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Art Critics on Frida Kahlo: 
A Comparison of Feminist 
and Non-Feminist Voices 

Elizabeth Garber 

Introduction 
As a writer, researcher, and student of 
feminist criticism, I am often asked to 
define feminist art criticism. In a time when 
criticism has become a widely discussed 
component of art education programs in 
universities and schools - a time coinci- 
dent with increased awareness of and 
responsibility to representing the world 
views of women and persons of color - 
the question is relevant to a broad audi- 
ence of art educators who are interested in 
incorporating feminist perspectives into 
their art curricula. Understanding the uses 
and definitions of feminism, from media 
usages to dense and jargon-laden aca- 
demic explorations, is confusing, making 
the quest for understanding difficult. 
Through a comparison of feminist and non- 
feminist written interpretations of Frida 
Kahlo's art, I will outline both what feminist 
art criticism is and what it is not, and the 
variety of forms feminist criticism takes. 
Beginning with the feminist critics, I will 
show a variety of approaches to Kahlo's 
paintings that represent different issues 
and emphases within the feminist move- 
ment. These feminist analyses will then be 
compared with non-feminists' interpreta- 
tions. I will conclude with a short rationale 
for feminist art criticism as a group of 
perspectives on art that are an important 
component in our becoming literate about 
multiple world views. First, however, some 
brief biographical details of the artist's life 
and work. 

Frida Kahlo 
Frida Kahlo was a Mexican artist whose 
lifespan occupied most of the first half of 
this century (1907-1954). Her paintings are 

figurative and colorful, filled with symbolism 
and carried out in what seems to have 
been a deliberately naive style. She was 
part of a group of artists and intellectuals in 
Mexico during the first part of this century 
who were both proud of their Mexican 
heritage and wedded to social reforms 
through Communism. In 1925 Kahlo 
suffered grave injuries to her pelvis, spine, 
and one of her feet when a streetcar hit the 
bus in which she was riding; the accident 
profoundly affected her life. She spent 
much time in bed, underwent dozens of 
operations, and could not bear children. 
The effects of her injury and infertility, 
combined with the emotional upheavals of 
her dramatic marital relationship with 
muralist Diego Rivera, are apparent 
subjects in many of her paintings. Her 
image occupies the central picture plane in 
most of her work, as both a physical and a 
psychological study of herself. Kahlo's 
reputation is international, her work the 
subject of many critical reviews and 
several books. Currently, Kahlo is subject 
of renewed attention, with new articles 
appearing monthly (Art and Man, 1991; 
Bartolucci, 1990; Chessher, 1990; 
Grimberg, 1990/1991; Helland, 1990/1991; 
Herrera, 1990; Zamora, 1989); and her 
work is included in numerous exhibitions.1 

'Recent highly publicized and well reviewed U. S. 
exhibitions in which Kahlo's work has been included 
are "Mexico: Splendors of Thirty Centuries" at the 
Metropolitan Museum of Art and "Women in Mexico" 
at the National Academy of Design in New York. 
Further exhibitions are scheduled at the San Antonio 
Museum of Art and Los Angeles County Museum of 
Art. Pop star Madonna, who owns several of Kahlo's 
paintings, has purchased the rights to the artist's life 
story and intends to make a movie; other movies are 
reportedly in the works (Herrera, 1990). 
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The Feminist Voice and Frida Kahlo 
"Feminist" in this paper is associated with 
an understanding that gender is an under- 
lying factor (although not necessarily the 
only one) influencing our relationships with 
other people. Feminist art criticism arises 
from and is inextricably connected with the 
women's movement and its socio-political 
goals of alleviating the oppression of 
women. It is "aimed ... at bringing into 
being new meanings and new 
subjectivities ... [It is] committed to the 
future of women" (Modleski, 1989,14-15). 
These goals are often implied, overarching 
rather than direct. Within this context, 
feminist art criticism encompasses art by 
women, the portrayal of women in art, and 
social means that construct our viewing 
and understanding of women artists and 
the representation of gender. 

Activities and goals of American feminist 
art critics and historians2 during the 1970s 
and '80s have been to place women artists 
(forgotten and ignored) in canons of high 
art where they are under-represented, to 
search for characteristics in women's art 
that might define a "female sensibility," and 
to examine values in art that determine 
"greatness" and the very idea of an art 
canon. During the last ten years, the 
implications of this last activity have 
expanded to a full-scale examination of 
underlying ideological and political mean- 
ings of socially determined structures such 
as canonical art. The social construction of 
gender and the relationship of social 
structures to women's art and to the 
representation of women in art have 
undergone extensive analyses. Lately, 
instead of studying differences between 
women and men, differences between 
women have been explored as they relate 
to variations in race, class, ethnicity, age, 

2This study is limited to U.S. American art criticism 
because of the unavailability in this country of 
materials published in Mexico and other countries. It 
is limited largely to criticism published in journals with 
high circulation, although a subsequent comparison 
could and should be made drawing upon the views of 
critics published in less circulated journals for ideas 
and views outside the spectrum of art journals 
directed towards high art audiences. Many of these 
sources are not readily available in the U.S.A., 
notably those published in Mexico. For a comprehen- 
sive bibliography on Kahlo up to the early 1980s, see 
Garcia (1983); Herrera's (1983a) biography of Kahlo 
contains a selected bibliography, pp. 445-448; the 
Whitechapel Gallery exhibition catalog (Mulvey and 
Wollen, 1982) also includes a selected bibliography. 

sexual preference, and other factors that 
contribute to group identities (Gouma- 
Peterson and Mathews, 1987; Lorde, 1984; 
Tickner, 1984; Trinh, 1990). 

The above activities are reflected in 
feminist criticism written about Frida 
Kahlo's paintings. In the first three writings 
analyzed below, the focus is on defining a 
female sensibility. In the fourth one, it is on 
social structures that define gender as well 
as on differences between women. Implicit 
in all the essays is the restoration of a 
female artist largely ignored in the United 
States until the women's movement 
brought her to our attention. This project, 
then, is not specifically dealt with in my 
comparisons of feminist critics. 

The earliest piece of writing used for this 
study is "Frida Kahlo: Painting for Miracles" 
(1973), in which author Gloria Orenstein 
ties the iconography of Kahlo's paintings 
into the physical and psychological condi- 
tions of the artist's life. Orenstein writes in 
this article to define a female sensibility. 
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Frida Kahlo, The Two 
Fridas, oil on canvas, 67 x 
67". Collection of Museo de 
Arte Moderno, Mexico, D.F. 
Photo courtesy of Hayden 
Herrera. 



Because of women's biological differences, 
she assumes women are psychologically 
different from men. Kahlo is described as 
"pioneering artist" who dared to express in 
her art "the full truth of [her] biological 
experience" (p. 7). An excerpt of 
Orenstein's interpretation of Kahlo's 
painting Henry Ford Hospital illustrates 
how Orenstein develops that thesis. 

In a self-portrait of the artist... she is 
attached by visible strings (physical and 
emotional ties) to her unborn fetus and to 
her pelvis which had been fractured in an 
accident that made it impossible for her 
ever to bear children. These strings are 
concrete representations of the spiritual 
and psychological bonds between her 
artistic expression and the traumas related 
to the biological crises of female sexuality 
that she portrayed in her many canvases 
depicting birth, Caesarean operations and 
miscarriages and hemorrhages. (p. 7) 

Kahlo's iconography is deciphered as an 
expression of femaleness, a condition 
which is characterized by a tie with nature 
and various earth goddesses. Orenstein 
finds that Kahlo "always drew her true 
spiritual nourishment directly from nature" 
(p. 7). Another painting Orenstein dis- 
cusses is My Nurse and I (Mi nano y yo), 
which depicts the artist "as Femme-Enfant 
being suckled by a native wet-nurse/Earth- 
Mother figure whose breast is composed of 
flowerlet blood-vessels" (p. 8). In relation to 
another painting, Orenstein identifies Kahlo 
with Aztec goddesses of life and death, 
Coatlicue, the earth goddess, and 
Mictlanchuatl, the goddess of death. 
Ultimately the artist becomes, in 
Orenstein's essay, ani "Artist-Curandera," 
or artist-healer: "Frida, who was going to 
become a medical doctor, became instead 
a kind of Artist-Curandera - one who 
paints in order to perform miracles, who 
paints in order to cure" (pp. 8-9). Rather 
than connecting such healing powers with 
Kahlo's Indian heritage, Orenstein identi- 
fies Kahlo's struggle as the struggle of all 
women and celebrates her as a symbol of 
Woman's strength in the face of pain and 
suffering. Noting the artist herself is 
depicted at the center of most of her own 
work, Orenstein writes: "Her painting 
Without Hope (Sin Experanze) portrays her 
crying ... The sheets are covered with 

cellular structures and shapes, microcos- 
mic equivalents of the solar system ... She 
is the central axis of a natural drama of 
universal dimensions and proportions" (p. 
8). According to Orenstein's writing in this 
essay, the universal drama is that of 
women's lives. 

In this essay, Orenstein engages in 
activities and goals of early feminist 
criticism. She finds Kahlo's work a stylistic 
alternative to traditional esthetic and social 
norms, and attributes such differences to 
the artist's biological sex. Through Kahlo's 
work, she projects and claims a universal 
female sensibility connected to nature. 
Kahlo's importance as an artist is claimed 
in her ability to vividly communicate her 
"true" gender sensibility. 

Lucy Lippard also assumes, in a 1977 
essay which includes analysis of Frida 
Kahlo's paintings, that women's sensibility 
differs from men's. In the painting Roots, 
Lippard senses a "longing for connection 
with an anthropomorphized earth mother:" 
from the leaves which grow out of Kahlo's 
chest "spread a network of tiny red capillar- 
ies, bleeding back into the earth and 
binding her to it" (p. 35). Lippard, however, 
attributes Kahlo's ability to retain links to 
nature to the artist's consciousness of her 
Mexican Indian heritage. Her paintings 
exude "that Mexican sense of solitude that 
Ocatvio Paz called 'a form of orphanhood'," 
claims Lippard (p. 35). Kahlo's version of 
woman and nature, according to Lippard, is 
not of idealistic harmony but includes the 
threat of nature. In My Nurse and I, the 
mask of the nurse-goddess is associated 
with sacrificial ceremonies in the Aztec 
religion, and the earth goddess is accord- 
ing a union of benevolence and threat. 
Lippard understands this association of 
dualities as an wholistic view of the cos- 
mos, with women (represented by the baby 
Frida) able to accept the whole. 

Whitney Chadwick (1985) tries to 
establish a female sensibility in the art of 
women connected with the surrealist 
movement in "The Muse is Artist: Women 
in the Surrealist Movement," which in- 
cludes consideration of the work of Frida 
Kahlo. Chadwick finds women's approach 
to surrealistic painting different from that of 
males'. While the men tended to treat 
women as an image or agent of inspiration 
in an art of disruptive hallucination and 
erotic violence," she argues, "the women 
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sought to articulate a specifically female 
consciousness by recourse to a more 
composed, narrative, often autobiographi- 
cal art of sensibility" (p. 121). The male 
surrealists' emphasis on erotic desire 
objectified women, claims Chadwick, and 
defined them as subordinate to men. 
Where the critic finds erotic violence in 
Kahlo's paintings, it is directed against the 
self, "not the Other, violence inseparable 
from the physiological reality of woman's 
sexuality" (p. 124). Personal experience 
dominates her art in a narrative flow, rather 
than the dreamlike discontinuity that was 
the goal of male surrealists. Chadwick 
finds that women artists of surrealism 
depicted themselves regularly in their 
paintings, whereas their male counterparts 
did not. Whereas male surrealists utilized 
the image of women as metaphor for the 
mysteries of nature, women painters 
poised their images "uneasily between the 
worlds of art and nature." In Kahlo's work, 
Chadwick understands this a reflection of 
the duality of the artist's life: her "exterior 
persona" of ornament and costume juxta- 
posed next to her "interior self nourished 
on the pain of her crippled body" (p. 128). 

Chadwick ultimately argues women in 
the surrealist movement chose their 
difference. She claims that through their 
art, women surrealists commented on the 
tension between "constructed social being" 
(symbolized by art and the exterior per- 
sona) and "the powerful forces of the 
instinctual life" (symbolized by "nature" and 
"the interior self") (p. 126)3 Chadwick's 
essay is feminist criticism because it 
explores the art of women in the surrealist 
movement and the nature of their sensibil- 
ity as opposed to their male counterparts' 
in an effort to increase understanding of 
these frequently overlooked artists. In each 
of the three essays thus far examined, 
through the exploration of female sensibil- 
ity, new meanings and subjectivities are 
brought to understanding women artists. 

In a 1982 exhibition catalog essay on 
Kahlo and photographer Tina Modotti, 
Laura Mulvey and Peter Wollen consider 
women's differences as both social con- 
structs and material fact. Although women, 
relegated to the private and domestic 

31n association an "instinctual life" with nature, 
Chadwick still implies the existence of an essential 
female core from which the women of surrealism drew 
inspiration. 

spheres, have often created art out of their 
non-public experiences, "there is a danger 
here that a creativity produced by a social 
condition ... should then be theorized as 
specific to women and naturally expres- 
sive of 'feminine' as such" (p. 13). Focus 
on these realms by women artists should 
not end in a "celebration" of women's 
different esthetic but in "analysis of the 
female condition" (p. 13). Kahlo's paintings 
emerge from her interior experiences and 
feelings and were painted at home, which 
are traditional sources for and conditions 
under which women's art has been pro- 
duced. Yet, Kahlo's art does not passively 
reflect her experiences: 

Frida Kahlo developed her own sense of 
"rootedness" and "Mexican-ness" to an 
extreme degree ... She was noted espe- 
cially for her use of Tehuana costume - the 
long dresses of the women of Tehuantepec 
in Southern Mexico who enjoyed a mythic 
reputation for their personal and economic 
independence. (p. 18; emphasis added) 

Kahlo's active choosing is continued, they 
feel, in her art: in naive style, in her use of 
detail, in the subject of pain and suffering, 
and, in the case of her ex-voto paintings on 
tin, in media.4 The choices were political, 
according to Mulvey and Wollen, for each 
can be traced to its associations with 
popular art forms of the "common" people 
that were celebrated by leading Mexican 
artists of this period. It is in this context that 
Mulvey and Wollen understand Kahlo's 
work as an instance of "the personal is 
political," foregrounding the political and 
social contexts of this feminist slogan, 
rather than any "natural" associations of 
women with their interior/personal realms. 
They also compare Kahlo's artmaking with 
that of Modotti, noting differences as well 
as similarities. 

Mulvey and Wollen are careful to place 
the work of Kahlo and Modotti in specific 
artistic, social, political, and historical 
contexts, including Mexico after the 
revolution, the Mexican renaissance, and 
European surrealism. These influences are 
understood as reflecting upon "the indi- 
vidual life experiences of two very different 
women" and the resulting art each made 

4Ex-votos are traditional religious paintings on tin 
that are small in size done by folk artists. 
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(p. 23). The authors' concept of women as 
diverse, and of women's identity as socially 
constructed, leads to a contextual feminist 
analysis that places the art work within 
personal, political, social, and cultural 
spheres. The experience of being a women 
is modified by these contexts, allowing for 
differences between women, and negating 
any universal concept of an essential 
woman. Gender experience is understood 
to function inseparably with other contexts. 

The Others 
If one of the projects of feminist art criti- 
cism has been the restoration of women to 
the canon, isn't every critic who argues 
Frida Kahlo's work is important art de facto 
a feminist critic? Not unless the writing 
helps us understand the relationships of 
gender to artistic production and valuing. 
And not unless it contributes to the pro- 
cesses of changing the social conditions 
that oppress women and/or of bringing new 
meanings and subjectivities to the under- 
standing of women and art. This may be 
accomplished through recognition that 
women have been wrongfully omitted from 
recognition and through utilization of 
alternate criteria in evaluating art that allow 
for women's different experiences of the 
world (understood as socially determined 
or innate). Additionally, the writer must 
place gender as a central, or equally 
weighted, theme in his or her essay. 

In "Frida Kahlo: The Palette, The Pain, 
and The Painter," Hayden Herrera (1983b) 
builds a psychological profile of the artist 
through analyzing Kahlo's paintings. 
Herrera's thesis is that "Kahlo's paintings 
show us the misery behind her facade of 
alegria" (p. 60). Embellished liberally with 
biographical details (including Kahlo's 
relationship with her father, her experience 
with polio, the bus accident that perma- 
nently disabled the artist and made it 
impossible for her to bear children, her 
teenage boyfriend, her life with husband 
Diego Rivera, her lovers, her recoveries 
and relapses to health and into illness, and 
so on), Herrera reveals Kahlo's paintings 
as acts of therapy and means for survival. 
Herrera traces the meaning of individual 
paintings to specific events in Kahlo's life. 
Henry Ford Hospital depicts Kahlo's 1932 
miscarriage. My Birth reiterates the same 
miscarriage and also refers to the death of 
Kahlo's mother. Little Deer (La Venadita) 

refers to a spinal fusion the artist under- 
went, and also, Herrera conjectures, to 
Kahlo's injury in love as well. Where 
physical facts of Kahlo's life do not parallel 
the iconography in her paintings, Herrera 
interprets "vivid symbols of pain in love. In 
Remembrance of an Open Wound and 
What the Water Gave Me or What I Saw in 
the Water (Lo que el agua me dio or Lo 
que vi en el agua) for example, the long cut 
on Kahlo's inner thigh is "an invention - it 
points to her damaged sense of self as a 
sexual being" (p. 62). It is through this 
association of sex with physical injury that 
Herrera sees Kahlo's work as surrealistic. 

Herrera's interpretation of the artwork as 
surrealistic parallels Chadwick's essay on 
women surrealists; Herrera's understand- 
ing of the art as therapy parallels 
Orenstein's naming Kahlo an "Artist- 
Curandera." Chadwick, however, distin- 
guishes the women surrealists' expression 
of fantasies and sexualities from those of 
men. Orenstein's healing takes place in the 
context of associating the artwork with 
goddesses and female earth symbols. 
Under Herrera's pen, the socio-political 
meanings of feminist art criticism are lost to 
a highly specific account of the biographi- 
cal details of one woman's life. Her profile 
of Kahlo evolves into a morass of pain, 
psychological distress, drug and alcohol 
addictions. Herrera leads this into an 
hypothesis put forth by one of Kahlo's 
doctors, that the artist developed 
Munchausen syndrome. 

An individual suffering from Munchausen 
syndrome wants to be a patient and will go 
from hospital to hospital in order to find a 
place where the fictitious nature of his or 
her symptoms has not already been 
discovered ... Being a patient was part of 
[Kahlo's] theatrical self-presentation, it 
went with her clothes, it went with her 
exotic personality, it went with the drama of 
her art. (1983b, pp. 62, 66) 

Though some of Kahlo's last paintings are 
blatantly political, and Herrera records this, 
ultimately she abandon's discussion of the 
network for a characterization of "Frida's" 
end, and a final hypothesis of the cause of 
her death. "Ordinarily," remarks Serge 
Fauchereau, another critic who has written 
of Frida Kahlo, the many details of an 
artist's life "would not necessarily relate to 
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the artist's work, yet in the case of Kahlo 
one cannot overlook it, since her art is 
openly autobiographical" (1986, p. 88). 
With the exception of Herrera's essay, 
however, critics writing about Frida Kahlo's 
art take their iconographical interpretations 
beyond the artist's particular existence. 
Feminist critics work to uncover an under- 
standing of the relationships of gender to 
artistic production and valuing. 

Many critics have considered Kahlo's 
work within the framework of surrealism. 
Whitney Chadwick explored her art within 
the context of women surrealists. A num- 
ber of writers treat it within the framework 
of Mexican surrealism. Serge Fauchereau 
(1986) includes Kahlo in his examination of 
"Surrealism in Mexico," calling her the 
"most clearly surrealist" of Mexican artists 
in the 1920s and '30s (p. 88). He argues, 
"she uncalculatingly transposed to canvas 
her dreams and the ghosts that haunted 
her, assembling her diverse pictorial 
elements with no regard for logic, realism, 
or perspective" (p. 90). As example, he 
offers the conglomeration of objects 
painted in What the Water Gave Me/What I 
saw in the water which are "a dead bird, a 
woman being strangled, Kahlo's parents, a 
boat, a skeleton, plants, a tightrope walker, 
a volcano from which erupts a skyscraper- 
like baby bottle, two naked women on a 
bed, and more" (p. 90). The symbols, 
which Fauchereau calls "Boschian" in 
character, are decipherable he claims, but 
their meanings are lost in the mystery of 
the unconscious. Fauchereau interprets 
Kahlo's use of these symbols to her 
heritage. Mexicans intuitively know the 
surreal, he claims, as "a cultural manifesta- 
tion" (p. 90). Fauchereau's analysis is 
interesting and important in that it explores 
the artist's work in relationship to surreal- 
ism, with which Kahlo is sometimes 
associated. His analysis is not feminist. 

Nancy Breslow (1982) also emphasized 
Mexican culture as having a predominant 
influence on Kahlo's work. Moreover, she 
argued it was the artist's intended refer- 
ence. "It is not to Europe that she gave her 
allegiance," Brestlow writes. "Her admira- 
tion for Mexican folk arts and the use of a 
folk art medium (oil on tin)5 preceded and 

5These are the ex-voto paintings. Kahlo utilized 
this medium in some, but by no means all, of her 
paintings. 

was more basic to her than any European 
avant-garde movement" (p. 123). Focusing 
particularly on Kahlo's painting known in 
the United States both as The Square Is 
Theirs and Five Inhabitants of Mexico, 
Breslow interprets it as a pun of surrealist 
painting. Kahlo consciously placed her 
Mexican nationalism as peremptory to 
European art styles. Breslow analyzes in 
careful detail each one of the symbols in 
this painting as an icon of Mexican pre- 
Columbian and folk arts. Hers is an icono- 
graphical study for the purposes of estab- 
lishing Kahlo's influences as Mexican, not 
European. 

Summary and Conclusion 
Four themes thread through these seven 
essays on Frida Kahlo's art. Her paintings 
are considered against her Mexican 
heritage, as belonging to the surrealist 
movement, for what they tell us about her, 
and as expressions of gender. Through my 
analyses, I do not wish to imply that one 
theme is more worthy than another. 
Indeed, together they form a better under- 
standing of Kahlo's work. To interpret 
Kahlo's work without reference to her 
existence as a woman, however, gives an 
incomplete reading of her paintings. To 
overlook the historical and artistic periods 
in which lived, her class, her political 
affiliations, her allegiance to her Mexican 
heritage, or to ignore the physical and 
psychological traumas of her personal life 
similarly make for an incomplete under- 
standing of the meaning of Kahlo's art. 

The feminist essays described above 
illustrate important distinctions between 
feminists. Gloria Orenstein's essay is a 
discussion of the relationship of Kahlo's 
iconography to the physical and psycho- 
logical conditions of the artist's life. These 
conditions are interpreted as an expression 
of Kahlo's femaleness, which in 
Orenstein's mind is connected to nature. In 
this association, Orenstein posits a female 
sensibility in art. Lucy Lippard finds in 
Kahlo's work a female sensibility con- 
nected to nature, apparent because of the 
artist's consciousness of her Indian and 
Mexican heritages. The implication is that 
an essential link between woman and 
nature can be erased or hidden by cultural 
factors. Whitney Chadwick also tries to 
establish a female sensibility, generalizable 
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at least to women in the surrealist move- 
ment. She too associates women with 
nature, but unlike Orenstein, she under- 
stands this association not as innate or 
generalizable to all women, but as socially 
constructed and perhaps consciously 
chosen by Kahlo. Mulvey and Wollen 
emphasize differences between women, 
that women's homogeneity is the tension 
experienced between abstract social 
expectations for women and the actuality 
of being a woman. They further argue that 
within any given social, economic, ethnic, 
and cultural stratum, women will occupy, 
as a class, positions inferior to those held 
by men. Mulvey and Wollen's critique 
typifies much recent feminist scholarship, 
characterized by an idea about women as 
socially constructed and ever-changing. 
There is, then, no female sensibility 
generalizable to all women. Differences 
between women become the subject, with 
cultural and class influences highlighted. 

The feminist movement has grown in the 
last decade to encompass more than 
gender issues. Many feminists, myself 
included, will argue that in many instances, 
gender issues are properly foregrounded 
by those of race, ethnicity, class, age, 
sexual preference, or other factors. In 
expanding the breadth of influences on 
social and cultural dynamics and those 
contributing to the make-up of the indi- 
vidual, we are better able to understand 
differences between people and to formu- 
late strategies to ameliorate problems of 
inequity and misunderstanding. But this 
does not signal the end of the importance 
of feminism. Women as a group still 
occupy social positions less valued and 
respected, less economically rewarded, 
and with less power to determine their 
density than do men. Motherhood is still a 
"low-status job," women earn on the 
average 66 cents to the dollar men earn, 
and women in professional jobs often 
reach with is called a "glass ceiling" - a 
bias barrier (Wallis, 1990, 85). In art, less 
than 10% of artists shown at major galler- 
ies and museums or featured in art maga- 
zines with national and international 
circulation are women (Withers, 1988). 
These issues affect the life worlds of our 
students and how they understand art. 
Feminism is an issue for the art classroom 
of the 1990s. 

Elizabeth Garber is an Assistant Professor in 
the Art Education Program at The Pennsylvania 
State University. 
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