AHRE AP, 197149 AR RS 5o R WalA ofe] gl A EY o} 1]
oA HEE FuYAE ve T2 & BAAZY O 43 21
B ATHEL o4 AR olE FF EHHE Aol A E S A7}

ot

= 7183 Aow =2ZAMAYA AYu|syd LA
E2l

12799 LAAS A4dn|s7t2 FA4% ‘9433 Womanspace' , 181l
AdAYg A~ o3443 Los Angeles Woman's Building' 3 &7 o34
gk A A @G Ao et FALE A s E Y
Foli= AR 9} AlFaLe] HuYUAE uwjE 2 o §19je] 19739
ZANAY AoA QA ‘A AL3H Woman's Gallery' ©] mlHEE Q]

| 33k 7 ARl A As Ys $as] A duksts 9ds 3tk
o|H ¥, dAdu|Eo] FHE L AFACT mHd AE uFE AR RS} A
7haE oAl F v F& oA uFIgH #HE vzl ffgt

A A BAS BAAZY wguch 1 A3 ATt HuUZE wxe

Hu'

O

23) Laura Cottingham, €< #, 2000, p. 165.
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66) Lawrence Alloway, %9 &, 1976, pp. 66-67 ZZ.
67) Mirra Bank, Anonymous Was A Woman, New York : St. Martin's Press,

1979, p. 9.
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68) ¥ = E& M pp. 41-44 F=x.
Gouma-Peterson, &2 =, 1997, pp. 21-22.
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ABSTRACT

A Study on Miriam Schapiro’ s <Dollhouse>

Lee, Ji Eun

Dept. of Art History
Graduate School

Sungshin Women's University

This thesis is the result of a study on <Dollhouse> (1972) by
Miriam Schapiro (1923-). Schapiro set up the Feminist Art Program
at the California Institute of the Arts in Valencia in 1971 along with
Judy Chicago (1939— ). The <Dollhouse> is a joint work in 1972 by
Schapiro and Sherry Brody at the <Womanhouse>, which was
planned as a result of the Feminist Art Program.

This thesis starts with the viewpoint that Schapiro’ s <Dollhouse>
has originated from the <Womanhouse>, the culmination of the
Feminist Art Program which had opened the horizon of the
first—generation feminism arts. Beside, the study also cast a question
to the reason why Schapiro, although she is a real female artist that
spearheaded the first—generation feminism arts, brought the works of
abstract expressionism produced in the male—centered arts circle into
the <Dollhouse>. The thesis analyzed her femininity shown in the
<Dollhouse> on the presumption that she tried to build up her

femininity in the world of male artists of abstract expressionism.



Schapiro used quilt and needlework, which were thought lowly of as
women’ s arts at that time, in the <Dollhouse> for the purpose. But
the study paid attention to the fact that the subject and significance
of the work were the results of the first—generation feminist arts,
which brought the “women’ s sensibility” to arts and shed light on
them. For this, Schpiro set the autobiographical factor of “women’ s
life” as the groundwork for her work and then brought the quilt and
needlework, which had not been regarded as arts before, to her work
as a women' s culture that needs re—evaluation.

Based on the above mentioned points, the study looks in the first
chapter into some important factors that formed Schpiro’ s view of
arts in her childhood and presents the historical background behind
the emergence of feminist arts and the main features of the
first—generation feminist arts. In the second chapter, the study
analyzes Schapiro’ s works in each stage. It looks into the processes,
in which she explores the femininity through her works before and
after she entered into the stage of feminist arts. In the part, the
study also looks into the background how Schapiro came to establish
the Feminist Art Program at the California Institute of the Arts by
examining the meeting between Schapiro and Chicago, which became
the catalyst for her to engage in the feminist arts. And then the
study examines the <Womanhouse>, which contains the
consciousness of the first—generation feminism arts as the results of

the program. As for the analysis of works, the study interpreted the



significance of the <Dollhouse>, which Schapiro re—organized in
1972 after the <Womanhouse> was withdrawn, based on the
background, subject and the origin of the materials. Beside, the thesis
presented the correlation between the femininity and the women’ s
experience in everyday lives on the presumption that the femininity
shown in the <Dollhouse> is further firmed wup through the
objectivity of the women’ s everyday life and experience. The
procedure, in which Schapiro came to recognize herself through the
objectivity of her own experience in the daily life, was an inevitable
process for her to be freed from the male—centered viewpoint that
has been socially defined. Based on such characteristics, the study
explored the unique femininity of Schapiro through the comparison
between the adornment shown through the quilt and needlework and
the artist who pursued the pattern and decoration.

Through this study, the researcher could realize that Schapiro tried
to counter the male—centered arts community by using the
needlework and quilt in the <Dollhouse>, which was very feminine
given her agony over the identity as a female ego and female artist
in the artist circle from the early 1950s to 1960s. In addition, the
thesis could also shed light on the peculiar femininity of Schapiro,
who built up the everyday life and experience of women through

objectivity.
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