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“Don’t ask me what it means or what it refers to. Don’t ask me what the work is.
Rather, see what the work does.”
~ Eva Hesse
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e New Domestics, Finding Beauty in the Mundane could not have been realized without the many
individuals and organizations who have lent their support.
We would to like to express our thanks to Stuart A. Chase, Director of the Monterey Museum of Art, for
hosting this exhibition as well as John Rexine and the staﬀ of MMA, Lexie Hunt, Noah Gonzalez,
Chris Cohoon and Maureen Halligan. Our gratitude goes to Patrick Frank and Victoria May whose
insight with the written word gave this catalogue life; Tristan Mabry whose editing expertise helped stitch
this catalogue together; Holly A. Temple for lending us her graphic design skills; Lily Yu, for her
enthusiastic fundraising and endless support and finally the artists in this show would like to thank
Gail Enns for putting this amazing show together. ank you.

THE TEMPLE SISTERS
e Sampler Series, 2018, detail

Over the years, the Monterey Museum of Art has exhibited magnificent works of art by artists who are
women, including Edna Bullock, E. Charlton Fortune, Dorothea Lange, Evelyn McCormick, and Joan
Savo. ey are remarkable not only for their art but also for their perseverance in the face of gender bias,
an issue we have put center stage in our Year of the Woman 2018 program.
For e New Domestics, Finding Beauty in the Mundane, Gail Enns has selected a group of eight artists
from California who have become a vital part of this program. is exciting exhibition contributes to an
important conversation about the perpetual challenges women experience again and again. rough the
eyes of the artists, e New Domestics both confronts prejudice and celebrates the social and cultural
contributions of women everywhere.
Working in a variety of mediums, their works use words, images and objects to engage a range of important themes and ideas. From Lisa Solomon’s inquiries into the meaning of "women's work," to Susan
Abbott Martin's focus on the worker behind the textile, to Katherine Sherwood's inquiries into female
identity, e New Domestics upend conventions with art that in Gail’s words “has sharp edges.”
Some works are provocative, as in Victoria May's explorations of materialism, or thoughtful, such as
Maria Porges’ statements about the value of print in a digital world, or Mitra Fabian's juxtaposition of
organic and electronic. Others frame conflicting perspectives, as in e Temple Sisters’ mixed media
examination of implicit bias, or Judy Shintani’s deconstruction of kimonos.
e New Domestics is an exhibition that provokes and inspires, bringing the works of women together at
a time when gender once again demands the attention of our collective conscience.

Stuart A. Chase
Executive Director
Monterey Museum of Art
Monterey, California

MARIA PORGES
Mary’s Book Trophy, detail

My fascination with domestic arts can be traced back to my earliest memories of my mother draping
leaves into dresses for my dolls. As I grew older, I discovered sewing, needlepoint, embroidery and cross
stitch -- some of the domestic arts that have been practiced in the home by women for centuries.
Over the last fifty years the necessity for mending, repairing and making homemade garments has seen
a rapid decline -- partly because Richard Nixon “opened” China in 1972 and relatively cheap household
goods became available, making it more economical to replace something such as a lace tablecloth rather
than mend it. At the same time, Miriam Schapiro and Judy Chicago developed the Feminist Art Program
at Cal Arts and, with critical support from Lucy Lippard, installations such as Judy Chicago’s Dinner
Party brought domestic arts into mainstream contemporary art.
Although e New Feminists were of great interest to me, there was an exhibition much later (1992)
which profoundly changed my view of domestic arts -- the Eva Hesse retrospective at e Hirshhorn
Museum. Hesse used every day, or "found" materials such as painted papier-mâché, rope, string, wire
and rubber; however, she appropriated and transformed them to reflect the emotional struggles she
experienced.
How should one view and understand the work of the artists in e New Domestics? Like Eva Hesse, the
artists successfully illuminate and explore the perennial and existential struggles of women while they
refrain from any obvious political agenda. eir work is about nostalgia and empathy, but it is also often
jarring, arousing feelings of injustice, anger, grief and hope. However we choose to interpret the work, it
is apparent that these artists place women’s “mundane” work on a level equal to that of men in the art
world.
It is also clear that their artistic consciousness is not simply a copy of their experiences -- the process of
going about their tasks in the home. Regardless of their extraordinary skills with sewing and stitching,
with weaving or modeling and composition, what draws us back to experience the work over and over
are the subconscious feelings they evoke. e New Domestics, Finding Beauty in the Mundane questions
our culturally accepted norms of feminine expression.

Gail Enns
Curator
Monterey, California

MITRA FABIAN
Frequency, 2018, detail

Creative Disobedience
BY PATRICK FRANK

the times we live in have gone beyond interesting; maybe they are even too interesting. e 24-hour news
cycle has heated up to red-hot, with political news breaking seemingly every five minutes. Disasters are
everywhere; the Islamic world is in an upheaval that will rewrite the world history books. Some disasters are
natural, of course. One million people in Puerto Rico still lack electricity, many months after Hurricane
María. But even many of these seemingly natural disasters are rooted in human causes connected to climate
change. e larger picture of our world seems careworn and problematic.
Into our highly charged and diﬃcult environment comes this exhibition, e New Domestics, Finding Beauty
in the Mundane. Like many of the most sane and interesting statements in our culture these days, this show
comes from women. e title might suggest that curator Gail Enns has gathered some artists who want to
retreat to the home front in the face of the cacophony outside. Retreating and focusing in your handiwork
certainly sounds tempting. A great many people are doing just that in this too-interesting
period. According to the Association for Creative Industries, formerly known as the Craft and Hobby
Association, "craft activity" in the United States generated $44 billion worth of economic activity last year.
e website Etsy, where crafters gather to buy and sell, has two million active sellers. Michael Bierut, who
leads Pentagram, one of the world's best-known digital graphic design firms, recognizes the trend: "Making
things by hand is suddenly big business," he wrote in a recent book review.
But e New Domestics is not about retreat; rather, the opposite. ese eight artists are using media found
in domestic situations, but they are grappling, contending, exploring, searching, and confronting. ey are
being creative, but they are doing more than that. ey are practicing Creative Disobedience. By that
I mean that their type of creativity is not submissive or well-mannered or highly tasteful; it has an edge to
it. It's insubordinate. It's also very culturally useful for these times. eir disobedience manifests itself in at
least three ways.
Some of the artists in this show actually destroy things. e most obvious case of this is Judy Shintani in
her Deconstructed Kimonos. She took beautiful traditional kimonos and rendered them useless, cutting gaping
holes in them. Her concept calls to mind Yoko Ono's performance work Cut Piece, in which she
invited the audience to come up on stage, one by one, with scissors to cut something from her garments,
leaving her naked. is work by Shintani has a deeper cultural relevance, however, because by cutting open
the icon of her own cultural heritage, she expresses a personal sense of growing distance from it. She thus
symbolizes the assimilation that many Japanese-Americans have been through since 1945. e cuts in the
kimonos are far from random; she usually removes designs from the fabric, rendering it more plain but still
recognizable. But she does not stop at the mere act of destruction. e works include the severed pieces, set
on a stool just below each kimono as a type of sacrificial oﬀering, a lament for a fading traditional culture.
rough destruction, she is transforming the kimono and the culture that it represents.
Maria Porges also destroys something precious: books. She cuts them into chunks, removes their covers,
snips pages into pieces. And then she attaches them to handles to make perverse tools out of them. Many
of the books are in German, a language that I do not know. Because most of the books came from her

grandmother's library, some of the lettering is the old Gothic style, which makes them even more illegible.
But these works from the series Mary's Books reward close looking, because surprises lurk in the ruins of
destruction. You might find a page from Paradise Lost or an antique illustration or an inventory. Overall,
the pieces resemble Exquisite Corpses, those drawings that the members of the Surrealist group passed around
as joint creations. In both cases, irrational juxtapositions jar the senses and suggest new pathways of thought.
Repurposing is another irreverent strategy that several of our artists here adopt. Repurposing is disobedient
because when you do this, you use an object for something unintended. You reject its "normal" function
because you have imagined a better use for it. Collage is the classic instance of repurposing, and Holly and
Ashlee Temple are collagists at heart, but with an important diﬀerence. In the work of the Temple Sisters,
Kurt Schwitters and Robert Rauschenberg had a baby that grew up to be a feminist. eir collages in the
Miss Mrs. Ms. Series are meditations on women and their world. ey combine sewing patterns, personal
correspondence, "feminine" wallpaper, smiling snapshots, and newspaper clippings to suggest layers of memory. However, rewards await those who linger in the rich surfaces of their works. eir symbolism always
points to survival, self-repair, and endurance under oppression. A recurrent motif in their work is home
sewing. Founding feminist Miriam Schapiro invented a term for this type of creation: femmage, a mash-up
of feminist and collage. e Temple Sisters have added an important branch to the femmage tree in these
large works, which measure up to four feet on a side.
Repurposing was a favored tactic of the one of the last century's most rebellious art movements, the
Situationist International of the late 1960s. ey called it détournement, a word that means diversion but
with an antisocial cast, like leading astray or hijacking. is is what Mitra Fabian has done with resistors
and capacitors; she has taken these electronic implements and led them astray so that they become features
on the skin of organic abstract sculptures. Her pieces look so elegant and intriguing that you might say that
the artist flirts dangerously with beauty, but notice the gendered aspect of both the sources of her work and
its results. e electronic equipment symbolizes Silicon Valley, that bastion of nerdy male culture, the headquarters of Google, Apple, and Facebook that constantly consume our attention. She has used Silicon Valley's
tools as parts of organic shapes that resemble budding life forms, or new species arising from the bottom of
the sea that have yet to be named. In her hands, the implements of male and technological domination
become symbols of fertility, which is, biologically, the province of women. e Situationists never imagined
such a concept.
Taking détournement to the edge of recognizability is Victoria May, who cadges rubber inner tubes, cuts
them into irregular pieces and sews them together into abstract, rippling compositions for installation across
a wall. ey seem to writhe along the surface, their color adding to the mystery of their identity. ey appear
brittle, like sections of the crumpled shiny car bodies of black hearses; or tossed, like pieces of angrily ripped
carbon paper swirling in a windstorm. To be sure, a rubber inner tube is a mundane thing, so lost in
usefulness that we do not even see it. May's transformation of these scraps is thorough enough to hobble
the cognitive faculty of recognition, leaving us adrift as we attempt to make sense of them. But closer study
reveals their previous life as inner tubes, which brings a cloud of associations with transportation and fossil
fuel extraction. She has turned sheets of rubber into ominous-looking detritus.
e most figure-oriented of the eight artists in this exhibition is Katherine Sherwood. She has repurposed
paintings and dresses into brightly colored, loosely constructed, human-scaled wall pieces that are so vivid
that they seem to stare back. Works such as Dr. Speech, Mansur and Neuron Nurse are humans who have
suﬀered some horrible apocalypse, flesh and bone blasted away, leaving behind boldly patterned clothing
and fragments of a nervous system. Yet she sees them as healers, magical beings who emerge from
apocalyptic radiation with renewed strength. e catastrophe that lurks behind these figures also lurks in
Sherwood's own life. At age 44, she suﬀered a cerebral hemorrhage that paralyzed her entire right side,
requiring intensive physical therapy for months. Rather than lament that fate, she repurposed it. She began

working with her left hand, and on larger works. Most of her works since then have paintings of brains in
them, a reference to the cerebral scans that she regularly underwent in order to gauge her progress. She also
started a collective called the Yelling Clinic in alliance with other artists who have endured the trauma of
war or disability in their lives. For Sherwood, the repurposing is not only rebellious but redemptive.
Feminism is, of course, the touchstone of disobedient art movements. When it broke out in the 1970s, it
questioned almost everything about the art world, except the necessity to make art. One of the feminists'
principal points of rebellion, especially on the West coast of the United States, was the traditional
separation of art (which men did) from craft (which women did). Feminists began to elevate craft work as
equal to art, in recognition of women's creativity over many centuries. Two artists here on view update that
concept, but in quite divergent ways.
Susan Abbott Martin literally re-stages examples of traditional women's craft work, forcing a realignment
of how we view them. She acquires excellent pieces of hand-stitched embroidery, then stretches and frames
them as if they were small paintings. Suddenly these pieces are no longer useful, but isolated and elevated
for our contemplation. Hung in a grid titled Penelope's Task Revisited Part II, the experiment works. Both
modernism and postmodernism in general devalued the intricate execution that these pieces toss oﬀ with
apparent ease. Under the new lens that the artist has created for the works, we gain a new appreciation for
their skill, certainly, but also their compositional instincts, color sense and thematic variety. In Homer's e
Odyssey, Penelope used her preoccupation with textile weaving to fend oﬀ suitors, so that she could remain
faithful to her husband, the long-delayed Odysseus as he returned from the Trojan Wars. e
anonymous creators of the pieces enshrined in Penelope's Task show a similar faith in craft, and our belated
attention in this exhibition at least partially redeems their patience.
What is it about textiles and warfare? e Bayeux Tapestry is a medieval embroidery, laboriously created by
a team of women which illustrates the Battle of Hastings of 1066. Afghan war rugs are hand-stitched carpets
that include depictions of rifles, tanks, and bombers amid the twining vegetation. During the Second World
War, Japanese women stitched textiles called senninbari, sashes that were given to soldiers and pilots before
they headed oﬀ to battle. A woman whose relative was called to active duty enlisted the help of 999 other
women who each added a brightly colored stitch to the sash--usually red for good luck--which the soldier
wore as protection. Lisa Solomon has updated that tradition in a wall-sized installation of the same name.
She made the one thousand knots herself, from rope dyed the same good-luck red color. e number one
thousand has special significance in Japanese traditional culture, relating to power, endurance, or devotion
(1000 buddhas, 1000 samurai). e artist has turned the original militaristic associations of senninbari into
a contemplative exercise. is work is part of the artist's investigation of her Japanese heritage, and also a
celebration of women's steadfastness expressed through craft.
Disobedience can be destructive in the world, but in the hands of the artists in this exhibition, it's
exhilarating. Our current chaotic times make retreat seem a tempting option, but the message we get from
e New Domestics, Finding Beauty in the Mundane is that engagement, questing, interrogating, and, yes,
disobeying is both valid and inspiring.

Patrick Frank
Los Angeles, California

VICTORIA MAY
Study in Convulsion #1 contorted, detail

Toward a rehabilitation of balance
BY VICTORIA MAY

in e Alphabet versus the Goddess, Leonard Shlain proposes a model of gender diﬀerence in which men’s
engagement in the world is dominated by abstract reasoning based on verbal activity, while women rely
on sensory interpretation based on visual processing. Slain hypothesizes that men’s and women’s innate
traits intertwine with their biology and thus traditionally assigned social roles. Because of their initial
role as caretakers and gatherers, women are naturally inclined to multitask and apprehend a greater field
of view, whereas men, originally hunters, are inclined to be targeted and sequential. Shlain distills women’s
and men’s respective modalities to contemplation and concentration.
Lest this sound too binary, Shlain also assigns the gender tendencies to the two halves of the brain—
female to the right brain and male to the left brain—stating that indeed there is some of each in each
gender and that the balance can vary widely from person to person regardless of gender. He does, however,
assert that some of the most destructive times in human history are the result of imbalanced left brain or
analytical activity. I would assert that our current digital era is one in danger of excess and would benefit
from an increase in right brain activity and the use of the digits that come with our bodies.
Women, as the original homemakers, are credited for devising resourceful uses of collateral materials, for
example warm clothing made from the dead skin of a mate’s kill. e artists in e New Domestics, Finding
Beauty in the Mundane continue this long legacy of transformation, taking the abject, overlooked, or
ordinary and rendering it useful, expressive; beautiful, even. Each artist utilizes as raw material, some aspect of everyday life, dissecting it to expose or extract essential elements. e final works entice viewers
to apprehend the unseen layered implications and histories of things they may glimpse, handle, wear or
operate with blind routine.
A creative process that yields the utter transformation of familiar materials requires the ability to
contemplate those very objects anew. e “finding” in the show’s subtitle is both passive and active. Each
artist must first simply be with her materials or inspirational matter to learn more about them, to suss
out their potential. During ideation and production, this means paying a comprehensive attention to
her process, as each next stitch, fold, immersion or cut guides the artist to a trusted outcome.
It is this kind of sensory awareness and imagination that enables poetic leaps such as enlarging tiny
embroidered knots into huge hunks of industrial rope or shaping exotic organisms from mass-produced
circuit elements or reconfiguring static books to ominous tools and weapons.
As homemakers, women are predisposed to a holistic view of their immediate environment and by
extension, the greater world they live in. e feminist art critic Lucy Lippard spoke of women’s tendency
to rehabilitate. In the 1978 essay “Making Something from Nothing (Toward a Definition of Women’s
‘Hobby Art’)” she wrote: “Today we are resurrecting our mothers’, aunts’, and grandmothers’ activities—
not only in the well-publicized areas of quilts and textiles, but also in the random and freer area of

transformational rehabilitation. On an emotional level as well as on a practical level, rehabilitation has
always been women’s work. Patching, turning collars and cuﬀs, remaking old clothes, changing buttons,
refinishing or recovering old furniture are all the traditional private resorts of the economically deprived
woman to giver her family public dignity.” It is not a coincidence that necessity is the mother of invention.
Forty years later, in this time of relative abundance of things—99-cent stores, fast fashion, two-income
families—but not of time, it makes less sense in terms of eﬃciency to rehabilitate things. To make something
from nothing becomes a statement rather than a necessity, or perhaps, it becomes a necessary statement.
In the library I once sat next to a homeless man whose jacket had been laboriously patched. e patches
were numerous and small; beautifully composed all in the same color with neat edges and tiny, meticulous
stitches. I had an intense admiration for the craft, but at the same time felt awkward for regarding as art
what was of basic necessity for him.
In the case of these artists, I venture that what they have put forth here is out of need. Each one sees areas
and situations in our world that require awareness, that need a rehabilitating of dignity. is may mean
a realignment of viewers’ world views or a small shift in perception. In peeling back layers of residue they
create a new relationship with the materials that we see, wear, touch and use everyday, oﬀering a new
light to illuminate the gravity of the current situation, though not without some levity.

Victoria May
Santa Cruz, California

JUDY SHINTANI
Deconstructed Kimono II, detail

MITRA FABIAN
“My work serves as a commentary on the increasingly modified condition of humans
– pitting nature against culture and blurring the line between organic and
manufactured.”
~ Mitra Fabian, 2018

Mitra Fabian’s artwork is a reflection of local human industry. She is a sculptor and installation
artist working almost exclusively with manufactured materials: the leftovers, the by-products,
the remnants of human activity. ese materials cannot be just any garbage; they must
generate a visceral response in the artist. It may be the material itself, or the shape and size of
it, or the way it conducts or reflects light. She builds and deconstructs or alters the materials
in such a way that they are not immediately recognizable. e reconstruction is in some way
determined by what the material is capable of doing, but not meant to do. e new physical
form is always more organic, often mimicking the appearance of natural patterns, landscape,
magnified cells or mold. By repurposing electronic parts into a sophisticated reflection on
the human condition, Fabian upends the conventional restrictions of technology on our lives.

MITRA FABIAN
Rhizome, 2016, detail | (approx) 60" x 120" x 8"
Resistors

MITRA FABIAN
THIS PAGE
Exhaust 2016 | 8" x 10" x 20"
Ceramic and diodes
PREVIOUS PAGE
Radiate I 2017| 16" x 16"
Resistors on archival foamcore

SUSAN ABBOTT MARTIN
“Ideas for my work reside in memory and experience… a smell, a sight, an idea, a
touch. I make the work to navigate towards an understanding of the outside.”
~ Susan Abbott Martin, 2018

Susan Abbott Martin has an aﬃnity for found objects, process, repetition and
installation. She uses a grid to provide the framework to explore the unique and complex
nature of natural and manufactured materials. e materials can be liquid and solid, warm
and cool, soft and hard. She combines a variety of materials such as wax, steel, thread,
plaster, glass, wood, rubber, plastic, cement and paper. In addition to a grid, she makes
use of repetitive processes such as gluing, sanding, weaving, cutting and wrapping to
produce sculpture and wall pieces to reveal, through the smallest detail, what is essential.

SUSAN ABBOTT MARTIN
Women’s Work: Days of the Week, Wednesday and Friday 2017
Embroideries: 8" x 8"
Cotton, embroidery floss and wood
Collages: 8" x 4"
Vintage magazines, paper and wood

SUSAN ABBOTT MARTIN
THIS PAGE
Penelope’s Task Revisited Part II 2010-2016
Elements: 6" x 6", 8" x 8" and 10" x 10"
Cotton, embroidery floss and wood
PREVIOUS PAGE
Penelope’s Task Revisited Part 1 1997 – 2017
Elements: 3.75" x 3.75"
Embroidery floss, perforated paper and paper

VICTORIA MAY
“My diverse artistic practice deals with the myriad oppositions permeating human life,
such as nature and artifice, accident and intent.”
~ Victoria May, 2018

Victoria May is an avid advocate for material re-use. She combines raw, unpredictable
elements with human-invented intricacies, exploring realms from psychology to industry.
An assortment of sensually evocative materials is meticulously joined, layered, and embedded,
resulting in highly crafted sculptural objects, wall works and installations. Naturally
derived materials or processes intersect with ones that are artificially synthesized, relaying
visceral and conceptual tension. She often relies on raw materials and found objects,
allowing the history, function, metaphorical value and/or sensibility of each element to
contribute to the work’s intent. Meticulous handwork then transforms humble materials
into the precious, mirroring how our own ephemeral lives become precious through our
own personal toils. She continually merges the delicate with the strong, to seduce and
repel, to obscure and reveal, and to combine the hand and the machine.

VICTORIA MAY
Fetish Installation, 2018, detail
Installation approx 12' x 10'
Tire inner tube, vinyl and thread

VICTORIA MAY
THIS PAGE
Study in Convulsion #1 contorted | 20'' x 40'' x 11''
Tire inner tube, thread, handmade silk and polyester cording
PREVIOUS PAGE
Utility Panel #2 | 36'' x 24'' x 3''
Canvas, thread, hardware, light bulb and a mop head

MARIA PORGES
“e contents of these books may no longer be available, but they can still have a
distinct relationship with a viewer/manipulator.”
~ Maria Porges, 2018

For Maria Porges, a complicated, lifelong relationship with the printed word lies behind
her exploration of books as both physical material and subject matter. Her primary source
is the library left behind by her grandmother Mary Low. A citizen of the late AustroHungarian Empire and an Anglophile, she read many English classics, translated
indiﬀerently into German and printed in 'blackletter,' a Gothic typeface now illegible to
virtually all readers. Hence, most of these unwanted volumes are destined for landfill. Yet,
it is here where Porges finds new life for each book. Art functions as reclamation of their
value and, at the same time, serves as an uncomfortable recognition of the decreasing role
of books in a digital media world. She incorporates illustrations from these books, as well
as parts of pages, dust covers, and other miscellaneous printed material, onto the painted
surfaces of many works. It is a labor of love in many diﬀerent ways.

MARIA PORGES
Book Mermaids, 2014-2016 | 36'' x 48''
Books, paint, collage and wood handle

MARIA PORGES
THIS PAGE
Stair Book Tool | 13'' x 17'' x 3''
Books, paint, collage and handle
PREVIOUS PAGE
Or Booktool | 19'' x 10.5'' x 3''
Books, collage and handle

KATHERINE SHERWOOD
“Ideas for my work reside in memory and experience… a smell, a sight, an idea,
a touch.”
~ Katherine Sherwood, 2018

Katherine Sherwood’s mixed-media paintings gracefully investigate the point at which
the essential aspects of art, medicine and disability intersect. Her works juxtapose
abstracted medical images, such as cerebral angiograms of the artist’s brain, with fluid
renderings of ancient patterns; the paintings thus explore and reveal, with a most unusual
palette, the strange nature of our time and current visual culture.

Sherwood suﬀered a cerebral hemorrhage when she was 44. “Now, I see brains in everything" she says. Brain Flowers were made on the linen backs of art history reproductions
and are based on still lives from the 19th century. Embedded in the paintings are flowers
constructed from Sherwood’s recent MRI scans. Healers from the Yelling Clinic are
constructions of figurative diptychs with fabric. ey utilize brain imagery from
neuroanatomy from the 16th through the 21st century. Images of the brains make up
the heads, breasts, hands and other body parts of these “healers”.

KATHERINE SHERWOOD
Peonies After Monet, 2017 | 55'' x 48''
Mixed media on found linen

KATHERINE SHERWOOD
FROM LEFT TO RIGHT
Belly, 2011 | 77'' x 54'' | Burgundy, 2011 | 86'' x 36'' | Blue Girl, 2012 | 80'' x 30''
Neuron Nurse, 2011 | 78'' x 32'' | Mansur, 2011 | 78'' x 32''
Mixed media on canvas

JUDY SHINTANI
“Cultural objects are transformed in my work with new meanings and significance,
creating new interpretations from traditional forms.”
~ Judy Shintani, 2018

ere is a healing aspect to Judy Shintani’s work. Her process involves transforming and
combining gathered manmade and natural materials to encourage growth and contemplation. Her handiwork is seen in all her making: cutting vintage kimonos, hand building
ceramic altars, and adhering leaves one by one on to female forms. She unveils the
feminine by deconstructing cultural garments of her own heritage and converting iconic
bikini-clad bodies into powerful female shields. In creating these second skins, Shintani
ponders women’s culture, history, stigma and strength to see what is beyond the surface.
e feminine shaped shields honor the crusades that each woman makes for her family,
community and livelihood. ey connect to the earth as a powerful source of renewal.

JUDY SHINTANI
Shield of Peace and Longevity, 2014 | 29'' x 16'' x 4''
Ginkgo leaves and swimsuit form

JUDY SHINTANI
THIS PAGE
Deconstructed Kimono III | 7' x 2.5' x 2'
Vintage kimono, ceramics and stool
PREVIOUS PAGE
Deconstructed Kimono I | 7' x 2.5' x 2'
Vintage kimono, ceramics and stool

LISA SOLOMON
“At one point in history there were women who subversively stitched – treating an act
of domesticity as a small protest, giving birth in many ways to the idea that the personal
is political.”
~ Lisa Solomon, 2018

Lisa Solomon is profoundly interested in the idea of hybridization and her works revolve
thematically around domesticity, craft and masculinity/femininity. In her view, in this
digital age, using ‘antiquated’ materials and techniques such as embroidery is, in fact,
subversive. Solomon’s work is in dialogue with contemporary art and the history of painting,
but by using thread and craft materials she feels that she is simultaneously in conversation
with an aesthetic artistic sphere that is inherently more interior and domestic. As a half
Japanese, half Jewish [Eastern European] Caucasian woman, hybridization shows itself
often in her practice. Influenced by her paternal grandmother, she often chooses to
incorporate crochet, embroidery, felt, pins, etc. e history and connotations of these
materials intrinsically add another dimension.

LISA SOLOMON
Sulfur Mustard, 2011 | 12'' x 12''
Mixed media on duralar

LISA SOLOMON
Senninbari [1000 stitch knot belt], 2016 | 122'' x 299''
Hand dyed cotton rope

The TEMPLE SISTERS
“Our multimedia work lives in places that include deeply personal, subjective aesthetics
and themes but seeks to resonate by extending itself through and around collective
motifs of culture and history.”
~ Holly and Ashlee Temple, 2018

e Temple Sisters (Holly and Ashlee Temple) work in mixed media and generate large
and small works on canvas and paper, as well as smaller three-dimensional assemblages.
eir work reflects their fascination with the eﬀects of time and memory upon iconography
- personal, spiritual and cultural. Each piece engages the viewer in questions of the
temporal nature of the image(s), personal memory and the hidden stories that are
re-imagined through age and displacement. Collaboration, both in applied method as
well as conceptually, is at the core of their work. ey each find the implicit trust required
by working in tandem to be one of the most interesting and integral parts of their art.
A shared history and aesthetic emerges as a partnership on canvas and paper. It is their
deep belief that collaboration – artist-to-artist, art-to-observer – is at the heart of the
creative process.

THE TEMPLE SISTERS
At the Party, 2018 | 30'' x 40''
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Mitra Fabian has been showing her work nationally since 1997. In addition to a solo show at the San Jose

Institute of Contemporary Art, her work has been featured in the Museum of Contemporary Craft, the Laguna
Art Museum and the Armory Center for the Arts. She has also shown with prominent galleries in Los Angeles and
San Francisco. In the summer of 2009, she was an Artist in Residence at the Bemis Center for Contemporary Arts
in Omaha, Nebraska. Her work has been reviewed by several media organizations including Spark, KQED
Television, Ruby Mag and Art Week. Fabian is a professor at West Valley College. Born in Iran and raised in Boston,
Fabian received her BA from Kenyon College and her MFA from California State University, Northridge.
Susan Abbott Martin’s exhibitions include the Oakland Museum at City Center, Cuesta College in

San Luis Obispo, the San Francisco Museum of Modern Art, Artist Gallery and the Dennos Museum at Northwestern Michigan State University. Martin has received numerous grants, awards and residencies including two
grants from the Pollock Krasner Foundation, the Lila Wallace Reader's Digest International Artists Program at
Monet’s garden in Giverny, France, the Bemis Foundation in Omaha, Nebraska and Yaddo in Saratoga Springs,
New York. Her work has been reviewed in Artforum, the San Francisco Chronicle, Art Week and the World Herald
in Omaha, Nebraska. Martin received her MFA from the California College of Arts and Crafts.
Victoria May has exhibited at the San Jose Institute of Contemporary Art, the Santa Cruz Museum of Art

& History, the Craft and Folk Art Museum in Los Angeles, the Tucson Art Museum, Headlands Center for the
Arts, the San Jose Museum of Quilts and Textiles and in New York and Australia. In 2010, she received a Santa
Cruz County Rydell Fellowship and in 2015 she was named an Artist Laureate by Silicon Valley Creates. She has
had residencies at Jentel Arts, Kala and Lucid Art Foundation. Her work has been published in By Hand, Fiber
Arts, Surface Design Journal and has appeared on the BBC website. She has taught classes and workshops at San
Francisco State University, Cabrillo College, Oregon College of Art and Craft, and Penland. She received her BA
from UCLA and her MFA from San Jose State University.
Maria Porges is an artist and writer whose work has been exhibited widely in solo and group exhibitions
since the late eighties. She received a SECA award from the San Francisco Museum of Modern Art and has twice
been in residence at the Headlands Center for the Arts. A finalist for the Creative Capital/Warhol Foundation Arts
Writers Grant in 2014 and 2016, her critical writing has appeared in many publications, including Artforum, Art
in America, Sculpture, American Ceramics, Glass, Sculpture Magazine, squarecylinder.com and the New York Times
Book Review. She has also authored essays for over 100 exhibition catalogues and dozens of scripts for museum
audio tours. Porges is an Associate Professor at California College of the Arts. Porges received her BA from Yale
University and her MFA from University of Chicago.
Katherine Sherwood has shown her work at the Smithsonian Institution, the National Academy of
Sciences, the Kennedy Center, Yerba Buena Center for the Arts, the Kemper Museum of Contemporary Art and
the Whitney Biennial 2000. She is the recipient of many awards and grants including the Wynn Newhouse Award,
Joan Mitchell Foundation Grant, Guggenheim Fellowship Award, Pollock-Krasner Foundation Grant, Adolph and
Esther Gottlieb Foundation Grant and an NEA Artist Fellowship. Sherwood is a professor emerita at UC Berkeley
in the Art Department and the Disability Studies Program. She is the Artist in Residence at the Helen Wills Neuroscience Institute. Sherwood received her BA from UC Davis and her MFA from the San Francisco Art Institute.
Judy Shintani has shown internationally at museums and galleries including solo exhibitions and community

engagement events at University of Pittsburgh, Pennsylvania; Springfield College, Massachusetts; Peninsula
Museum of Art, Burlingame, California; Santa Fe Art Institute, New Mexico; and JFKU, Berkeley, California.
Her work has been featured at the Cultural Center Francisco Prat Puig in Santiago de Cuba; Station Museum in
Houston, Texas; Presidio Trust, San Francisco, California; Euphrat Museum of Art, Cupertino, California; and
514 Arts, Albuquerque, New Mexico. Shintani has been awarded residencies at Santa Fe Art Institute, Creativity
Explored, Big Ideas Fest and a fellowship at Vermont Studio. Shintani teaches art for Foothill College in the Bay
Area. She received her BA from San Jose State and MA from John F. Kennedy University (JFKU).

Lisa Solomon’s drawings and installations have been exhibited in numerous national and international

venues including the Walter Maciel Gallery, ArtMarket SF, Fouladi Projects, Gallery CA, Art on Paper, the Sun
Valley Center for the Arts and Nicoletta Rusconi Gallery in Milan, Italy. She has been an Artist in Residence at
the Palo Alto Art Center, the Oakland Museum, Irving Street Projects in San Francisco, Angels Gate Cultural
Center in Los Angeles, the Ulrich Museum of Art in Wichita, Kansas, and the Komi-Machi Kougen Museum,
Japan. She has authored a book on embroidery published by Quarry press titled Knot read Stitch; her illustrations
are featured in 20 Ways to Draw a Chair and Draw 500 Everyday ings. Solomon teaches art at San Francisco
State University and has also taught at UC Berkeley, Mills College, California College of Arts and Cal State East
Bay. Solomon received her BA from UC Berkeley and MFA from Mills College.
The Temple Sisters’ (Holly and Ashlee Temple) exhibitions include Muse Gallery, Carbon 14 Gallery and

the FUEL Collection in Philadelphia, Pennsylvania; Fountainhead Gallery, New York, New York; Woman Made
Gallery, Chicago, Illinois; the Katzen Arts Center at American University, Washington, DC; the San Diego Art
Institute; Harrington Gallery, Pleasanton, California; and Green Chalk Contemporary, Monterey, California.
Awards include Best in Show at the Harrington Gallery Fresh Works Juried Group Show. Among other publications, they have been profiled in the Philadelphia Inquirer, the San Francisco Chronicle and GuestLife. Holly studied
art and art history at California State University in Florence, Italy, and the San Francisco Academy of Art; she
received her BA from San Francisco State University. Ashlee received her BFA from New York University and her
MFA from the Yale School of Drama.

GAIL ENNS is the Director of Celadon Arts, a 501(c)(3) arts management organization launched in 1989,
producing exhibitions in galleries, museums and art spaces in Washington, DC, New York, the Netherlands and,
most recently, in Monterey, California. She has curated and mounted eight public exhibitions on the Monterey
Peninsula, sponsored by groups including the Japanese American Citizens League, Sand City and the Sand City
Arts Committee, the Joseph Campbell Foundation, the Carl Cherry Center for the Arts and Monterey Weekly.
From 1983 - 2003, she owned Anton Gallery and served as the advisor to the Sasakawa Peace Foundation Gallery
from 1990 to 1995 in Washington, DC. During this time, she guest curated exhibitions for art spaces and universities in Washington, DC, New York, Maryland and Virginia. Enns currently owns and directs her own gallery,
Green Chalk Contemporary, in Monterey.
Patrick Frank has taught in many higher education environments, from rural community colleges to private

research universities. He is author of several books on art, including Artforms: An Introduction to the Visual Arts, a
higher education textbook now in its twelfth edition. His recent scholarly work has focused on Latin American
graphic arts. He is author of Posada’s Broadsheets: Mexican Popular Imagery 1890–1910 and Los Artistas del Pueblo:
Prints and Workers’ Culture in Buenos Aires (University of New Mexico Press). He has curated five exhibitions of
Latin American prints. He has also edited a volume of artists’ writings, Readings in Latin American Modern Art
(Yale University Press). He served as collaborating author for the modern section of Marilyn Stokstad’s Art History
(third edition). Frank earned his MA and PhD degrees at George Washington University in Washington, DC,
and is currently teaching the History of Modern Latin American Art at Pitzer College in Claremont, California.
He lives in Los Angeles, California.
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