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So o-F what the hawks’ eyes saw all

I
Universe o-F power. It was the network,I

and lines o-F the energies o-F all■Field,

I and galaxies o-F stars,stars,the beings,

mi nds, dust, theanimals,wor1 ds, nerves,
I lace and -Foam o-F vibration that is being,

every part o-F anotherits all interconnected,I part and the whole part o-F each part, and so

1 comprehensible to itsel-F only as a whole,

boundless and unclosed.
I

1935)LeGui n,(Ursula K.I
I
I
1
I
1
I

2

It was the

I can

here recall to words is this:
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INTRODUCTION

interested in investigating influences or similarities in theI am
work of a number of Irish artists in the context of what has been called
Goddess art in America during the 1970's and 1980's.

1970's the GoddessSince the revival in America has had a major
influence on some artists living there.

A number of feminist artists in particular, redirected their attention
to ages and cultures which involve a matriarchal aesthetic. This was seen

I involving a non-linear or circular view of history, a non-competitive,as
communal or shared expressiveness andnon-hierarchical structure, a a

I Sexuality, especially female sexualityritual often therapeutic intention.
These feminists focused on the reality ofheld to be divine/sacred.I was

the body and, with it, to social and personal realities.

i
will explore aspects of the Goddess art in Americachapter one IIn

I various beliefs inherent in the work of a number of artists withtheand
reference to the political overtones.I

I of the main theoretical stumblingtwo I will discuss oneIn chapter
namely the accusation of essentialism.blocks associated with Goddess art,

I been a focus- point of much criticism which seeks invalidateThis has to
The nature/culture split will also be discussed inGoddess art. relationI to the Goddess.

I
I
I 6



The third chapter will shift its focus to Ireland and examine a number
discussedof Irish artists in the context of the American Goddess artists

in chapter one.

I four contains a brief development of the findings in chapterChapter
and explores ways in which the work of these Irish artiststhree becan

I read.

I The conclusion will involve how Goddess art can be relevant to Irish

I artists today, especially in the light of the daily destruction of the
earth.

I
I
I
I
I
I

I
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CHAPTER ONE

was -Feeling the e-F-Fects o-F1970’s America the women’sI n the

that women’s studies programmes beganOne such e-F-Fect wasmovement.
established in American Universities, sponsoring explorationsto beI .

culture which would broaden women’s understanding o-Fof history and
I in patriarchal society. 11 was with thetheir oppression in 1976,

Mer1i n Stone’s When God was that feministpublication of a Homa n,I ancient Goddessthe re 1i g i o ns and cu1tures becamei ntoi nqui ry

Mer1i n Stone surveyed the many manifestations of thewi despread.

Goddess dating from Paleolithic times, and she asked why a re 1igion

I consistently referred10,000 years to asthat lasted over awas

the de i tyGoddess reveredthe’cuIt’, when was as supremeI talents, skills,noted the many attributes, andShe alsoeverywhere.

I discussed the elevatedand shediverse goddesses,inventions of the

wh i 1 egoddess-centred soc i et i es,i nof 1 i v i ngstatus women

documenting the destruction of her temples and the desecration of her

shr i nes.I of thethus with the supportlead to action andKnowledge can

I goddess culture, artiststhe uncovering of thewomen’s movement and
the goddess to retrieve values, forms and

cha11enge patriarchalthatsoc i et i esfromofimages ourwomen

artists reclaimedNot allperceptions.

’ Femi nist-matristic’toled some’ femi ni st’ , which has
of certain work.the po1i t i ca1 Let uswhich emphasises concerns

number of these artists.look at anow
The Stones Bear WitnessLeslie J Klein’s expresses many themes

It refersmatr istic art.with feministassoc i ated to hand—prints
the Paleolithic walls, where Venusfound caveon and

Goddess carvings have been unearthed along with paintings which were
believed to symbolise hunting magic. Klein, howeveronce says that

8

figur i nes

the goddess in ways that are

began to use the symbol of

use the term
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creativity ofrock and pigment testify to the artistic'the silent

carvings and1988).(Klein, Not only do the Goddesscavewoman’ 2

statuettes attest to the fact that the the sacred site where

the religion of the Great Goddess was practised, handthe smallbut

prints indicate that the artist who painted the (which wereanimals

and the twig and leaffrequently pregnant) were most probably women,

I impressions were symbols of the cycles of life, not hunting spears,

The symbols on the the cave walls of this drawing have

been recognised as female symbols and,
I spirituality, andtestimony of ancient female power,

The Great Goddess still resides in theuni versa 1i ty.

I but enduring.and unlit for ages,sealed
1988) 3(Klein,

I the first women artists to be writtenCavewomen were obviously

the first artistsThey were also, most probably,out of art history.I
creatress of al 1 life,Great Mother,created images of theto have

I and still testifyfor approximately 30,000 years,that have endured
to the source ofas welland creativity,origi n of lifeto the as

I the Great Mother.creat ion
number of artists began toAs research into the Goddess grew, aI based thiswork historicali n theirGoddessvisualise the on

I artist, Dianaone such Kurz.look at Sheresearch. Let us had
years before she painted herselfstudied Buddhism for many as the

I a Goddess known as 'The Inaccessible’.Dur gaHindu Durga. was She
beautiful yellow womantraditionally depicted with each ofwasa She also rides a lion.holding a weapon.her ten arms It is said

she absorbed a former Goddess of destruction called Nirriti

death.deity representinga aspect of
10

demon-destroying

cave was

as once was thought.

caves and recesses of our psyches - driven underground,

as a

Durga was a

as such, offer

who was
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I
I the wife of shiva, him anddepicted besideParvati.

everything -From love todiscussing metaphys i cs. Parvat i has many

Durga: Umabesi des the gracious, Bhairavi the terr i ble,aspects

Ambika the generatrix, Kali

the Black.

I Diana kurz has consciously created imaginative rendition o-Fan

once actua11y rea 1 . She has depicted an ancient Goddesswhat wasI time when women had positions of power and honour. Through

I painting a contemporary image o-F hersel-F as Goddess, she consciously

relates to an ancient matristic past source o-F empowerment.

Judy Chicago artist inspired Goddess.is another by the Her

The Bi rth Pro ject, done in needleworkcollaborative piece by women

in which the GoddessUnited States, shows thearound the many ways

1 procreative creation, cosmic creation andsymbol can be powerful, as

artistic creation intermingle.

executed by women working inpieces o-F needleworkThe various

needle point, smocking, andapplique, weaving,quilting, macrame,

labour o-F childbirth asin thebatik show the ordinary mother

I work explicitlyHero-F the universe.the creatoras
how

I theemissions spread throughits wavelike energy cosmos

cosmic resonance, rhythms o-Fand surges.I
-Femaleo-F becomeimagesmonuments 1 multi p1eTheseI power

metaphors -For -Female creativity on all levels. In her book The Birth

I Judy Chicago has written:(1985),Project

It is per-Fectly clear to me that the ancient statues o-F

Goddesses represent a time when women enjoyed social and
The replacement o-F those wonderful,political equality.I

disastrous

12

as a

a woman

Every birth has a

•From a

as the

in ripples

power-Ful -Female icons with male deities was a

depicts the way in which each

Parvati was

■Female labour echo the rhythms o-F nature.

Sati the

birth is literally, a cosmic event;

good wife, Gauri the brilliant,

powerful as
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I I have endeavoured -For many years toevent for women.

’make the -Feminine holy’, and one I way have expressedI that is by making images of a female God.

I p.177) =(Chicago, 1985,

Judy Chicago has exposed the sociohistorical and psychological

I the creation of it’s technicalprocesses surrounding

The Birthand aesthetic aspects. Thus, while the female imaged in

almost archetypal, has beenthe of creationi sProject process

art-maki ngdocumentation. Thethrough extensivecontextualised

processes portrayed in The Bi rth Pro ject may trigger our imaginationsn have been inwhat women’s working processes mightto thinking about

the weaving and made the pottery.where women didancient culturesI linked throughancient cultures arecontemporary and theThus, the

I in makingBirth project.TheIronically,creativity.women’s us

fromexcisedbeenexper ience hasbirththeof howconscious1 patriarchal art, also makes us aware o-F how taboo is -Female sexuality

in Judeo-Christian cultures.I the unconscious may seem at oddsThe Goddess as an archetype of

t it isthe historial Goddess. Yetconscious reclaiming ofwith the
in conujunction withto underestimate the unconsciousimportant not

I is with this in mind weItin the art-making process.the conscious
The Temple of Isis.inspired to draw,how Ann McCoy wasI The events which led to the making of the Temple of Isis

I
ancient instrument by an unknown woman.

the ancient instrument from my dream.of a sistrum, The

I entered his shop and saw a sistrum atin the street.* a
greatly reduced price. contain

14

following afternoon I found a

came from a dream fragment.

a word in my dictionary,

The next day as

In the dream I was handed an

brochure from an Egyptologist

art aswel1 as

The sistrum was thought to

I saw a pictureI was looking up

shal1 see
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the magical properties of Isis,

I believed to make the Nile rise and -Fall.

In a second dream, I was with group o-F ar cheo log i stsa

I restoring an ancient temple site. A child entered the site
donkey. Unii ke Chr ist, the child was a radiant

For me the dream signaled,Goddess. not the return o-F a

monothe i sm,matr i archa1 but an integration o-F the divine

-Femi nine

(McCoy, "Artist’s Statement")

As she began the drawing she had two more dreams which inspired

the Temple o-F Pompe i i . Thisp i1gr i mage toher to

experience led to a deeper understanding

symbol o-F psychologi ca1 andwor 1 dmeani ng ■For the modern as a

agricultural renewal o-FIsis also symbolisesspiritual renewal. an

Ann Mcoy’s work stresses the

Forms oF knowledge about theintuition and dreamsimportance oF as

I Goddess From ancient matristic history.
connection with theis herGoddessoF theintegral partAn

the earthcultures identiFied withmatristicThe ancientearth.
The earth wasto be creators oF liFe. seenI both were seen

parts oF thein her body asand death were mergedLiFeas sacred.

I reverence ForThis the earthdecay.oF growth andendless process
oF American artists. Anaenergies hasand it’s

I i n her words, ’ aownMendieta was
and the Female body’. She oftenthe landscapedialogue betweenI earth ritualsprivate which symbolised,body in ’ aused her own

I maternal source’ and asreturn to the a way

bonds that united me to the universe’. In many oF her Earthe works
the motiF oF the Cretan and Minoan

the selF-reFlectingGoddess as in the image of herI
16

I

into the psychic lives oF both men and women.

and when rattled was

woman as

whose work was,

on a

a metaphor For

take a

one such artist

inspired a number

our environmentally devastated world.

oF reestablishing, ’the

she has used the upliFted arms in

Isis in

oF the Goddess Isis and her
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I
I I n thethe Earth Mother. Tree of Life Ser i es, she has usedCreator,

caked in mud,her own body, standing, arms uplifted,I against a tree,

made from this earthto show and how we must recognise

We are notthat we

nature’, but we ’of nature’, and each of like a tree’above are us,
is made from this earth.of life,

This view of interconnectedness with the earth basic belief

of Wiccan witchcraft, the Earth Religion of the whichGreat Mother,

teaches that the Goddess is the symbol of ’Immanence the awareness

i n i t as a 1i ve,of the world and everything dynamic, interdependent,

living be i ng,i nterfac i ng and infused with moving energies: a a

ofThisdance’ (Starhawk, 1982).weav i ng1 awareness

interconnectedness links the Goddess with contemporary ecology and is

valid metaphor for ecofeminists and feminist matristic artists.a
Goddess andinspired by thetoday have beenMany ecofeminists

I sites associated with her. Mary Bethjourneys to sacredhave made
mythologicalarchaelological andava i1ableEdelson studied theI about sites and cultures o-F the Great Goddess that existed insources

I own revo1utionarydrawn herand hasearly history,prehistory and
became the focus of allwhich thenconclusions,feminist matristic

buy packaged tours to theToday onein her art.the energies can

at Delphi or Eleusis in a touristGoddess sitesI is diffucult to imagine just how revo1utionary it was i n theItbus.

I like Mary Beth Edelsonearly to mid woman

isolated site like that of the Grapceva Cave on Hvar

I Yet she went thereoff Yugoslavia. i n order toIsland per-farm
herself in a fire ring in the so that shecave,

could reexperience the energies once felt by those who celebrated the
Great Mother and theI as theearth her sacred womb. The

herself seated within the fireflamboyant image of ring in the cave
I

18
I

earth’s matter and energy.

and one can arrive

cave as

private rituals of

is a

pilgrimage to an

how we are

to make a1970’s for a

are composed of the
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I
I has almost become an emblem of -Feminist sp i r i tua 1 i ty,

been reproduced.I
recent interview Mary Beth Edelson thetalked about

I ecofeminist context o-F her art. She defined her creative process as
visualises the interconnectedness of all thi ngs human and

She talks about hernon-human. process being liberatory,

’ not yet knowing’ , a concept that was inspired by reading

Griffin’s writing. SheSusan is not constrained by pre-ex isti ng

solutions, categories, so-called objective observations. She seesor

perfect vehicle for getting at new knowledge through an

’ 1isteni ng to of other people’ (Edelson,attitude of the universe

response to the Exxon oilHer recent work Black SpringI
which envolved site-specific wall paintings of fishspill in Alaska,

I images and figures or heads.

art i sts have used thei roflook at howLet groupaus
I of fema 1etheir social cr i ti quei nformtoGoddess-consci ousness

They are known as Thecontemporary urban setting.

that the waitress is abecause they believeso-calledWa i tresses ,
Goddess and for the mother. Thecontemporary metaphor for the Great

the customers, to beto motheroften expectedmodern

I bring them what they need or what they desire,friendly, to smile, to

Bynuture them.we 11 to creati ngto p1 ease them, asas
the customers ofevents the i rconsciousness-raising among

point out that theneighbourhood restaurants they stereotype of the
debased and degraded image of themodern waitress is a Great Earth
performance p i ece Thethe i rI n GreatMother. Goddess Diana

Anne Gauldin and Denise Yarfitz dress(1978-1981) , as the many
breasted Diana of Ephesus and perform her sacred role of

They dialogue, sprinkledlocal restaurants. use with humour, to
devaluing of thecritique society’s Great Mother, reflected

in its

20

1988) . 1OI was a

stereotypes i n a

Ina

is one of

nurturer in

one that

rituals as the

waitress is

so often has it

because i t
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I
I sexually harassed.

Diana was

Great many-breasted mother, ruler and nourisher of the

animal kingdom, provider of sustenance, both physical

and spiri tua1, great and small. How

could you stand it? Sweat of reaching hands, open

empty bellies, questioning, smiling, givingmouths,
I food, drink.placemat, napkin,s i1 verware, spoon,menu,

Thousand,legs?Eyes,! White, ears,

french?roquefort,

I Texts on Diana and the Waitresses)(Gauldin & Yarfitz,
to rekindle thethe waitresses hopep i ece,this performanceI n

respect between the nurturer and therelationship of love andproper
1981 they expanded the subject matter ofAfter! is nourished.one who

include broader socialtotheir performances
wa i tresses’The

po1i t i ca1. Thei r
I

22

vision is feminist—matristic.

a goddess worshipped thousands of years ago.

treatment of waitresses which are generally overworked, underpaid and

such as world hunger. mission is both spiritual and

and political concerns

for all creatures,

wheat, or rye?
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chapter iwq

I
The reclaimed Goddess symbolises today the sacredness oF woman

the linking ofand nature, spirit to matter, oF the
represented by ancientva1ues pre-patriarchal cultures and ali new-found reverence -For the Earth and it’s energies, as Forwel 1as

U and their contemporary cultural creations.wome n
Fem i nist matr i st i c artists do not wish to substitute systems

[ by women’ (matriarchy) For systems’ rule oF ’ rule men’oF by
(patr iarchy) i nspiration. means impliesas

the political leadership oF Onenot supportthey dothat women.

could simply say that the Feminist-matristic vision is about politics

rather than about political systems as such.in the Feminist sense,
held by both the women and men whoIt is about the values and ethics

than Fatherthe great mother rathercosmic creator asenvisage the

god.
matters andabout spiritualFeminist criticsSome are uneasy

oF invalidatingthe notion oFconcentrate on

They seestrategy.eFFective FeministFeminist-matristic art
based on’ deFi ni ng athe symbol oF the Goddess as

Itbody’. isthe Femalei nbiologically determi ned essence i

oF Feminism but ratherdeFi nitionB understood that i sthere

Feminist readings.
construct Feminist readi ngs. SoThereFore criticsFemi ni st

art as deFining an essentialseeing Feminist-matristicrather than
I Feminine experience oFand also a speciFically’Feminine’ knowledge

’ un-gendered’i s notculture whichthe thatwor1d. This shows
concepts oF i dealistcentralcha11enges thought.theoFone

f Feminist-matristic art challenges the Falsely claimed gendet—Free art
oF men.

24
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a source oF

as an

no one

essentialism as a way

This by no

a reclamation

"Feminine" essence,



I
I -Felti s by some -FeministsIt that artists rec 1 aimi ng the

I depict the ’ -Fem i ni ne ’god dess limits thethis
o-F the i r art to challenge a ■Fixed o-Fand rigid not ionpower

I ’ -Femi ni nity’ . The ’feminine’ has been shown to be patr i archa1a■z

soc i a 1 construct. The ’ -Femi ni ne’ has a 1 so different meanings in
different cultures and at different periods in history (as i de from

I being a patriarchal construct). The problem occurs when you separate

femaleness from femininity in order

I But gendering end and a feminine subject i sneverprocesses never

Genderingcomp 1ete1y formed. notprocesses, per se, are

exploitati ve. The domination of womenintrinsically oppressive or

li reproduction ofidec 1og i es of femininity but on thedepends not on

i nst i tut iona 1which cannot take place outside thegender relations,

It iscontexts which give those relations meanings and consequences.

to turn to i nstead.res i dua1 ’femaleness’not there were aas
ev i dence ofas feminine subjects isto be addressedWomen’s des ire

identity and not their oppression.1 shared culturalthe i r
experiences and toshare theirtohave begunJ ust

I have begun to doubtsome feministsfeminine knowledge,describe a
di st i net ion is madeHerething or group.that women ex i st as aa

between women’s experience and feminism which suggests that political

der ive fromdo not specific,i nterests,va1ues i deolog i ca1andI the professional practicesrelations but from ofconcrete 1 ived an

I middle-class educated women isThe experience of white,elite group.

’ana 1ys is’,being accorded the status of feminist while other women’s
simply as evidence of their subordination.experience is seen

strategies emerged in feminismWhen various a fear
that important differences between women were being obscured by the

□ fmade. symbolsgeneralisations course may over-generalise and
obscure differences but there is still a need for women to generalise

25

to explain gendering processes.3

there was

as unproblematic, and

as women



at a symbolic level. These images can be liberatory because they
'emphasise the potential ■For the

k now1 edge o-F their own oppression’. They permit women to see
similarit i es and to make images o-F women’s diverse strengths and

an i ntegra 1 part of new shared description o-F rea1i ty.powers a

Incorporating symbols -From ancient Neolithic and Paleolithic cultures

the labyrs,the labyrinth, the the spiral, thethe cave,egg,
and so -Forth,serpent, into the

li actua11y Essential ism. 11 remi nds us thata way our

patr i archa1 h istar i ca1 context i s Far too Itnarrow.

recontextua1i ses the 1i ves of with an expanded hi stor i ca1women

their connection to nature was

but rather honoured.

s These whether new 1 y created rec 1 aimed fromimages, or an

ancient past, foster solidarity andcreate new cultures, forge new

fear divide andi n

control systematically representedknowledges arewhosewomen, as

fantasies the discourses ofaberrations and withinneuroses,

patriarchal culture’. 1987).(Parti ngton,

Art critic Thomas McEvilley sees the goddess reviving artists

as 'react!ng to female body has beenthe fact that for millennia the

culturally colonised by the patriarchal order, they are trying, i n
effect, to take their (McEv illey, 1989) i s set
aga i nst of deconstructivists trying tonotion take their mi ndsa

This presents feminist workback . hierarchical progression from

I nature to culture and sets one against the other. The Goddess art of

the seventies is presented as nature, and deconstructionist art of
the eighties is presented as culture. This construct advances the

li that women artistsi dea working with nature have accepted their
bodies i ntui tionand at the of theirexpense mi nds and that

26

s

Pill ’a society where isolation andbonds among women

such as

as a

construction of symbols for women’s

to reverse

This

framework including millennia in which

not demeaned,

bodies back’.

new feminist matristic iconography is



deconstructionist artists have theaccepted their ati nte1lects
of their sensual bodies. This confusion about the GoddessI expense

keeps in place the nature/culture construct which ’works keep into

I place treatment o-F the sexes they have been historically polarisedas

with reimposition o-F rigid notions of male and female’. (Edelson,a

1989).

Femi ni st-matri st i c vision w i shes theto beyondgo
nature/culture dichotomy. It does not wish to elevate women and

I nature above men and culture. Rather culture is seen as the creation

are part of nature.of humans who When only men are considered the

creators of culture there is a disservice done to humans and nature.

When feminist-matristic artists look at cultures in which women were

creators they are different attitude toward nature. The

quest i o n account for women’s differentbecomes how cannow we

reasoning thatre 1 at ionship without ’more’to nature women are

Heller says thatChiahconnected to nature than men. not

rather thatbut women rememberto nature than men,more connected

natura1 wor 1 dtheir the than men’ .i nterconnectedness to more

inclinations are(Heller, that these1987). She stresses onlye

be’tendenc i es’ who havenaturally, there alsofor womencan

forgotten their interconnectedness with nature as well as men who

remember theirs.5
8
!

J
I
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NOTES ON CHAPTER TWO

I
J. and Eli tterman Lew i s, S. Visibly Fema1e,quoted i nBarry,1 .

-Feminism and Art:

An anthology, Robi nson, H.(ed.), 1987, p.108.

J. and Flitterman Lew i s, S. Visibly Fema1e,Barry, quoted i n2 .
Feminism and Art:

I Robi nson,An Anthology, H.(ed.), 1987, p.110.

and -Femininity have separated i n order to try toFema1e ness bee n3.

a cultural abject both addresses a

and at thegender-specific audience (already -Formed were)

time contributes to the ’gendering’ o-F the v i ewer ’ . Kuhn, A.same

An Anthology,Feminism and Art:Fema1e,i n V i sab1yquoted

p.245.Robi nson, (ed.) , 1987,H.

Gloriai n The Refl ower i ng o-F the Goddess,4 . Partington, A. quoted

p.73.Feman Orenstein, 1990,

i n The Re-Fl ower i ng o-F the Goddess, Gloria5. Part i ngto n, quotedA.

p. 74.1990,Feman Orenstein,

I p.194.1989,6. McEv illey, T.

The Re-F 1 ower i ng of thequoted inM.S.7. E de 1 son, Goddess, G1 or i a
1990, p . 74 .Feman Orenstein,

He Iler, C. quoted in The Re-Flower i ng o-F the Goddess8. Gloria Feman
Orenstein, 1990, p.23.

28

exp lain how, for instance,

as it



chapter three

I In Ireland the but it did

not spawn the women’s studies programmes,

Today, there is only a handful sp i r i tuali tyStates. of feminist
i n Ireland. It is that the reclaimingno surprise, therefore,groups

the Goddess i s not directly informingof the work of many women

However, thereartists. few i nartists work i ngare a

feminist-matristic ways, more consciously than I wishothers.some

of theseto discuss number Irish artists in of thethe contexta

I Goddess.

Eve Reid self-taught artistCar en i s whose themes i nvo1vea

Goddess in all her aspects.and the unconscious connection

fromharmony between all living thi ngs. Her images der i veand

imagi nation. I nmythologies, alchemy, dreams and her ownvar i ous

is based on the tarot card of the1989, she painted The Empress which

Tree ofGoddess, holding theIt represents asame name.

The painting contains elements from the tarot card such as theLife.

I Tree of 1i fe. The Empress has alsotwo birds, the two moons and the

the Virgin Mary found in Christianechoes from the various images of

The serpent is seen noti conography. It is different in many ways.

crushed underfoot by women but as a symbola symbol of evil to beasI nature of life and death. The Empress reclaims theof the cyclica1
the stars and the dove which were incorporatedsymbols of the moon,

Whilethe Virgin Mary. Mary interceedsimage ofinto the

I Empress isthe linked with themascu1i ne God in heaven, earth and

Reid is creating a Goddess iconography inspired by research into
contain knowledge about the Goddess andthe areas which also by her

unconscious awareness of the Goddess symbol manifest i n her dreams.
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Reid’s Goddess consciousness relates to

interconnectedness betweenemphasi ses all living i sThisth i ngs.
i n The Empress through the useevi dent of thevarious symbols:

the the moons,birds, the serpent, the tree,seahorses, the stars
The earth, sky and womanand the woman. are consciously drawnsea,

the Goddess.to symbo1i se Re i dtogether uses the symbol of the

deeper and richer awareness of her being.

try to get at and affirm deeper levels of meaningI

and truth that are commonly experienced in our Western

materialist lifestyle but which are realities of the

(Re i d, 1990).the Unconscious.Psyche, i .e.
visual world inthe everyday aspects of herReid also explores

Reidlife.the pleasure she f i nds i nwhich reflecther paintings
that femaleIt is importantgiven it.finds pleasure,

awareness of female oppression.articulated as well
herremembersGoddess andthecreatesconsciouslyReid
ofbasic themereflectsThiswith nature.interconnectedness a

feminist-matristic creation.
interest in her ancientIrish artist whose

i n Ireland,travels to Goddess sitesmatristic past has inspired her
Malta and Sicily. She studiedItaly, Sardinia,England, Brittany,

the archaeology and history of the cultures relating to the sites she

sift the Goddess out of all thebegan to extract andvis i ted. She
Goddess from site to site andthe symbols of thelinkingmater i a 1,

of the Greatand energies Mother.to the powerspay i ng homage I n
series of work called The flrethusa Series. Inspired

that she found in frontimage of a mermaidby a mosaic
Italy, sheat Otranto, found that Arethusai na 1 tar was

changed intonymph whooriginally a I nwas this series
to various other GoddessesArethusa is linked including Melusi ne, a
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1982 she began a

a church

Ursula Kavanagh is an

Goddess to search for a

a spring.

her response to nature which

she is not

desire is



serpent Goddess with matriarchal origins.

Kavanagh hasUrsula iconography ofvast visual
varied multicultural Goddess images which she -Feels
contemporary society.

My research has led me to the Neo lithic a culture
where to human being was, in i tse1F, a

where the fertility of the earth, the

the sacramental value of sexual

food and labour were all integrated.uni on,

(Kavanagh,

values and visions of the Neo 1i th i c,She be 1 ieves that the

1988). Ursu1 afor (Kavanagh,mode 1’co nst i tute a

Goddess through her journeys andof therec 1 aimi ngKavanagh’s
in vision.creative symbolic imagery is feminist-matristic

earl ythe country i n thefrom the city toWalker movedU na
daily,landscape with it’si n thei nterested1980’s and became

She alsoand decay. becamecycles of growthand yearlymo nth 1y
1988Dur i ng she madeand archaeology.by mythologyi nf1ueneed a

constructed in five separate venues,installations,f i re
intendedThe Ties That Bind. that eachcollectively called

but all the installations formedi tse1f,

separate threads of thoughtThere two1 arger work . were wovena

These documentedinstallations.together i n the i n thewere

established the0 necatalogue.

legend and re 1igio-phi1osophica 1 beliefsrich tradition of myth, and
traced the change in the mythic representation of Ireland as a woman,

to the passivity engendered by theof warfrom Goddess cult of the
I re land. TheCatholic other related toMary inVirgin personal

divided between the Northrecollections of and South,
of issues - childhood,references to a rangewith mar ri age, a9e,
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i dent i ty, etc.status,

In The Ties That Bind Una Walker explored the interconnected

and decay in the landscape andcycles of growth the lives of women,
early Irish Goddesses to contemporary women,from the how theyand

re 1ated primarily to death.r i tua1s Natural materialspivot around
and meanings were secreted through ai nwere used way,

of i nter re1 atedser i es i mages.ar ranged Womencarefu11y were

dolls withco 1our-coded and dough f iguresbyrepresented rag

the various stages of womanhood child, mother,references made to
natura1arrangements ofvar iouswere placedThese amongcrone.

unleavened breadclay pots andleaves, peat-moss,as
of growth andr i tua 1 ssuperstitions andcustoms,whi ch

decay.
lives to the earth’s cycles ofBy relating the cycles of woman’s

and thiswith naturereconnects womenUna Walkerlife and death,
earth and are bound to partake of

Bind i sThatTiesThedecay.growth andofeye 1esit’s

fem i nist-matristic
and recontextualises the symbol ofinterconnectedness

aspects within the cycles of contemporaryin her variousthe Goddess

series of 11 drawings in inkKathy Prendergast made a

Spaces.Enc1osed Wor1 ds i n Openand watercolour, cal led

map-like manner.exacting studies of I n
one half of the series, whatthe body, it, land mass ,

mapped onto a gridpartly surrounded by of latitudinalsea, and
The areas and features of the body make

for example,Nipples, are volcanicterrai n. mounta i ns and are
Between thelabelled as such. stomach and vulva, declared

harbour, a journeya central desert and a is mapped. I n £ nc1ose d
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with the earth

longitudinal lines.

we see of is a

materials such

suggests that we

a symbolie

These were

are made from the

the female body drawn in a
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In 1983

refer to

in vision because it recreates an awareness of our
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i n Open Spaces the -FemaleWor1 ds body/1 andscape is explored and

The explorationmapped. g i v en on
of the numbersthe thigh, 1,3,5,7Nos.
stables. Nos. 2,6,10 have refreshmentand 1 1 4,8Nos.are rooms,

good Inn. Thereand 12 have i s of enjoyment about thea

i dea.
second half of thethe series allHowever i s not as pleasant.

different kindof a take place. These drawingsExplorations are

body/land and show cross-sections of howenlargements of part of the

Therethe body/land is resources. are

ni pp1es work i ng asshafts, tunnels,we Ils,tables,water caver ns,

These drawings havethe implied engineer.

Irrigation and ToLandscapeTo Contro1 atitles like,
body/land isfema 1ethehowsuggestwhich□ as i s,Landscape

the interferenceresistance toi sabused. Therecontrolled and no

which suggests that the body/land is vulnerable.
cannot be chartedsuggestion that the body/landisYet there a

i s tothe more thereTheobject i ve1y. up
it doesfemale body,So while the landscape becomes asee.

both in their entirety becomesof vastness.
implied by the titles.threatens the control

Kathy Prendergast’s exploration of
The drawings refer tothem.interconnections betweensuggests the

fultility of scientific,and suggest theboth,attempts to control
There are similarities between these drawi ngsobjective observation.

vision of interconnectedness betweenfemi nist-matristicand thea
female body and the earth,

Pauline1970’s Cumm i ns began1 atetheI n pai nti ng about
motherhood when she was expecting her first baby. She

the time she began to exploreandatCanada ancient matristic

38

Trying to see

inscribed along the way.

journey is an

a sense

was living in

it’s sense

more you blow

which calls for a reverence for both.

Control a

an illusion and this

and an account is

a detai 1,

the female body as landscape

sprinklers but no sign of

not lose

harnessed and mined for it’s
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cultures where She discovered information about

paintings, many of which were madethe cave by women. This

source of pride and encouragement to her because the work

the woman’s home and still exists today. The Irish image of the Sile

na gig also inspired her because she is both dangerous and nurturing.

Cummins found it a powerful image which enabled her, to

motherhood and a fierce determinationdeal with the conflict between

to work.

Street Hospital,1984 she worked on a mural in HoilesIn July

National Maternity Hosp ital.entitled Ce1 ebrations at thewhich was
tohospital and wantedat thei dentified with theShe women

chi 1dbi rth i nofthe importanceremembershare andce lebrate, a

respectedgenerally notbabieswomen with orsociety where are
and Cumminslarge scalemuralTheack now1edge d. was
to describeof history in orderfrom other periodsborrowed images

history which stretches back to prehistoric

1 i nkswhichvisionis feminist-matristicThismatr istic t i mes.
ancient matristicexperiences of childbirth towomen’s contemporary

to show how women have always created life and thiscultures in order

should be honoured and valued today.
to explore slide/sound installationsCummins then beganPauli ne

called Aranmade a slide/tape piece,1985 sheI nand performance.
of how perhaps the Aran sweater mightpersonal viewDance.

as they created patterns.dreams and fantasies I nreflect women’s
patterns begin to revealthe images of thethe piece,

beneath the sweater.body Thehiddenthe arantorso, sensual
to sexual arousal i npleasure of knitting a celebration of malemoves

sexua1i ty.

and talking aboutthe aran sweaterBy using knitting, Pauline
rarely seen inCummins celebrates artan context.
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The piece hidden area of women’s talent which has beenexposes a

for grantedtaken by many people. Part of the tape reflects on

knitting as drawing.

And if knitting is like drawing with a long piece

then women have been drawing with wool forof wool

quite some time.

1985). a(Cumm i ns,

artist whois described by thearousal of the maleThe sexual

when they imagine the male bodyimages the unspoken thoughts of women

woman articulating her desire andAhidden beneath their creations.
traditionally not beenhassensual male body,pleasure i n a

expresses women’s enjoymentAran Dancefor art.legitimate subject

of sex without any apologies.
has used her intuition and imagination to create

Aran Dance isof female creativity and pleasure.work which speaks
retrieves an ancient female creativityfeminist-matristic in that it

some of whichto female pleasure in creating patterns,and 1i nks i t
of thedevelops to female enjoymentThisthe male body.are about

Pauline Cumminsreclaiming these connectionsBysexual male body.
makes a space for contemporary articulation of female pleasure.
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I notes on chapter three

C.E. Unpublished artist’s statement. 1990.Reid,1.

GloriaGoddess,of thei n The Re-Fl ower i ngU. quotedKava nagh,2.
p.82.1990,Feman Orenstein,

■From catologue, quoted in3. Notes
p.34.1988,Kieran Walsh,

32,No.quoted in C i rca,P.Cum i ns,4.
p . 1 6 .1987,January/February,

36,No.Slide/tape text,P.Cum i ns,5.
p.26.1987,September/October,
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Ci rca, No.41, August/September,



CHAPTER FOUR

It is evident that reclaiming the Goddess is not a primary
concern -For many women artists i n Ireland. i nmy research

is 1imitedthis by the lack of i nformation.area It is possible
i stherethat number of artists consciously Goddessus i ng the

symbo1, i n var ious which i s not adequate 1y documented.ways,

i t is also evident thatHowever number oF artists are working ina

Fem i n i st-matr i st i c ways without directly referring to the Goddess

shows how the valuessymbo1. This and meanings of the Goddess can

The Goddess overlaps with many otherin various ways.be discovered
Amer i can religions,examp 1e, nat i ve theForoF thi nk i ng,ways

ecoFem i ni sm, the ’Gaia Hypothesis’ xWiccan witchcraFt,practise oF
links all these positions belieFWhatmovement.and the Green

an interdependentthat sincesacred andthat the i searth
diFFicult to analyse thesacred too.part oF it, arewe

thinking oF certain artists. What isand ways oFexact i nFluences
and how it can alteris a reFlectionmore important

and expand the parameters oF our vision.
Ursula Kavanagh, Una Walker, Kathy PrendergastCaren Eve Reid,

and Pauline Cummins have celebrated the Female body in various ways.

art i sts have exp 1ored GoddessF i r st three i nThe woman as
The Female bodyearth.connection with the

These symbols remind us oF the buried past whenearth.we 11 theas
as alive and interconnected andall oF women were

Rec 1 a i m i ngrespected. these valueshonoured and expands our
and shiFts the values oF our culturehistorical Framework beyond a

Whi1e 1ook i ng atbase. the statusmater i a 1purely and ro1es Qf
Goddess-centered cultures, alsoi n we consideringarewomen the

oF symbol systems i n general,gendered nature and how they affect
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women’s daily 1 i ves. The Goddess redefines andwomen’s bodies

sexuality outside o-F all patriarchal systems by valuing our cycles,

our procreative powers and our sexua1 energy.

has depicted the earth.Kathy Prendergast the -Female body as

i smade the ancient connection between them. sheShe has However,

thei nterference o-F a culture which tries to drainof theaware

fluids/energies from While celebrateboth.1i fe-enhanc i ng ourwe

not forget the abuse of the earthconnections with the earth we must

life on the planet.which threatens all
honouredmotherhood wasrem i nds thatPauli ne Gumm i ns o neeus

concentrate on celebratingimages of motherhoodand respected. Her

which mothers and ba b i escu1ture i ni nchi 1dbi rth are seen as aa
Cumm i ns makespreh i stor i c t i mes,toBynu i sa nee. referring

understanding of female procreativity.connections and expands our

fema1e vo i ce to ofthe speakCumm i ns a 1 soPau line uses

and sexua1. I n Aran Dance, i nterconnect i onssensua1pleasures both

the male body whichlandscape and hi dden i nare made between the are

of Cummins hasfemale creation aran patterns. imagi nati ve1ythe

which were triggered offreleased these connections by pandering on

craft invented by Female desire and pleasure isan ancient women.

both ancient and contemporary.

are working in feminist-matristicThese artists that areways

representation of women i n society. By celebratingchallenging the

body, female procreativity, fema 1ethe fema 1e desire and female
earththe these artistswith reclaimconnect ions the ancient

matristic past in which women were powerful. These artists make new
diverse strengthsof women’si mages and powers. It is important

not made invisiblethat to themselves but continue to
create images of their plural realities.

45

women are



notes on chapter four

1.
he stated that ’the biosphere is a self-regulating entity with

chemical and physical environment’.

A New Look at Life on Earth■Gaia:
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the capacity to keep our planet healthy by controlling the

The ’Gaia Hypothesis’ was expressed by J.E.Lovelock in which

1979, p.IX.
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CONCLUSION

I

It i s evident that the symbol of the Goddess i s not a
prerequisite for creating work which has terninist-matristic vision.

was brought toThis my attention while I was studying
of Irishnumber artists. The work of A1ice Maher, Louise Walsh,

Maggie Wright, Carole Key and Fiona Eucstace could also be read in

•Fem i n i st-matr i st i c ways. Yet the symbol of the Goddess adds an extra

and -Forces expand the parameters o-Fwe i ght us to our vision and

analys i s direction of prehistory. The expansion o-F the timei n the

that the Goddess symbol provi des, ■Forces us to ensure the-Frame

traditional and mostinclus ion o-F women’s most ancient, most

American feminist-matristic howart1 ook atWhen we
an ecological ThisGoddess consciousness awareness.

Mary Beth Edelson. Betsy Damon, M i riam

Helene Aylon, Rebecca Belmore,Christine Oatman,Sonna Henes,Sharon,
Marsha Hewitt also relateWilding, Laderman theFaith

concerns which combine the polit i ca1their ecofeministGoddess to
□ n a practical level, ecofemi nismand the spiritual
Goddess.without the Yet the symbol ofcertainly viable thei s

about the implications of the genderedGoddess obliges
concept of the earthimage of the cosmic creator as

whi ch prevailed inthat theimage such millenni aalive, asan
The Goddess symbol inspires us to referpreceding patriarchy. back

those of the Neo lithicto Goddess-centred where the
the sacredness of natureGoddess signified and the

Feminist-matristic vision does not just shift thefema 1e. gender of
fema 1e. Itfrom male to i sthe deity a the values

patr i archal systems thatfromthat embracee nsue Fathea Go d
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the work of a

contemporary concerns and values at every critical moment.

i n the i r work.

as we return to a

we see

us to think

Uke1es and

a reverence for

can influence

move away from

cultures like



creation myth and ■Fromtowards the values thata move ensue

embraci ng a matristic Ear th Mother TheGoddess myth o-F origins.
matr i sti c wor1d-v i ew p1 aces humans within the the i ro-Fcontext
origins (the the earth) Greatand sees the earth thecosmos, as
Mother, the womb -From which all li-Fe springs and humans part o-Fas

not above or ourside o-Fnature who are it.
While I have discovered Irish artists work i ng i n

-Fem i ni st-matr i st i c ways I fee 1 the Goddess symbol could enrich their

artistic vision and create a wider framework for their Thework .
Goddess has the potential to signify fusion of 1i fe-enhanci nga

va1ues, aesthetics and politics in a global ecological vision of

surv i va1, both for humans and al 1 non-human life earth.on

Feminist-matristic art has the potential to be cultural powerful.
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