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" I f only Mrs. Seton and her 
mother and her mother before her 
had learnt the great art of making 
money and had l e f t t he i r money, 
l i ke the i r fathers and the i r 
grandfathers before them, to found 
fe l lowships and lectureships and 
pr izes and scholarsh ips appropr i 
ated to the use of t he i r own sex, 
we might have dined very t o l e r 
ably up here alone o f f a b i rd and 
a bott1e of wine. . . . " 

Vi rg in i a Woolf 
A Room of One's Own 

Women are conspicuous in the i r absence 
among most studies of art h i s to r y . 
Janson's (1971) His tory of A r t , widely 
used in North American un i v e r s i t i e s 

and co l l eges , does not give prominence 
to a s ing le woman a r t i s t . Hauser's 
( 1 9 6 8 ) The Social History of Art l i s t s 
4 5 0 a r t i s t s and among them is but one 
woman. Last year Time Canada spon
sored a t r a v e l l i n g exh ib i t and pr inted 
an elegant catalogue t i t l e d The Can
adian Canvas ( 1 9 7 4 ) but only a few of 
the works in the exh ib i t were done by 
women.(l) Establ ished chron ic les of 
a r t , however broad in scope, tend not 
to include women. Why? 

Women Forgotten 

One response to th is question is that 
"great women a r t i s t s " have existed but 
they have been cons is tent l y overlooked 
and forgotten by art h i s to r i ans who 
are usual ly male. While a number of 
" f o rgo t t en " women a r t i s t s have been 
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found by women ar t h i s to r i ans l i ke 
Eleanor Tufts ( 1 9 7 4 ) , the case of the 
Hay l la r fami ly serves as a useful 
example. (2) 

The Hay l lars were an a r t i s t i c family 
o f V i c to r i an t imes. V i r t u a l l y a l l that 
is known about them comes through an 
a r t i c l e in two parts by Christopher 
Wood (1974). James Hay l lar painted 
scenes of v i l l a g e and family l i f e which 
were received well enough in V i c to r i an 
England that he was able to earn a 
comfortable l i v i n g . He and his wife 
had nine c h i l d r e n , f i v e of whom were 
g i r l s . As the ch i ld ren l e f t res iden
t i a l school and returned home the 
father set out to educate them h imse l f . 
The g i r l s worked from ten in the morn
ing to four in the afternoon each day 
learning drawing and perspect ive . 
Later they graduated to pa in t ing . 
While the g i r l s adjusted to th is r i g i d 
apprent iceship the boys, by Wood's 
account, resorted to emigration in 
t he i r e f f o r t to escape i t . 

The industr iousness and d i s c i p l i n e of 
Hay l lar and h is daughters—Jess ica , 
Ed i t h , Mary and Kate^-were rewarded 
during the la te l 8 8 0 ' s and l 8 9 0 ' s . 
Each had at least one p ic ture hung at 
the Royal Academy—a d i s t i n c t i v e accom
plishment. According to Wood ( 1 9 7 4 ) , 
the most ta lented of the four were the 
e ldest g i r l s , J ess i ca and Ed i th , but 
a l l four had an ac t i ve market for t he i r 
work and exhib i ted at the Royal Academy 
and g a l l e r i e s such as the Walker Art 

Gal lery in L i ve rpoo l . Kate 's f i r s t ex
h ib i ted paint ing was bought by no less 
a person than the Princess of Wales. 
With the eventual dec l ine of family-
imposed d i s c i p l i n e , the Hayl lar women 
turned from a r t . According to Wood 
( 1 9 7 4 : 6 ) : "The house seems to have put 
a spe l l on them a l l , which was broken 
when they l e f t . " What may have been 
the force of male-dominated soc ia l con
t ro l is misconstrued as the power i n 
herent in an enchanted house, This has 
the e f f e c t of making women's accomplish
ments seem more romantic and less r e a l . 
Further , Wood ( 1 9 7 4 : 8 ) descr ibes the 
Hayl lar women as " ta lented amateurs." 
These women who received such acclaim 
when productive are referred to as 
"amateurs" and the fact that other h i s 
tor ians have ignored them a t tes ts that 
th i s c l a s s i f i c a t i o n is accepted. While 
James Hay l l a r , formal ly t ra ined and 
male, is not so c l a s s i f i e d , his daugh
t e r s , schooled at home, but otherwise 
jus t as " p r o f e s s i o n a l " as the i r f a the r , 
are relegated to the category of charm
ing d i l e t t an t e s . By the usual s tand 
ards of "profess ional ism"--marketabi1-
i t y , pub l i c d isp lay and approval , i n 
volvement in a r t i s t i c work as a p r i 
mary occupation—these women q u a l i f i e d . 

If the case of the Hayl lar family can 
be taken as being in some way t y p i c a l , 
there are two points which can be 
drawn out . F i r s t , the point made more 
emphatic by Tufts (1974) in Our Hidden 
Her i tage: in the past women have a t 
tained prominence, perhaps even "great-



ness , " but male art h i s to r i ans do not 
now accord them recogni t ion . The 
second point to be drawn from the 
Hay l i a r example i s , when women a r t i s t s 
of the past are " r ed i s cove red , " the 
in te rpre ta t ion of the i r circumstances 
may bear a pecu l i a r stamp. The i r s i t u 
at ion may be d i s to r ted by romantic 
notions of c r e a t i v i t y and in f luence. 
As w e l l , the i r work may be "devalued" 
in a way that subt ly and thus i n s i d 
ious ly maintains the ideology of male 
supe r i o r i t y . Tufts has made a s i g n i f i 
cant cont r ibut ion to remedying such 
d i s t o r t i o n in her book when she t r i e s 
to "d i spe l some of the amusing and 
f a l l a c i o u s myths that have sprung up 
concerning women a r t i s t s , such as that 
of the c h a r a c t e r i s t i c 'female touch' 
and 'female theme. ' " (Tufts , 1 9 7 4 : x v i ) . 

Forgotten or Excluded? 

T u f t s ' (1974) extensive re-examination 
of art h is tory may, however, f a l l into 
a category descr ibed in a prev ious ly 
published a r t i c l e by Linda Nochl in 
(1973) t i t l e d "Why Have There Been No 
Great Women A r t i s t s ? " In Noch l in ' s 
terms, Tu f t s ' work may be an e f f o r t " to 
dig up examples of i n s u f f i c i e n t l y 
appreciated women a r t i s t s throughout 
h i s t o r y ; to r ehab i l i t a t e modest, i f 
in te res t ing and product ive, careers ; to 
' r ed i scover ' forgotten f lower-painters 
. . . and make a case for them." 
(Nochl in, 1973 '3 ) Nochl in observed 
that v i r t u a l l y a l l successful women 
a r t i s t s of the past were, l i k e the 
Hayl lar women, daughters or c lose r e l a 
t ives of male a r t i s t s . This suggested 

to her that women u n t i l recent ly have 
been excluded from formal oppor tun i t ies 
fo r developing the i r a r t i s t i c t a l en t s . 
Even when women were admitted to ar t 
academies, Nochl in ( 1 9 7 3 : 2 4 - 2 7 ) d i s 
covered i t was not on a bas is equal to 
male students. I n i t i a l l y they were 
deprived o f such essen t i a l t r a i n ing 
components as l i f e drawing c l a s se s . 
When la ter they were admitted to 
c lasses with female models, the models 
were p a r t i a l l y draped. Before th is 
great advance, " l a d y " students often 
used cows as the i r models. If women 
apprentices were not prevented by 
ex te rna l l y enforced, male-determined 
rules o f p rop r i e t y , they may have been, 
l i k e Emily Carr , prevented by in terna 
l i z ed i nh ib i t i ons from attending 
classes where nude models were pro 
v ided. (3) 

Art and Ins t i tu t ions 

Basic to Noch l in ' s answer to the ques
t ion of why there have been no great 
women a r t i s t s is a soc i o l og i c a l analy-
s i s o f the production of a r t . There 
is a tendency to look at a r t i s t s as 
being ind iv idua ls whose "g rea tness , " 
i f present , ex i s t s r e l a t i v e l y indepen
dently of soc ia l and h i s t o r i c a l fo rces . 
"Great a r t , " Nochl in ( 1973 :7 ) suggests, 
is erroneously held " to have manifested 
i t s e l f very e a r l y , independent of ex
ternal encouragement." Quite to the 
contrary , and in keeping with contem
porary soc i a l psychology, she i n s i s t s , 
"The making of a r t involves a se l f -
consistent language of form . , . 
which has to be learned or worked out , 



t h r o u g h s t u d y , a p p r e n t i c e s h i p , o r a 
long p e r i o d o f i n d i v i d u a l e x p e r i m e n 
t a t i o n . " ( N o c h l i n , 1973:5) Becoming 
an a r t i s t r e q u i r e s a c c e s s t o i n s t i t u 
t i o n a l i z e d o p p o r t u n i t i e s and " N o c h l i n 
showed t h a t , because o f the o p p r e s s i o n 
o f t he p r e v a i l i n g s o c i a l c o n d i t i o n s , 
a woman bo rn w i t h the i n h e r e n t t a l e n t 
o r p o t e n t i a l o f a P i c a s s o wou ld p r o b 
a b l y have ended up as a w i f e and a 
mother r a t h e r t han as a s u c c e s s f u l 
a r t i s t . " ( O r e n s t e i n , 1975=506) 

S o c i a l i n s t i t u t i o n s a r e , i n M a r x i s t 
t e r m s , the a r t i s t ' s "means o f p r o d u c 
t i o n " and e x c l u s i o n f r om key i n s t i t u 
t i o n s can make " d o i n g a r t " v i r t u a l l y 
i m p o s s i b l e . W h i l e a c c e s s t o t r a i n i n g 
i s o f key i m p o r t a n c e , t h e " a r t w o r l d " 
i n o u r s o c i e t y i n v o l v e s a number o f 
i n t e r - r e l a t e d i n s t i t u t i o n s . A c c e s s t o 
one and the d e m o n s t r a t i o n o f competence 
w i l l not i n s u r e a c c e s s t o o t h e r s and 
" s u c c e s s " i n te rms o f c o n t e m p o r a r y 
s t a n d a r d s . To i l l u s t r a t e t h i s p o i n t 
we w i l l t u r n nex t t o a n o t h e r " c a s e 
s t u d y . " T h i s one i n v o l v e s the e x 
p e r i e n c e o f M o l l y Lamb Bobak , a C a n 
a d i a n woman now l i v i n g i n New B r u n s 
w i c k . (4) 

M o l l y Lamb g r a d u a t e d f r om t h e V a n c o u 
v e r S choo l o f A r t i n 1942 where she 
worked as a s t u d e n t under J a c k Shad-
b o l t . A t the age o f twen ty Lamb e n 
l i s t e d i n the army w h i l e Canada was a t 
w a r . D u r i n g he r b a s i c t r a i n i n g she d i d 
a number o f d r a w i n g s d e p i c t i n g he r m i s 
a d v e n t u r e s i n the m i l i t a r y . She had 
o c c a s i o n t o show them t o A . Y . J a c k s o n 

who s u g g e s t e d she see the e d i t o r o f 
New W o r l d . T a k i n g J a c k s o n ' s a d v i c e , 
Lamb r e c e i v e d a commiss i on by the 
magaz ine t o do a s e r i e s o f d r a w i n g s on 
t h e theme, " A Day i n t h e L i f e o f a 
C . W . A . C . " The d r a w i n g s were r e p r o d u c e d 
i n New Wor l d and were l a t e r o b t a i n e d by 
t h e N a t i o n a l and T o r o n t o g a l l e r i e s . An 
e x h i b i t i o n o f t h e work o f the Armed 
F o r c e s was h e l d i n O t t a w a . The f i r s t 
p r i z e went t o Sapper Bruno Bobak , l a t e r 
t o become Lamb's h u s b a n d , and the 
second p r i z e went t o P t e . M o l l y Lamb. 
As a d i r e c t r e s u l t o f s u c c e s s a t t h i s 
e x h i b i t i o n , Bruno Bobak was t r a n s f e r r e d 
t o War Reco rds t o become an " O f f i c i a l 
War A r t i s t . " A p p o i n t m e n t s t o the 
p o s i t i o n o f " O . W . A . " were s c a r c e and 
c o v e t e d . In an a t t e m p t t o be f a i r i n 
the d i s t r i b u t i o n o f t h i s r e w a r d , a 
sy s t em o f c o m p e t i t i o n was d e v i s e d f o r 
t h e i r c h o o s i n g . E x h i b i t i o n s such as 
t h e one i n w h i c h Lamb won second p r i z e 
were the b a s i s f o r a p p o i n t m e n t . In a l l , 
t h e r e were t h i r t y - o n e commiss i oned war 
a r t i s t s who worked f o r the War Reco rds 
D e p a r t m e n t . A l l o f them were men. 
Lamb's commiss i on d i d not i m m e d i a t e l y 
f o l l o w he r w i n n i n g o f a p r i z e as i t 
s h o u l d have . War Records made i t 
c l e a r t h a t i t d i d not want women. 
Lamb p r o t e s t e d , but her p r o t e s t was not 
s u c c e s s f u l u n t i l l a t e i n t h e war when, 
a c c o r d i n g t o o f f i c i a l s o u r c e s (Wode-
h o u s e , 1968:7): 

A scheme was e v o l v e d f o r t h e 
N a t i o n a l A r t G a l l e r y t o make use 
o f t h e t a l e n t s o f c e r t a i n s e n i o r 
e s t a b l i s h e d a r t i s t s who c o u l d not 
meet the m e d i c a l s t a n d a r d s s e t by 
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the serv ices for a r t i s t s in 
theatres of operat ions. 

It seems f a i r l y c lear that "medical 
standards" had included possession of a 
penis . The "scheme" consisted of the 
employment of two women a r t i s t s to re 
cord the a c t i v i t i e s of women in the 
Armed Serv ices . One was a c i v i l i a n and 
the other was Molly Lamb who served 
from May 1945 to May 1 9 4 6 . 

Lamb's case ca r r i es us further into the 
ana lys is of what women a r t i s t s are up 
aga ins t . If one develops competence 
what struggles must follow? Dorothy E. 
Smith (1975) in her a r t i c l e "An Analy 
s i s of Ideological Structures and How 
Women are Excluded" asserts that the 

production of " ( i )mages, vocabu la r ies , 
concepts, knowledge of and methods of 
knowing the world are integra l to the 
prac t i ce o f power." (Smith, 1975:354) 
The "p r a c t i c e of power" is to a great 
extent in our soc iety the prac t i ce of 
a few e l i t e men.(5) Smith (1975:354) 
says, "Men attend to and treat as s i g 
n i f i c a n t only what men say . " When 
women are admitted to the c i r c l e of 
s i g n i f i c a n c e , "They have been admitted 
to i t only by spec ia l l i cence and as 
ind i v i dua l s , not as representat ives 
of the i r s e x . " (Smith, 1975=354) 

The "means of product ion" in ar t i n 
clude a ser ies o f in te r lock ing i n 
s t i t u t i o n s inc luding ar t t r a i n ing 
cent res , u n i v e r s i t i e s , ar t g a l l e r i e s , 



ar t journa ls , (6 )magazines and news
papers where c r i t i c s pub l i sh , govern
ments and large corporat ions who have 
become the major ar t consumers. Not 
only are these i n s t i t u t i ons or "means 
of p roduct ion" almost exc lus ive male 
p reserves , but, as has been demonstrated 
fo r Canadian soc ie ty by Porter ( 1 9 6 5 ) 
and Clement ( 1 9 7 5 ) , they are in fac t 
dominated by a small and exc lus i ve 
ru l i ng e l i t e . Before enter ing into a 
d i scuss ion o f what t a c t i c s the women's 
movement should use to assert the r ight 
o f women to do a r t , we must f i r s t 
examine what e f f ec t the entry of a few 
women into pos i t ions of prominence in 
the art world would have. 
Women, A r t , and Cap i ta l i sm 

Tuf ts (1974) has claimed that women's 
a r t , though not i n s i g n i f i c a n t , has 
been fo rgot ten . Nochl in ( 1 9 7 3 ) , on the 
other hand, suggests that women's con
t r i bu t i on was i n s i g n i f i c a n t because the 
male-dominated soc ia l order denied them 
access to the i n s t i t u t i ons necessary 
fo r the development o f a r t i s t i c t a l e n t . 
A kernel of t ruth l i e s in both of these 
arguments but both approaches imply 
that blame l i e s with men c o l l e c t i v e l y 
and that the so lu t i on for women l i e s 
with the struggle for equa l i t y wi th in 
the e x i s t i n g system. It is poss ib le 
that so lu t ions should be or iented to 
ward a chal lenge o f the p o l i t i c a l -
economic system i t s e l f rather than a 
f i gh t for equal s t a tus . 

Some have argued that cap i t a l ism neces-
s i t a t e s the c o l l e c t i v e repression of 

women.(7) If th is assumption can be 
accepted, the f i g h t fo r "equal s t a tus " 
fo r women without i n s i s t i n g upon 
rad ica l changes in the system i t s e l f is 
bound to be f u t i l e . But, let us assume 
that the c a p i t a l i s t system is f l e x i b l e 
enough to include greater pa r t i c i p a t i on 
o f women in pos i t ions o f prominence and 
power. Could the few women who "make 
i t " in the terms of the e x i s t i n g system 
be expected to act in the c o l l e c t i v e 
in teres t o f women and other excluded 
soc i a l ca tegor ies , or would they see 
themselves as " i n d i v i d u a l s " and act in 
keeping with the in terests of ru l ing 
e l i t e s ? We turn next to an explorat ion 
of that question with pa r t i cu l a r r e f e r 
ence to women in a r t . 

Art and Individual ism 

Throughout th i s paper we have r e l i ed on 
the argument that a r t , though requ i r ing 
" t a l e n t " or p o t e n t i a l , a lso requires 
i n s t i t u t i o n a l access. Art as a r e l a 
t i v e l y independent, ind iv idua l product 
is a conception which developed along 
with cap i t a l i sm. Unt i l the foundations 
of cap i ta l i sm were developed with the 
extension of commerce, trade and bank
ing , a r t i s t s often did not sign the i r 
works. The emphasis on ind iv idua l ism 
in ar t developed along with a p h i l o s 
ophy of ind iv idua l i sm which became one 
of the major ideologica l components of 
the c a p i t a l i s t system. The idea that 
ar t is pr imar i l y an ind iv idua l manifes
t a t ion and that soc ia l i n s t i t u t i ons are 
only secondary i s , as we have argued, a 
f a l s e one. But, i t is a useful concept 
to those seeking to maintain the ex-



e lus ion of women. If a woman wishes 
to become an a r t i s t and has the ta lent 
to do so, and i f she does not "make i t " 
as an a r t i s t , she is led by the ideology 
of c ap i t a l i sm—ind i v idua l i sm—to see 
her f a i l u r e as personal inadequacy or 
the f a i l u r e of "chance" to s ing le her 
out for recogn i t ion . She is not , by 
th is ideology, encouraged to analyze 
the soc ia l mechanisms by which women 
are c o l l e c t i v e l y repressed. However, 
i f she becomes an exception and does 
"make i t " as an a r t i s t the same i d e o l 
ogy may keep her s i m i l a r l y " f a l s e l y 
consc ious . " She is encouraged to i n 
terpret her success as being due to 
unique personal q u a l i t i e s and to con
clude therefore that she has no o b l i 
gation to unite with other women in 
f igh t ing the i r common oppress ion. She 
may conclude that anyone can "make i t " 
i f she "has what i t t akes . " 

Therefore, to f igh t for "equal s t a tus " 
for women a r t i s t s may have very l imi ted 
value. The white, male-dominated 
c a p i t a l i s t system maintains the p r i v i 
lege of a few at the expense of the 
oppression of non-whites, working 
c lass people general ly and women. But, 
enough exemptions from a general s e r 
v i tude are permitted to prevent people 
from perce iv ing the i r c o l l e c t i v e i n 
terest in opposing the system. There 
is every reason to be l ieve that more 
of those now excluded could be accom
modated without ser ious d is rupt ion of 
the status quo. In other words, i t is 
poss ib le for women a r t i s t s to gain 
"equal s t a tus " wi th in a general 

system of inequa l i t y , 
goal fo r women's art? 

Is that a v a l i d 

According to Lord (1974) and Tax 
( 1 9 7 2 ) , "mainstream" ar t is devoid of 
"meanings"which re la te to and enl ighten 
the c r i t i c a l concerns of most people. 
This a r t serves e l i t e in teres ts and 
r e f l e c t s the a l i ena t i on of a r t i s t s and 
a r t i s t i c production in a c a p i t a l i s t 
context . Therefore simply gaining 
"equal r i g h t s " for women a r t i s t s would 
reward few who do l i t t l e to a l t e r the 
s i t ua t i on of most. "Separate but 
equa l " s t a tus , a status seemingly 
sought by a number of women in the 
feminist a r t movement, may have s im
i l a r l y l imi ted r e s u l t s . The chal lenge 
fo r women a r t i s t s , as i t is perhaps 
fo r a l l women, is to f i nd ways o f 
bene f i t t i ng from the experience of 
the i r oppress ion , a l l y i n g themselves 
with people who share a s im i l a r ex
per ience , and dev is ing ways o f enter ing 
the s t rugg le for the l i be r a t i on of 
people. 

1. A group of women faculty and students from the University of Manitoba's 
School of Art protested the under-representation of women artists at the 
opening of the Time Canada exhibit In Winnipeg. They crit i c i z e d both the 
low percentage of women in the exhibit ( H £ ) and the distribution of women 
in the School of Art (725; third year students, 27% lecturers, 9$ assistant 
professors and 0% tenured professors. Another criticism of the exhibit was 
that a l l works tended to bear the stamp of New York legitimacy whether they 
were by Canadians or ex-patriate Americans. The issue of Imperialism in 
art Is one which overlaps In some respect the topic of this paper. For 
left critiques see Barry Lord's (1974) The History of P a i n t i n g In Canada: 
Toward a People's Art and Greg Curnoe's (1976) "Feet of Clay Planted Firmly 
in USA." 

2. A more extensive examination of the circumstances of the H a y l l a r women from 
a feminist perspective is found in a paper, "Male Historians and Women 
Artis t s " (Bawden, 1976a). The paper demonstrates that the artists are "de
valued" and romanticized although the evidence supports more generous in
terpretations. 

3- This information comes from a CBC television documentary In two parts done 

on this Important artist and only female associated with the group of 


