
• 

• 



• 

FOREWORD BY 

John A. Cherol 

ESSAYS BY 

Arlene Raven 
Rhonda Roland Shearer 

CJ-IEEK\\7000 N1USI~U~1 ()F f\RT 
Nashville, Tennessee June 15- August 22, 1993 

JAYIES A. MICHENER ART J\tllJSEUJ\11 
Doylestown, Pennsylvania September 4- December 19, 1993 

.TACKSOl\f\!JLLE 1\RT MUSEUJ\11 
Jacksonville, Florida January 4-May 15, 1994 

GIBBES YllSElJNI ()F f\RT 
Charleston, South Carolina May 26-July 31, 1994 

KNO.£X\l1LJ~E ~1ll SEUM ()~_,ART 
Knoxville, Tennessee September 9,1994- January 8,1995 

• 



• 



Shearer at Union Square, 
April1993. Photo: 
Chrystynya Czajkowsky 

' oman s or 
Sculpture by Rhonda Roland Shearer 
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ray to God and she will help you" were words addressed to a tired 

suffragette by Alva Vanderbilt Belmont, the leader of the National 

Women's Suffrage Party, at the turn of the century. The situation 

has evolved over this past century, but the role of women at home 

and in the workplace is still taken for gran ted . . . as my wife fre­

quently brings to my attention. 

Rhonda Shearer highlights the mundane necessity of do­

mestic drudgery. Do we share the load? Can we adjust roles to do 

so? Why have women been so absent from the public monuments 

that glorify and commemorate aspects of our American past? 

Questions arise for which answers do not come easily. 

Rhonda's work asks the questions and at the same time provides 

answers of substance. Her style and the exploration of an heroic 

medium filled with the cast ripeness of nature takes us back to our 

past and provokes us to think of a future in which social equality is 

more than a politically correct affectation. 

JohnA. Chero~ President 

CHEEKWOOD- Tennessee Botanical Cardens and Museum oj Art, Inc . 
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Shearer installs two 

14' x 48' billboards in 
do,vntown Nashville, 

July-August 1993. 
Sponsored by the 

Cheel"Wood Museum. 

Plloto: C. J. f-licks 
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Fracturing Frames 
A1·lene Raven 

earer 

honda Roland Shearer's Woman's 1Vork is a diverse body of art cre­

ated in the early 1990s. Characteristic of the best contemporary ac­

tivist art of this decade, Shearer's sculpture, drawings, videotapes, 

billboards, and fabricated objects enter the public arena with an un­

swerving forthrightness and electric impact. 

Eight larger-than-life bronze ladies make spectacles of them­

selves by cleaning toilets and ironing clothes on 14th Street in New 

York City. On billboards in downtown Nashville, sophisticated young 

professionals scrub the floor, turning an ironic eye on the world of 

public glamour, revealing its painful underside and private despair. 

Universally advertised as within the reach of the adolescent well-en­

dowed and the wealthy, the ultimately unattainable ideal female and 

male images reign on the surface, eclipsing the reality of the drudg­

ery of women's work in the home. "Share the Load, Equality Begins 

at Home" looms in large letters across the kneeling figures. 

On milk cartons titled "Missing," Shearer sent information 

about her work to curators and critics around the country. I received 

mine at the office of Tlze 11/lage f/oice. My interest ignited by the out­

of-the-ordinary presentation, I immediately called the artist. In these 

novel containers, Shearer created a unique conteA1: for her slides and 

printed matter (these are usually sent by artists in 
• 

envelopes, which are often disregarded, and even 

discarded, sight unseen) that offered a fresh view of 

her images as well as an insight about the dis-

Eight lf/on1an ~If/ark 

sculptures (1Vt"na uJtth 
C/u/d 1/acuunungin 

foreground) intrude into 

George ~'ashington 's 
territory at Union Square 

in Manhattan, March-May 

1993. 

The three-dimensional 

collage titled '~11/ssing" 

(1992) was sent to curators 

throughout the country; it 

'vas created by Shearer to 
provide a context for 

viewing the 11/otnan ~ llork 

slides. Pl1oto: Setlz Joel 

agreeable boredom infusing current standards 

and practices within the art world. 

- ---------. 

Shearer's milk cartons bear compari­

son with the everyday items in the repertoire 

of pop artists since the early 1960s. Pop art-the 

arena of affluent artists with-maids/without-wives and bla­

tantly sexist practitioners of a fine art, mainly by men, about 

the popular household culture of women-is an especially ap­

propriate platform for Shearer's expression. Whereas Andy 

"\\Tarhol had scant personal acquaintance with Brillo pads, Roy 

Lichtenstein with roto-broilers, or Tom Wesselman with Del-
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Last seen · h . I 
i her two ch!~ er kttchen with I 

fdive. ~er h~s~~~~~~~;g~ 1 
1 escnbao h I soundin I er as recently 

recalls h~rncoher~nt - he 
, someth· mumbltng 

able to ~~~rkbout "not being 
care of the hat the mall, take 
the tvio ch'ldouse, him and 

1 ren." 



·'h eare r produced a 3:- ­

nun fibn entitl d. llln ·/sn i 
• 

/lou ·eu'ork Cla1norou .P 

that was h own c n th 

o-iant ~ ouy \ 'ideo Bill­

board (Jurnbotron) in 

T irn "" quur \ Ja nha t­

tan ~tar h-~l av 1093 a . 
• 

part f ~ . . \~ · In n· · 

A wa r n r . ~louth (.\t1a r ·h ) 

and Tnt rna tiun al 
\\ . 111 11 ' Day (~Iar('h 8). 
Photo: c>t /1 ]of' I 

Lik h r ulptur . , 

h a r r ' drawing ~ ar 

pr nt-day portra it · f 

h rfri n d n n · d iu 

:. rvdav lif . Cntitl d 
• • 

X ~rox, T i ·u r llag , 

8 11 
X 11", 1993 . 

Photo: ~J .;,,,(J 
• 

Nlont brand Y g t ab le · a nd Wi h~b n a lad d r ing. . h ea r r 

·la im ~ th h u h ld a h r o~·n don1ain- and the don1a in of both 

\YOm n a nd m n . I though .. h pur ~u . a care r. h ~ i · a l ·o ·· ~ till 

the one \\·ho pi k · up th dirty o --k · . ~ Practi ·ally p aking, h a r r 

va uun1 cl an r ar no rnor ut ili tarian than n o-pop n1anufac­

tur ,r J ff Koon ~ · di ·play f I-I ov r of th ~ 1 80s. But v.rhi l Ko n 

enca , hi - p tl cla · ·i · n1 del in p ri tin vitrin -lik >ntain- , 

r . h dr r " u I r ight , a re in the hand of worn n working. 

1,h ight f a lluring inO' nu lab riner v rhoth u · h ld 

appli n th < ny ~ Jun1b tr n .. vid o b illb a r l high ab v 

Tin1 quar t pring t uri t in :\ \V York Jity hack on th ir 

h - I . :\a h vill ou h potat at up and took n ti c~ s n1 n1onth 

la t L when th ir m vi and 'IV. "'cr n udd n ly ~ p rt d 1 ubli ·­

, r ic announ ~ m nt f aturing fashion plate · ·laving over pot-

1 1 y 1 an a rp t a nd flo r . 

h ar r dra"ring... f d n · , dark ) il- ·ti k figur . on und if-

r 
-
-
-

. ' -' t:J 
• • 

,. 
\. ........ .._- -

5 

"heanl> r · · dra"·inu ~ a l ·o 

profile wo n1 n a t work. 

On i:-; r In i nd d of the 

prcYai linu perc I tion of 
"th< little ,\·o rn a n .. a t 

ho rn~ . l. ntitled. Oil ' ti k, 

22 11 
X 30 11

• 1992. 

Photo: ... , f, 'IO 
• 



disciplines not only surfaces in her art but has also been expressed 

in her writings in periodicals as various as The Journal o/ Home 

and Consumer Horticulture, the art and science journal Leonardo, 

feminist journal At the Crossroads, The Ecologtcal Psychology 

Newsletter, and in her book., The .Fractal My stique: New Science 

Remakes the Boy 's Club*. 

Shearer asserts, for example, that her research reveals the 

specific implication of plants in the devaluation of women and 

nature. The vines and leaves that cling to the perimeters of her 

sculptural figures and weave in and out of their body spaces are 

reminders that, in the minds of many, physiology determines the 

domestic details of society. But these fitful botanicals are also sym­

bols for the natural environment at large, world-wide, and the pro­

verbial houseplant lovingly tended at home. 

"Geometry is to the plastic arts what grammar is to the art 

of the writer." Shearer quotes Apollinaire in an essay about the po­

tential impact of chaos theory and fractal geometry on the future 

of art. Leonardo, Mondrian, Duchamp, and Malevich offered new 

visions of form and space. Leonardo's revelations of the three­

dimensional world on a two-dimensional surface coincided with the 

perspective geometry of the Renaissance. And the discovery of non­

Euclidean and higher-dimensional geometries in the nineteenth 

century fueled the advent of the twentieth-century avant-garde. 

Fascinated by the possibilities of fractal geometry for her 

art, Shearer has wed shapes in which the whole is contained within 

each of its parts, u sing rectilinear lines standard in Euclidean ge­

ometry to juxtapose essential though nonessentialist qualities of 

female and male contained in the female figure. 

There is, finally, a moral and ethical framework detailed in 

all of Shearer 's work. In a chart tided "Patriarchal and Fractal Val­

ues" that is also a remarkable drawing with text, she spells out the 

judgments of value in existing dualistic paradigms from top to bot­

tom, for example, or superior to inferior. In a central oval, she lists 

aspects of a new Fractal Geometric Paradigm and visually demon­

strates its potential for a physical and social world of parity and 

abundance. 

July 1993 

ewYorkCity 

* ee page 29 for a listing of hearer's writings. 
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Shearer's chart, :Patria r­

chal and Fractal f/alues "' 

illustrates her beliefs in 
how social values are 
reflected in geometry 
and art. 

-
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ork: 
In vis_. -~tle Visi- ·le 
Rhonda Roland Shea1·er 

hen the idea for the lfotnan :s- /fork series first came into my n1ind, 
• 

I \Va con1pletely horrified. The thought of a la rger-than-life ~.' he-

roic" " 'oma n ironing was so threa tening to my inner psych e that I 

decided there must be something to the idea. Why, I a ked my elf, 

would seen1ingly innocent a nd everyday in1ages of n1onumenta l 

\YOinen doing h ou ework-a very rea l part of most ev­

ery " 'oman ' life-be upsetting or repellent to me? 

I realized a fter executing the firs t full-scale 

dra,vings ( tweh e feet ta ll) that h owever sin1ple these 

everyday i1nage Inight be on the surface, they a re po­

litically and culturally loaded. The key to understand­

ing this point is found in their s ize a nd context. 

When housework is vie\\red or presented merely 

as \\'Omen 's work in the ho1ne, it has no effect in cul­

ture other than to serve it specific utilita ria n purpose. 

But bring housework into public vi ew, and further, 

make it heroic in size (a our n1 ost sacred n1onuments 

a re), a nd it is transformed fron1 something cultura lly 

benign to so1nething cultura lly cha rged. 

Thi trans forn1ation of context revea l that 

• 
• 

housework is assumed to be the opposite of " 'hat is considered in1- T he re ulting hock of 

porta nt in culture. To regard as importa nt the everyday activities of 
. 

women 's private labors (n ot their work in public, 'vhich mi1nics 

Drawings were the first transla tions of 

the a rti s t ~ fears of depicting worn an 's 

work. Untitled Oil tick. 22" x 30". 1993. 

n1en s work) is a de facto a ffront to the values of society, 

which has historically con1n1en1orated only that ,vhich 

is central to culture. Our public n1onu1nents encourage 

us to admire and even revere power, domination, victory, 

and control, as opposed to the actions and attitudes in­

herent in the private, don1estic world of women 's work, 

a "'orld which is considered much closer to na ture and 

which\\'e as \vomen a re thought to be a part of. 

Before n1y If/oman 's IVork serie , I would never 
• 

h ave assurned that n1y private images of women doing 

" 'h at women do (derived from my child hood men1ories 

of steamy kitch ens and la undrie where won1en 1net 
• 
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seeing housework in 

public reveal tha t 

hou ework i a un1ed to 

be priva te a nd unirnpor­

tan t. Ki'kt'lrontila- a t the 

Chce k."'vood ~~lu eurn of 

Art in Na hvillc June 

1993. Pltolo: C..!. 11/cks 



and interacted) would be political in nature. It was only 

after thinking about it that I was able to under tand 

that the Woman 's Work series had cultural m eaning. 

During the proces of creating these sculptures, 

I felt a en e of wanting to quickly retreat from the 

thought that I had created images of "women 's work," 

the very reality I had always tried to distance myself 

from- literally, if not conceptually. My immediate fear 

wa that to connect myself with these public image of 

women ' work would somehow devalue me by a socia­

tion becau e of the lack of "importance" of the e roles. 

~tas I out of my mind? Wouldn't it be better to a oci-

ate myself with career, with traditional male roles and trait that Hou ework ha a lway 

1 1 · 11 1 d? Th b 1 · f h been called "woman are c ear y oc1a y va ue . ere are no o e prtze or ou e-
work" becau e women 

work. But there I was, with my image of women from my childhood, have alway b en the one 

women I know now, and (even more threatening) the woman I am. 

The literal "women' work" that I had been doing wa not 

only hidden from the world but from my elf. I never thought about 

it; I ju t did it. And then I uddenly realized that in al o having a 

career, I had two job , where m en had only one. I wa living a 

double life under a single standard. The work I did a an arti t and 

writer wa valued by culture; the hou ework I did wa not. 

Housework ha always been appropriately called "women' 

work" becau e it ha almo t alway been women who've done it. If 

this is o, then why i it that women ' work is a pe jorative term? My 

culture informs me (which means that without thinking, I know) 

that to tell omeone that he or he is doing "women ' work" i an 

in ult, while to ay one i doing "men ' work" is always complimen­

tary. Perhap this point unma ks the tacit connection in our val­

ues which consider male a good 

and female a le s good, or bad. 

When we li t orne of the 

obviou dich otomie of nature 

(feminine) versus culture (mascu­

line) or emotion (feminine) versus 

intellect (masculine) e tablished 

in our culture, we con sistently 

and almo t univer ally find our-

elve valuing anything rna cu­

line over anything feminine. In 

9 

who do it. ntitled, Oil 

tick, 22" x 30", 1993. 

Th If/oman s l f/orlc 

culpture and drawing 

take private image of 

women and make them 

public and thus political. 

11rgt'rua and Her Three 
Chttdren , 22" x 30", 1993. 



To t ll orne ne that h r 

h i doing "'woman 
work" i an in ult whil t 

ay on i doing "m n 

work" i alway ompli­
mentary. Ki'k/ a Ia ToLtelte 

at the he kw d 
Mu urn of rt in a h­
ville, Jun 1993. 

fa t, I annot think fa ingl f minin trait that i on idered u-

p ri r t r ven qual t a rna ulin trait. an xtension of thi 

id a th Woman s Work culptur , in ffect , are monumentaliz­

ing not nly women ' work, which, ulturally, ha remained private 

and invi ihle, but al o f minine chara teri tic or trait . 

F minin chara teri tic or women ' work ar truly une -

p graphy, b au e m num nt mor than any ther art 

image hav b n regulated by and vi ually e pr what ci ty 

mo t valu . Ironi ally, d pi ting w m n a vi tim - rap d , blood­

i d , and hopp d up int littl pi - in ulptur (a r nt trend) 

i n t a ho king a depi ting th m a twelve-foot h eroic figure 

1 aning toil t or ironing becau imag of w men a vi tim of 

vi 1 n are a familiar public r ality. 

II. 

Ju t a w hav taken m num nt for granted, n ver n otic­

ing that r al worn n ar mi ing a ubj t , we take f r granted th 

ultural pa in whi h th m num nt or oth r art form are 

pla d . Mu urn r m , outdoor parks with marbl r tone p d-

estal , whit wall , di play ca - th ar all ultural pa , th 

ar a in whi h b th art and mmer e ur. 

Think f illuminated gla a in tore , wh r object are 

pla d in itu, d n ring th ir pe ial tatu . They ar a tly th 

am a e , in con pt and on tru ti n , that di play art. Pop art 

pa~~, , both omm r ial and arti ti , in to a ort of ge­

• • • 
ography f ultur that tran f rmed veryday 

......'-"mmercial pr du t into high art. It wa only 

th a t of tran f rring bj t from on cultural 

pa (comm r ial) to an th r (mu urn and 

gall rie ) that tran f rm d th e veryday b­

je t into high art-nothing more. Thi tran f r­

n wa fir t arried ff by Du hamp at th 

b ginning of thi ntury in hi work with uri­

nal and bottl ra ks. y point her i to di U:,:, 

th n w c n ept of ultural pace in whi h th 

Woman s Work • r1e occur . 

Our tradition of looking at art or at obj.or-~c. 

only in a p trum fr m omm r ial on one end 

to high culture on th oth r ha limited our id a 

of po ibilitie . e have t nded to b liev that b­

j tran ferr d from tor ( omm r ial pa ) to 

10 



mu eum (cultural pa e) mu t cover every po ibl ategory r n-

t xt. I have en p pl throw up their hand and laim 'Thi i 

th limit!" wh n looking at pop art; cholarly type ~'"'mmuni at thi 

arne exp rience a an intellectual concept- the end or death f art. 

have be n duped into believing thi i tru be au it 

Th If/oman s /fork 

ulpture parti ipate in 

th pace a round them; 

n a l o ee tr , 

building , ar , the ky 
oth r ulptur and 

oth r people. n ion 

quar , ~1ay 1993. 

r fleet ur y tern of ultural value , a y t m that on id r ur The /loman s /fork 

private liv parat fr m and inferi r to our publi liv . ul­

tur e tabli he a p trum f r all obj t , from l w ( m r pr d­

u t) to high culture (art). Within the lay r of thi hi rarchy (bad, 

b tt r b t) we ov rl k the fa t that bj t d n t exi t nly 

within a ingl a ign d cui tural on t t. They al xi t within 

th often ign red or forgotten p r onal or privat r alm. 

Thi n e of a ultural pia e that d fine 

it If a above the per nal i o powerful that the 

ry act fpla ing om thing within it "ab tract 

pa e" make it culturally ignificant. arhol' 

Campbell' oup can or Brillo bo e are clearly 

f minin bject (lo a ted in kitchens, pur ha ed 

mo tly by women). Wh n they ar placed within 

mu eum or within gla ca e , they becom "ab-

tract," taking on a ultural, publi , and r con­

texturaliz d meaning-a new, not feminine but 

rna ulin pre en and thu imp rtan . Brillo 

boxes and other familiar and trictly functional 

obj ct vi w d in their dome ti 
• nvtronment 

are on id r d to b of no imp rtance or value, 

mu h lik women ' d me ti function . 

urpri ingly, hanging th pace and n-

11 

·culpture a llow and ev n 

urg th view r t xp ri­

n un 1 a r boundarie 

b tw n th bj ct and it 

pac and na tur and 

ulture. Ch kw od 

~lu urn f Art Ja hvilJ , 

June 1993. 
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i th th lf/onzan s ff0 rlr 
culpture utd r a ting 

a a l n r nduit, we ee 
nature and cultur 

thr ugh them . 11rg tiua 

and Her Two Ch/ldren 

participate in th 

quar kylin . 

D parting fr m th 

• 
OlOn 

tradi ti n f art bj t 

having ith r tw r thr 

dimen i n , th If/om an s 
ff/ork eri 'i t between 

dimen ion . Thi n w 

fra tal g m tri p r p -

tiv off r many i wing 

ption . H elen f/acuumtna 

a t h kwood. 

Photo: C. J. Hicks 

t xt of bj hang th ir g nd r and, rr p ndingly, their ial 

value. Dep nding n wher u e th m Brillo bo ,.e ar ulturally 

mark d a rna ulin (mu urn ab tract bj t, publi cultur ) or f mi-

nin (hom , n r t bj t, privat lif ). What w (and wh r w 

it) i n t d fin d by an bje tiv r ality. Rather, it i dir ctly r lat d 

t what w valu , r, in th '"''"""'e fw m n w rk, whatw d n'tvalu . 

Th Woman s Work ri hall nge th tatu qu f thi 

ial valu y t m n t nly by making m num nt f th in vi ibl 
• • • • f w m n and pla ing th m in publi pace but pr1vat a tiVltlv.:> 

by onfr nting ur ulturally train d p rien and p r pti n 

f ultural g graphy. What I m an by thi i that th auth rity of 

cultural pace - f th ir p cialn - an b n-

gag d in m ore way than we ar nditi n d t 

e p t. Platonicall pur ultura l pa , with 

their whit wall , hallowed ro m and p ia l 

gla a e , trigger our aw d r p t- and human 

di tance. W r ad th ultural and pa ial 

clu a ignal tor p t th obj t within the~;:, 

pac a ~ p ial." 

Publi di pla · f bj t and th ir implied 

imp rtan r at their wn tatu a ultural 

icon and th ir eparati n of th a di tin t 

from ur lv and our v ryday liv . Obj t 

within the e pa\Je~.:> r main fix d in our mind a 

obj t r m ved from human exp rien - p rma­

nentl placed within an ab tra ti n fhigh valu . 

Thi " a r d " containm nt, a led ff and 1-

vat d, i th r for ab v human and natur . 

12 



Th 111onzan ~ 111ork - ri t lo t - th lin1it of th - ·ulturul 

pu · ~ both on · ~ptually and .. -p ri n t iall). ~on · ptuall .. , v ,ry­

da. obj ·t ar not tr :.at d only a obj ts \Yithin "'a cr d space-: 

hut th ·ulptur .. introdu ·e th p r onal \Yithin thi a ·r d 

pa · . hall naina th pro e by \vhi ·h privat object~ bceornc 

itnportant nly by publi · r ·ont xturalization a rna ulin ;:. ' th .. 

llonlanslf'ork ~ulptur in orporat publi .privat : rna ·ulin l> 

f rninin ~. ---a ·r l>d: and v ryday "pa ·e , and v Jo nt . blurring th ~ir 

·ulturall~ a , ign ~d di -tin ~tion . 

xp ri ntially in t a 1 of being in1b dd d a s ·1 arly di -

tin ·t obj ct parat d from th ir environn1 nt \Vith cornpl ~ t<.. ~o­

lidity th ~ 111ornan ~s ll'ork ·ulptur parti ' ipat in th pa ·cs 

around th n1. s you look throuah th rn, it tak - th ) -ophi -ti ·at ion 

of binocular hurnan vi ' i n (th ,> tnono ·ular an1 ra an not do it) to 

b abl to a ti ly wit ·h in a rnyriad of \vay fron1 ubj ·t to hack­

around and ba ·k to --ubj t. 

F rae tal a ~onl "trv i-
• 

int gra l to th " worn n and 
plant forrn .. in th ~ 

llornan ·s II ork ~ ·ulptur p' 
whil th ~ g ~onl try of 

-traight lin .. and olid i 
rnhodi d in th ~ obj ~ t 

(va ·uunL ironing board. 
~ tc. ). \ /na (Ill(/ rlu'ld 
I (J('U/11}1/f/ IT u t 

qua r ·. 

• 
IllOil 

lnth ~ wayth " c;ulptur 

ar rnade and display d : 

th II Oil/G il :~· II ork .., ri ,.s 
allow u to •.xp •ri ·n ·e the 

·on1binatio n o f the publi 

and th privat \ the h roi · 

and th p ~ r~ouul~ th 
rna -culine aud th • 
f ;)rniui n ". the uutural and • 

th con tnu;t ~d . 

Jhe k"'ood ~lu ~eurn of 

ArLJuu ~ t 9:i. 
• 



In looking at th Woman s Work erie , depending on where 

one tand , cultural pace no longer d fine one' vi ion. There i 

an interaction and an all-around participation within and without 

the culptures. One ee trees, building , cars, the ky, other culp­

ture , other people. The Woman's Work culptures allow and even 

urge the viewer to experien ce unclear boundarie between what we 

con ider to be the object and its pace and nature and culture. In 

both the literal and metaphoric en e, the Woman's Work sculptures 

are an n-hierarchical, non-duali tic experience of both object and 

th ir pace and of nature and culture. 

eeing the Woman s Work culpture outdoor a they par­

ti ipate in natur , a ting a a len r onduit, we ee nature and 

culture through th m. e do n t feel or ee th lue of a di tin t 

cultural bject within a trictly ultural pace. e en e that we are 

experiencing th culpture in way quite cliff rent from the conven­

tional mu eum e perience, and we often find our elve longing for 

olid white wall . everal people have told me they wi h they had a 

white reen behind ea h of the Woman s Work culpture "t ee 

th m bett r." But thi i exactly m point. It i not a que tion of our 

uving the object 'b tter" but f all wing our l e a viewer t 

ee in a different way. 

The tatue f George a hingt n, an exi ting m num nt 

in ni n quare before the Woman s Work erie arrived there, pro­

vid d a perf t contra t to illu trate thi point. The cultural pace 

of the park and th marble pede tal i a familiar ne. Here a h­

ingt n tand in all olidity, and the very fact of hi olid, mooth 

urface prompt u to ee right away a di tin t and pecial object. 

the tatue d fin it lf in pace, it imultaneou 1 define th 

r lation hip fan object in pace to it viewer. Ex.i ting a one over­

all ilhouette on only one cale, it offer few viewing option . The 

lo er the vi wer get , the le there i to ee. The overall maje ty of 

a hingt n ' ilh u tte i the key to hi monumental pre en ce. 

I utilize a different geometry in my work; the complexity of plant 

form give me new p ibilities as a departure from the traditional geo­

metric approach to culpture. The chema of two or three dimension 

are fundamental ch ices in art a well as in traditional geometry, which 

define pace and form a m oth line , planes, and olid . 

The familiar Euclidean g ometry we learned in chool ha 

dominated art-making and culture. ith the recent and ,.traordi­

nary d velopm nt of an w kind of geometry ba ed on fractal hape 
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and trang and 

ti p ibiliti . 

mplv~ dim n i n , ar gi n 

can in th If/oman s lf/ork ri 

• ry n rt1 -

( illu tra-

ti n ) th in rp ra ti n f fra tal aling and dim n i n . n Q"n. 

f thinking ab ut pa and f rm th If/oman s lf/ork ri -

i t /n between n and tw and tw and thr dim n i n . B au ... f"'! 

u 

than n but f r than tw dim n i n , and with n lum b -

r than thrpp dim n i n . 
• pti n r ti n f fra tal aling 

frm hihth vi r n p ri n th w rk. D -

parting fr m th traditi n f bj t in ultur I pa , th If/oman s 

L king at th 
in ta lla ti n f th 
11om an s 110rk ri 

that fra tal (th 
"' 

g m tr fua tur 
lf/ork ulptur d n t d minat th pa r di ta t t th vi r f nn ) a nd u lid an (th 

h th h uld b fre d m r at a diff r nt vi- g rn tr f hurnan-mad 

ual p ri n . Th human brain h t rk hard .r b au f f rm u h a building ) 
a r nta in d within th 

th bj t/ ar und am igui . Th p ri n i imil r t vi wing 

th familiar imag in a t It figur (I it a rabbit r a du k? r 

ing th hali r pair f f ing pr fil ?). 

n 1 k at th rall utd r in t ll ti n f th 

If/oman s lf/ork ri w that b th fr tal (th g m tr f 

n tur f rm )and u lid an (th g m try fhum n-mad f rm , 

u h a building ) g m tri ar ntain d within th ulpturvv 

and th b kgr und . ra tal g m try i int gr 1 t th w m n nd 

~vulptur , hil th g m try f tr ight lin nd 

lid i mb di din th bj t (va uum, ir ning b ard, t .). 

In th wa iti m d anddi pla d, rg hingt n ' h -

r i pr n at ni n quar highligh and r min u f th imp r-

tan and d minati n f ultur r natur . an alt rnati , th 

If/oman s l f/ork ulptur r at n w · ual pti n f r bj in ul­

tural pa e pand d p ibiliti £ r b ing both publi and privat , 

h r i and p nal, m u1in and f minin , natural and n tru t d. 

in id nt at ni n quar ignifi d th t p pl rna 

g tting th m ag . n th la t d f th xhibiti n m n g t 

up ry arl and pla d a du tpan and a br m again t a n arb 

m num nt f ahatma handi and d li at ly hung (n a f at) 

t il t bru h fr m rg a hingt n ' ut tr t h d arm and 

p inting fing r. I r ad thi a aying that th If/oman s l f/ork ulp­

tur rna b I aving, but th ir m ag li n." I wa ryt u h d . 
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