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Let's stop aggrandizing it by calling it "artificial
intelligence," and begin calling it what it really is:
plagiarism software.

There is no artificial intelligence. It's not creating
anything, just copying existing work by existing
artists and changing it enough to skirt copyright
laws: there's a reason why everything is all "in the
style of Wes Anderson" or "in the style of Ernest
Hemingway." So don't say "an artist generated these
images using artificial intelligence," but rather
"someone made this using plagiarism software."

Don't say "a marketing company utilized artificial
intelligence to make this ad," but rather "created by a
marketing company using plagiarism software."

By allowing the companies making the plagiarism
software to call it "artificial intelligence" or "text
algorithms," you're giving them newspeak to hide
what they're making, and what their users are doing:
it's just plagiarism. Nothing else.




Modernity
Modernization
Modernism



* Modernity — 161-18t centuries; ages of discovery, doctrine of
discovery, exploration, exploitation, empire, colonization, codification
of nation-state, scientific revolution, democratic revolutions

* Modernization — 18™-19t centuries; age of industrialization, the
instrumentalization of modernity, efficiency and speed

* Modernism — 20 century-ongoing; commentaries on and creative
expressions 1n art and design about modernity and modernization



Whose modernism?

In the twentieth century the major institutional obstacles for women to acquire artistic training
were removed. Therefore, women became practicing artists in significant numbers. However,
just as this was beginning to occur, a theoretical/art historical construction known as
“Modernism,” developed to marginalize, and frequently erase completely, works of art
created by women artists. A number of influential studies have addressed the position of
women 1n relationship to Modernism. This 1s a key concern when evaluating the activities of

twentieth-century women artists.




For recent art history, Alfred Barr in 1936 began to construct a lineage or
heritage of Modernism, prioritizing Picasso and Cubism and other movements
practiced by male artists. In this genealogy, priority is given to abstraction and
formalist experimentation. Women artists were frequently not as attracted to
such types of art, because it displaced the subjective responses of the artist in
favor of an impersonal, neutral formal language. Furthermore, men dominated
avant-garde artists’ groups of the early twentieth century. Women were
permitted to exhibit most often as “wives” and “girlfriends.” The ideology of
Modernism prioritizes male activities and relegates women to the fringes as
“followers” of male leaders. Male artists are “heroes” propelling art forward.
Women artists are of little significance to the “major” movements: Their
presence is limited and trivialized. Given that works by woman [sic] are
generally never more than ten to twenty percent of the illustrations in

textbooks, women appear to be only of minor or marginal interest to the history

of art.

Katy Deepwell and others have cited Raymond Williams’s model of culture in
which a single “dominant” thread comes to stand for the entire field of art.
Using Foucault’s ideas, supported by an influential essay by Donna Haraway,
we characterize Modernism as a form of “situated knowledge” not an
inevitably “true” or “correct” view of the “history of twentieth-century art.” In
this constructed history, women artists only rarely make appearances.

However, “Woman” is consistently present in representations. The nude female

body dominates the canvases of the twentieth-century avant-garde, a passive
material on which the male artist exerts active control
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Europe and America: 1900-1945

The “-isms” of modernism: Fauvism, Simultanism, Cubism, Dadaism, and Constructivism

Interwar Period 1919-1933
* Paris
 Weimar Republic, Germany
* Dada
* Bauhaus

WW Il 1939-1945 Great Britain
USA
Canada

Women of Surrealism
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Emilic Charmy, Artist in Her Studio, 1905 Fauvism Emilie Charmy, Untitled, 1940 Abstraction/Non-Objectivity



Emilie Charmy, Colette nue, 1921

“You will do foolish things, but do them with enthusiasm.” -- Colette




Sonia Delaunay, Electric Prisms, 1914

Simultanism
Michel Eugene Chevreul

On the Law of the Simultaneous Contrast of Colors
(1839)

In Chevreul’s theory, and in reality, contrasting colors
brought together (i.e. simultaneously) enhance each
other, giving the painting greater intensity and vibrance
of color.

Delaunay’s exploration of the interaction between
colors create depth and movement in this painting.
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About 1911 I had the idea
of making for my son,
who had just been born, a
blanket composed of bits
of fabric like those I had
seen in the houses of
Russian peasants. When it
was finished, the
arrangement of the pieces
of material seemed to me
to evoke cubist
conceptions and we then
tried to apply the same
process to other objects
and paintings.

Sonia Delaunay



Alice Halicka, Composition a la guitare, 1914
Cubism

Analytical Cubism




Right: Daniel-Henry Kahnweiler (right), a Parisian editor Joe F.
Bodenstein

Center: Picasso, Portrait de D.H Kahnweiler I, 1957

Left: Pablo Picasso, Portrait of Kahnweiler, 1910




Alice Halicka, Composition a la guitare, 1914
Cubism

Analytical Cubism




Maria Blanchard (1881-1932)




Cubism/Synthetic
Cubism

Maria Blanchard, Still Life with Red Lamp, 1916-18 Maria Blanchard, Still Life Composition, 1916/17



Russian Constructivism

“Constructivism 1s movement away from
representation and contemplation toward activity
and production.”



Lyubov Popova, Painterly
Architectonic, 1917

PAINTING
+

ARCHITECTURE




Lyubov Popova, Space Force Construction 1920—1 Cubo-Futurism

Lyubov Popova, Untitled, 1917 Suprematism



A model of Tatlin's Monument carried in a May Day
parade in Petrograd (today's Saint Petersburg) in 1920.
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Vladimir Tatlin in coat he designed next to stove he designed
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Vladimir Tatlin, Relief, 1914

Metal and leather on wood




Vladimir Tatlin, Corner Relief, 1915




Vladimir Tatlin, corner Counter-relief, 1916
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Varvara Stepanova, Designs for Sports Clothing, LEF magazine, 1923

...the end of painting and the firm
establishment of “construction” as the new
artistic ideal.

The journal's objective, as set out in one of its first
issues, was to "re-examine the ideology and
practices of so-called leftist art, and to abandon
individualism to increase art's value for developing
communism.”

Image: Students at Vkhutemas, which was
the Russian state art and technical school founded

in 1920 in Moscow



Lyubov Popova, Design for 5x5=25, 1921

Varvara Stepanova, Design for 5x5=25, 1921

5x5=25 was a two-
part art exhibition
held in September—
October 1921
in Moscow. The five
artists whose work
was shown were
Aleksandra Ekster,
Lyubov Popova,
Alexander
Rodchenko, Vavara
Stepanova, and
Alexander Vesnin.

- highly abstracted,

geometric work

- rejected

expressionist
forms popular
prior to WW

- claimed to be the

"end" or "death"
of art



Women of the Left Bank: Paris between the Wars

Romaine Brooks [1874-1970]
Dandy
Romaine Brooks, Una, Lady Troubridge, 1924 Androgyne




Sporty Parisian dandies of the
1830s: a tight corset helped one
achieve his silhouette.




Woman as Dandy
and

Androgyne

Publicity photograph of Vesta Tilley as a man, late 19th century

“Dandyism is a sunset; like the declining daystar, it is glorious, without heat and full
of melancholv.” Baudelaire [1863]



Weimar Germany 1919-1933



The New Woman of the
Weimar Republic




= New educational and employment
opportunities for women.

®  Young middle-class women
increasingly employed in
secretarial and other ‘white collar’
jobs.

®  More disposable income &
interaction with the outside world

freed them from family influence.

m  \Wages spent of consumer goods
and entertainment — fashion,
cosmetics, cinema etc.

=  Absence of young men brought
about changes in sexual attitudes/
behaviour.

"The ‘new woman’ was the most renowned symbol of the sexual revolution of the 1920s. She had short hair, the famed Bubikopf; she was
slender, athletic, erotic, and amaternal. She smoked and sometimes wore men’s clothes. She went out alone, had sex as she pleased. She
worked, typically in an office or in the arts, and lived for today and for herself, as Elsa Herrmann wrote in yet another of the Weimar books, So
ist die neue Frau(This Is the New Woman), devoted to the topic. The woman of yesterday lived for her husband and her children and sacrificed
for the family. The new woman believes in equal rights, and strives to be self-reliant in economic terms. The war, argued Herrmann, brought
women no substantive gains, but it did “awaken . . . them from their lethargy and laid upon them the responsibility for their own fate.”

http://babylon-berlin-series.blogspot.com/2018/07/charlotte-ritter-new-woman.html
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(Das ideale Freundfchaftsbiall)

Balbmonaisfohetfl ey Rulhidrung Gbor Ideale Fraueniveundfohalt

Die homosexueile
Frau und die
Reichstagswahl

Fig. 1. “Premier Stockings.” BiZ, i
December 21, 1924 Suhund und Schmutz?

Reuchende Frauen

Freundinnen

Der Kiub der o 448 ‘ Fig. 6. “Hello, I am looking for work!” (author’s

translation). Der Weg der Frau, December 1931

"The Girlfriend: Journal for Ideal
Friendship between Women”
magazine for lesbians
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Left: Hannah Hoch and Raoul Hausmann (1886-1971) in front of her
photomontage at the 1920 International Dada Art Fair in Berlin

Right: Hannah Hoch (1889-1978) with her partner Til Brugman (1888-1958)
and a cat (above) Hoch and Brugman (below)

Hoch reflected, “Most of our male colleagues continued for a long while to

look upon us as charming and gifted amateurs, denying us implicitly any real SRR EUI T TPemtpe

professional status.”




First International Dada Fair, Berlin, 1920 "Art is dead! Long live Tatlin!"

Tatlin, Model for the Monument
to the 3rd International in wood
and wire displayed at the Vllith
Congress of the Soviets held in
December, 1920
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John Heartfield and Rudolf Schlichter
Preussischer Erzengel (Prussian John Heartfield, Cover of the exhibition catalogue of

Archangel), 2004 (reconstruction of First International Dada Fair (Erste Internationale
lost 1920 original) DE[ERVIENYS)




Raoul Hausmann, Spirit of Our Time, 1919

Dadasoph

"The German wants only his order, his
king, his Sunday sermon, and his easy
chair.”

--Raoul Hausmann




Photomontage

She noted that “there are no limits to the
materials available for pictorial collages—
above all they can be found in photography,
but also in writing and printed matter, even in
waste products.”

Hannah Hoch, Cut with the Dada Kitchen Knife through the
Last Weimar Beer-Belly Cultural Epoch in Germany, 1919
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Jean (Hans) and Sophie Taeubur Arp in their studios

Kachina Doll Outfits by Sophie Taeuber Arp, 1922






Sophie Taeuber Arp, Marionette, 1918




Sophie Taeuber-Arp, Dada Head,

1920



Theo Van Doesburg, Sophie Taeuber-
Arp, Jean Arp, Café Aubette
Strasbourg, France Color scheme for
floor and long walls of ballroom,
preliminary version, 1927
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Above: Sophie Taeuber-Arp in
: Ascona, Switzerland, 1925
. Left: Jean Arp, Forest, 1916




Solitvde -Fntonnoin

Suzanne Dur:u\:z.p,
1921

Sophie Taeuber Arp, Marionette, 1918

Hannah Hoch, Pretty Girl, 1920

Suzanne Duchamp, Solitude-Funnel 1921



= 2

'-J\\i)/ <

i

(X,

b "TUL
2 Pl XAX

oy

I

Duchamp family photo,
1899

“Gaston Duchamp (1875-1963)

(Jacques Villon)

Raymond Duchamp (1876-1918)
(Raymond Duchamp-Villon)
Marcel Duchamp (1887-1968)
Suzanne Duchamp (1889-1963)
Yvonne Duchamp (1895-1969)
Magdeleine Duchamp (1898-1979)

Suzanne Duchamp (1889-1963), ca.
1922
Photograph by Man Ray




Suzanne Duchamp, Solitude-Funnel 1921

Dadaism

In February 1920, Francis Picabia wrote, “Suzanne Duchamp
does more intelligent things than paint.”

Salitvde-Fntonnoin

Svzanne D'/( wunmp. ¥

191




Women of the Bauhaus
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Unfang der Lehee

aus umfale alle praktizchen und wissenschafilichen Gebiete

Die Le;tung des
Staatlichen Bauhauses in Weimar :
Walter Gropius.

Lyonel Feininger, Cathedral — Frontispiece of Bauhaus Manifesto, 1919

The ultimate goal of all art is the building! The
ornamentation of the building was once the main
purpose of the visual arts, and they were considered
indispensable parts of the great building. Today, they
exist in complacent isolation, from which they can only
be salvaged by the purposeful and cooperative
endeavours of all artisans. Architects, painters and
sculptors must learn a new way of seeing and
understanding the composite character of the building,
both as a totality and in terms of its parts. Their work
will then re-imbue itself with the spirit of architecture,
which it lost in salon art.

Let us create a new guild of craftsmen, without the class
distinctions which raise an arrogant barrier between
craftsman and artist. Together let us conceive and
create the new building of the future, which will
embrace architecture and sculpture and painting in one
unity and which will rise one day toward heaven from
the hands of a million workers like the crystal symbol of
a new faith.

Walter Gropius, Proclamation of the Weimar Bauhaus,
1919
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Walter Gropius, Bauhaus School, Dessau, 1926



workshop building
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technical school
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Auditorium, Marcel Breuer designed chairs
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Bauhaus curriculum




Bauhaus Workshops: Weaving






Right: The women from Bauhaus weaving workshop on
the staircase of the Bauhaus building in Dessau, 1927
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Gunta Stolzl [1897-1983] ST M M. A, Breuer chair (1922)

Gunta Stolzl, Wall hanging "Slit Tapestry Red/Green" 1927/28




Center top: Anni Albers at the Bauhaus, circa

1929
Center bottom: Anni Albers, Anni Albers in her

weaving studio at Black Mountain College, 1937




Diasporic Bauhaus

Texas Bauhaus
(1940-1975)



Experimental Photography by Carlotta Experimental Photography by Ida Lansky Experimental Photography by
Corpron (1901-1988), Professor of (1901-1988), student of Corpron and Barbara Lucile Maples (1912-

Photography at TWU librarian at UTA 1999) friend of Corpron and art
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Charlotte Salomon
[1917-1943]
Life? Or Theatre? 1940-42

Charlotte Salomon,




Great Britain



Dame Laura Knight, Ruby Loftus
Screwing a Breech Ring, 1943
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Barbara Hepworth, Single Form, Monument to Dag
Hammarskjold, 1964



<
3 - |
ot i
- Hc = EI"
¥ ]
- - ll
:: ’"‘
— — — — e — — — — — . . e S e . . . . . . . . - 1 ﬁ'.
- T
e p e b - - ————— - ’ »»-—-—--—---—-—-- — — — — — ] ! .l_l
— —= s m‘
— - HIE s L
"' "4 — iy
-_——b-———-- — o 7 '— !E’I..
--—-——d - : ,_q_._«,_-,_'_l'f!
. - « ‘l [
|‘|’
4
B 7
= ____s'f () =
— B o
St 3 \”

Concrete Art

* Geometric abstraction
* Universal elements
* Abstract, nonrepresentational vocabulary

Barbara Hepworth, Single Form, Monument to Dag
Hammarskjold, 1964




United States
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Florine Stettheimer, A Model (Nude Self-Portrait), 1915
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Edouard Manet, Olympia, 1863 Florine Stettheimer, A Model (Nude Self-Portrait), 1915



Florine Stettheimer, Cathedrals of Fifth Avenue, 1931
60 x 50 in.




Georgia O’Keeffe
(1887-1986)




Georgia O’Keeffe, No. 13 - Special Georgia O’Keeffe, No. 8 - Special
(Drawing No. 13), 1916 (Drawing No. 8), 1916






IN THE HOUSE OF REPRESENTATIVES.

DrcoeMBrr 138, 1923.

Mr. AntHONY introduced the following joint resolution; which was referred
to the Committee on the Judiciary and ordered to be printed.

JOINT RESOLUTION

Proposing an amendment to the Constitution of the United

States.

Resolved by the Senate and House of Representatives

of the United States of America in Congress assembled

(two-thirds of each House concurring therein), That the

Alice Paul and Crystal Eastman, authors of the
original Equal Rights Amendment in 1923

following article is proposed as an amendment to the Con-
stitution of the United States which shall be valid, to all

intents and purposes, as part of the Constitution when

E I R. ht ratified by the legislatures of three-fourths of the several
q u a I g S States :
ArTICLE XX.

A' I lel Id I I |€I I l “Men an women shall have equal rights throughout
the United States and every place subject to its jurisdiction.

“Congress shall have power to enforce this article by

appropriate legislation.”




Works Progress
Administration (WPA)

Farm Security
Administration (FSA)

Dorothea Lange, Migrant Mother of 6, Age 32, 1936
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Dorothea Lange, Migrant Mother of 6, Age 32, 1936

| saw and approached the hungry and desperate
mother, as if drawn by a magnet. | do not remember
how | explained my presence or my camera to her, but |
do remember she asked me no questions. | made five
exposures, working closer and closer from the same
direction. | did not ask her name or her history. She
told me her age, that she was thirty-two. She said that
they had been living on frozen vegetables from the
surrounding fields, and birds that the children killed.
She had just sold the tires from her car to buy food.
There she sat in that lean-to tent with her children
huddled around her, and seemed to know that my
pictures might help her, and so she helped me. There
was a sort of equality about it.

-- Dorothea Lange



Different versions of Migrant Mother (Florence Owens
Thompson) by Dorothea Lange




Different versions of Migrant Mother by Dorothea Lange

Florence Thompson and her daughters Norma Rydlewski (in front), Katherine Migrant Mother [Florence Thompson with
Mcintosh, and Ruby Sprague, at Norma's house, Modesto, CA, June 1879, her daughters], Nipomo, CA, March 1936
by Bill Ganzel. To hear Florence’'s story, click here. by Dorothea Lange.



WORLD'S HIGHEST STANDARD OF LI\
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Margaret Bourke-White,
At the Time of the
Louisville Flood, 1937




Canada



c. 1928 - 1929
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Women Artists of Surrealism



Left: André Breton, Qu’est-ce que le Surréalisme? 1934
Right: Painting on cover and below Rene Magritte, The
Rape, 1934-35




| Meret Oppenheim, Object (Lunch in Fur), 1936



Meret Oppenheim, My Nursemaid, 1936



Frida Kahlo (1907-1954) working from bed

Frida Kahlo, The Two Fridas, 1939




Selma Hayek playing Frida Kahlo in Frida (2002)
Frida Kahlo, The Broken Column, 1944



