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Love, Mom, 2017, oil, acrylic, cloth, paper, colored pencil, pastel, beads, glitter on canvas,
52 x72in (132.1 x182.9 cm)




Joan Snyder: Painted Sound
by Norman L. Kleeblatt

Symphony, 1970

T on R

In 1971, the May issue of Artforum included an ar-
ticle on Joan Snyder’s recent work by Marcia Tucker,
then pioneering curator at the Whitney Museum
who would go on to become a founding director at
The New Museum of Contemporary Art. Appear-
ing in one of the major international journals for
contemporary art, noted for the youth and bril-
liance of its contributors, Tucker’s analytic appra-
isal of Snyder’s recent stroke paintings used the
perceptual, phenomenologically based ideas of
philosopher Maurice Merleau-Ponty as a spring-
board for understanding this seductive and enig-
matic group of canvases. This article, exactly half
a century ago was not only the first in-depth pub-
lication on Snyder, but also largely responsible for
catapulting Snyder to the forefront of 1970s paint-
ing during the early part of that decade.

The unusual nature of Snyder’s stroke paint-
ings, Tucker explained, positioned them in sharp
contrast to the purposeful hermetic nature of Min-
imalism, and as a departure from the spontaneity
of Abstract Expressionism. She clarified the con-
tradictory properties of Snyder’s pictures that fused
intellectual scrutiny with painterly gesture. Delv-
ing deeper into Snyder’s actions—her performative,
painterly expressionism—Tucker characterized
them as a “dissection” of the painting’s internal syn-
tax: “the strokes, gestures, drips, and markings of
the painting itself.”

Tucker mentions the “syncretic” aspects of
Snyder’s approach, with their collision of formal
and personal allusions. In using this term, she re-
fers to noted art historian Robert Goldwater’s
groundbreaking book Primitivism in Modern Art
(1967) and by extension the cultural fusions intrin-
sic to African religions and their manifestations in
“primitive” art. Through this terminology, she hints
at the significant connection of Snyder’s art with
the ideas of Goldwater’s current research at that
time: the late 19th century Symbolist artists and
poets. Their psychological, personal, and in Gold-
water’s words, “synthetist expression” is likewise
palpable in Snyder’s painting. Tucker’s observation
that Snyder’s “visual equivalences... have pictorial
meaning” reveals a direct connection to the syntax
of Symbolism. According to Goldwater, beginning
in the 1880s Symbolist artists ranging from Paul
Gauguin to Gustave Moreau moved away from the
‘scientific objectivity’ associated with Impres-
sionism and Neo-Impressionism. By contrast, they
created work meant to be experienced through
transposition between and among senses, includ-
ing smell and taste. According to Goldwater, Sym-
bolism’s about face from objectivity sought to move
art beyond naturalism and realism to elicit emo-
tions—"“states of interior feeling” that could be
re-lived by the viewer. This was precisely the sub-
ject Goldwater was teaching at NYU's Institute of
Fine Arts in the late 1960s and early 1970s where
he served as Tucker’s teacher and thesis adviser.
Goldwater’s attention to a non-formalist earlier
movement underscored his prescience in terms of
new more emotive painting that at the time that
was developing in the United States, especially
among women. Long-time husband of the sculptor
Louise Bourgeois, he was noted, especially among
his female students, for his feminist mindset.
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Symphony VIII, 2021, oil acrylic, paper maché, burlap, dried flowers, stems, paper, ink,
wooden hoop on linen, 54 x120 in (137.2 x 304.8 cm) (in two parts)




Snyder’s work is best understood in terms of
Symbolist-related sensory transposition. Thus,
Hayden Herrera aptly calls her painting a “visual
chant.” In Snyder’s case this is often experienced as
an exchange between aural and visual means, and
vice versa, essentially between music and art. Al-
ready evident in two early works, both titled Pink is
Flesh ( B ) of 1969 and 1974 are the artist’s inter-
ests in trans-lexical meanings and the transposi-
tion of sensation. In the former, using only words
as images, she articulates the significations for her
of specific colors and modes of painting.

Snyder’s Symphony VIII, 2021 is a hetero-
geneous painting typically incorporating collage
elements, paper maché appliques, and dried flowers
to code nature; a wooden hoop on the lower right
of the left panel is used to physically confine a pool
of paint. Imposing in scale, its title naturally refers
to this majestic mode of classical music. The influ-
ence of classical music for Snyder is oft noted in the
literature about her. Since her first Symphony ( A ),
1970 (discussed and reproduced in Tucker’s arti-
cle), it is only her eighth painting bearing this title.
The classification Symphony VIII is a robust ack-
nowledgment of the painting’s significance within
her oeuvre. Diptych in form, its two sections con-
trast in tonality and effect: a breathy light field on
the left and penetrating dark field on the right. Giv-
ing credence to the musical association of her title,
one might consider the left panel a light-hearted
adagio and the right panel a somber largo. Bold ver-
tical and horizontal strokes appear on each panel.
Together they are more geometrically formed and
weightier than her strokes of the early 1970s, less
gestural, but exceedingly expressive. The red floral
forms on each panel contrast drawing (left) and
painting (right). Snyder admits that some people
read a face—two eyes and a mouth—on the three
thick red impasto flowers on the right-hand panel.
Evident as well are Snyder’s spontaneous yet highly
controlled drips, each of which is unique in its han-
dling, creating different physical qualities and emo-
tive associations.

If Symphony VIII is orchestral in nature, Love,
Mom, 2017 homes closely to chamber music. Creat-
ed from an amalgam of traditional painting mate-
rials—oil, acrylic, pastel—with cheap Kkitschy
materials like beads and glitter which, with near
alchemical magic, she transforms into riveting
visual passages. This work also contains patches of
cheesecloth pasted onto the canvas, typical to
Snyder’s practice. Incorporating gauze in a poultice
or repair ritual may suggest a subconscious ban-
dage, a means of healing psychological wounds.
Connections to wounds, physical and metaphorical,
go back to her 1973-74 canvas Flesh Art ( ¢ ) in
which she cut gashes into the canvas then sutured
them closed. As such, there is no distinction here
between. means and meaning. The Love, Mom se-
ries of light, lyrical canvases coincided somewhat
paradoxically with a very difficult period in Snyder’s
life in which her daughter was undergoing a pain-
ful separation from her husband. Nevertheless, Sny-
der claims she emerged from her studio during this
time surprised that such delicate, sublime work—
some even with a sense of humor—materialized at
such a deeply turbulent moment in her life.

_kis Flesh, 1969
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Song Cycle 5, 2012, oil, acrylic, paper maché, silk, graphite on linen, 54 x 66 in (137.2 x 167.6 cm)
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Marcia Tucker, “The Ana-
tomy of a Stoke: Recent
Paintings by Joan Snyder,”
Artforum, May, 1971, 42-45.
Coincidentally, the article
on Snyder was immediately
followed by an interview
with the conceptual artist/
minimal painter Robert
Ryman.

2
Ibid. 42.

3

French 19th century poet
and art critic Charles
Baudelaire’s (1821-1867) idea
of correspondence between
the physical and the spiritual
became very important

to the next generation of
Symbolist writers and artists,
particularly Stephane
Mallarme.

4

Robert Goldwater, Symbol-
ism, Penguin, 1979. 3-7.

The book was published post-
humously after Goldwater’s
death in 1973.

5

Katy Siegel with David Reed,
High Times, Hard Times: New
York Painting, 1967-1975,
Independent Curators, 2006.
exh. cat. Robert Goldwater
was known, according to

his former student Eunice
Lipton, as a rare champion
at the time of his women
students. Eunice Lipton,
email to author. Juneteenth,
June 19, 2021.

6

Hayden Herrera, Joan Snyder,
New York, Harry N. Abrams,
2005.17.

7

The painting which is entirely
composed of expressively
painted text says: “pink is flesh
and our souls yellow a place
thick with pain and red some-
times you gold to worship and
pink is flesh and our spirits.”
This is close to the kind of
poetry of Baudelaire, a major
inspiration for Symbolist
poets and artists. Especially
apt here is Baudelaire’s poem
Correspondences

8

According to Snyder, this
work was a major effort.

It took months to create and
was the first painting after
the height of the pandemic.
Email from Snyder to author,
June 15, 2021.

9
Series of emails June 15-19,
2021

10

The dyad “terror and aston-
ishment” is Snyder’s own
words. Email to author June-
teenth: June 19, 2021.

Painted in 2011 and structured in a grid-like
form with six compartments, Song Cycle 3 is the
earliest work in this exhibition covering the last de-
cade of the artist’s work. As a whole Snyder feels it
is almost a piece of music and connects in her mind
to the work of 20th century Czech composer Bela
Bartok. Given its title, each compartment might be
interpreted as a song, the painterly variations evolve
from one part to the next. For example, eight stac-
cato white strokes at the center left square of the
picture dissolve into a sheer veil of controlled drips
below, partly clouding the painting beneath as if it
were covered by a translucent curtain. This effect
is mirrored in a play between representation and
materiality through a strip of white silk down the
center of the canvas. These strokes and drips are
once again themes and variations, manifested
painterly and musically. The curved presence of a
dried sunflower whose stem is swathed in fabric
breaks the grid. Snyder’s use of fabric complicates
the meaning of this collage element. Swaddling the
spent flower is a palliative gesture: its sweeping con-
figuration simultaneously acts as a formal rupture.
Deploying maternal actions and feminine materi-
als, Snyder issues a feminist about face from the
bravado “actions” that lay at the heart of the male-
dominated Abstract Expressionism of the previous
generation.

Transformative feminist acts underpinned by
a transpositional process between artistic genres,
place Snyder as a conductor of painterly form. She
fills her canvases with emotional codes and notes,
tones and gestures, harmonies, and cacophonies.
Freely associative in both meaning and materials,
her paintings and their component elements are
enigmatic in effect. Snyder’s art is never entirely
abstract, nor any way near representational. She
embeds in them inscrutable clues to their meaning
and cues to feeling, capable of taking viewers of her
works on tours through expressions of joy and
beauty, vulnerability and pain, terror and astonish-
ment, healing and hope.
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Always, 2017, oil, acrylic, ink, pencil, paper, glitter on canvas, 55 x 50 in (139.7 x 127 cm) Song Cycle 3, 2011, oil, acrylic, silk, velvet, cloth, sunflower stalk on linen, 48 x 48 in (121.9 x121.9 cm)




Fragments of a Soul

Hans Ulrich Obrist and Emma
Enderby in conversation with
Joan Snyder in 2018 ........

Flesh Flock Painting with Strokes and Stripes, 1969 (A

_Summer Oranﬁe, 1970

HUO : Joan, how did you start? How did you be-

come a painter? Was there an epiphany?

JS : There actually was an epiphany. When [ was a
senior in college, | was a sociology major but became
determined to paint, I don’t know why, it was justin
my head that [ wanted to paint. I talked the univer-
sity into letting me take a beginning painting class
without all the introductory art courses. I wanted
to paint.

It was a typical class, we were painting still
lifes and [ was painting people that were in my life,
portraits of the people I really cared for. My brother
and sister-in-law being two of them. They were ab-
stract but with content, they were portraits. Once,
I was in class, working on the painting of my
brother and sister-in-law and my teacher asked,
“How do you like Jawlensky?” I was so culturally
deprived that I had never even been to a museum,
knew nothing of art history. I said to him, “Who's
Jawlensky?”

He showed me, in particular, a painting by
Alexej von Jawlensky that looked so much like the
portrait [ was working on. Both paintings had a man
with a pipe in his mouth, there were many similar-
ities... even my palette was similar to many German
Expressionist paintings he showed me that day.

I'd spent eighteen years of my life being huge-
ly anxious, having no voice and this moment, seeing
those images of German and Russian artists (I am
of Russian German Jewish decent) changed my life.

HUO : Where would you say your catalogue raison-
né begins? What's the first work where you found

your own language.

JS : Iwould say in 1969. Some very early stroke paint-
ings. Maybe a bit before that, the mid to late 1960’s.
Paintings where [ was using feminist imagery, with-
out, at the time, there being a feminist art move-
ment. [ was using all kinds of materials like cheese
cloth, flocking, lentil seeds, acrylic gels and pastes.
[ was painting bodies but in very abstract ways... the
essence or feelings of a female body. ( A )

And then [ dipped into something different, I
mean, [ was going against the stream because there
was minimalism, and there was color field. There
was, of course, abstract expressionism which |
loved, but minimalism and color field was very big
when [ was a graduate student and for me it wasn'’t
interesting. It didn’t interest me to look at big patch-
es of colors as was being offered in color field paint-
ing. [ wanted more in a painting, not less. I wanted
to tell a story, have a beginning, a middle, an end,
even resolution... to be able in one painting to have
all of this... joy and sorrow, life drama as opposed
to the simplicity that [ saw in color field or mini-
malism.  was studying the stroke and making what
I called the anatomy of a stroke painting. Seeing
into and through the stroke.( B )

In a lot of ways, 'm more involved with mu-
sic than [ am with painting. [ go to many concerts.
[ get my ideas sitting at the concert immersing my-
self in the music. I can sitin a Philip Glass concert
and make all kinds of sketches which then turn
into paintings. All my sketchbooks come from
concert going.

HUO : So you doodle a lot?
JS : Well, they're doodles, but they're serious doo-
dles with lots of notes. And then I go over them, over



St. Anthony sketch, 2017 (c) and over. I edit myself very carefully, so for example,
' lLy-m A ,ﬂ}i)jﬂ when I look at my sketches there are often many

Ut v anelily ATl different dates on them. I look at them for years,

. | L;—’r @W e writing “yes”, and “yes”, and “yes” and “still”. In other

i words, I make this sketch at a concert and then I...

J&‘u{/(_ r@‘{ you see where, 've written 2013, 2014, and 2015 and

I so on, and then other notes about color are entered

"EA LLQ 1o 1 at concerts also “dark symphonies with white flow-

) L?bj""’% ers”, and it goes on and on in many sketch books
T e like this.

! HUO : This s so interesting, so it’s not that you lis-
ten to music in your studio, you go to concerts?

ot | % L L"I’O: JS : Well, I also listen to music in my studio while I

, £ work.
eE =0 M’Q HUO : What are you listening to when you paint?
evome A »{;\ Y, JS : These days I listen to Bach and Arvo Partand
S VRN = Requiems, Philip Glass, opera, Laurie Anderson,
jazz. I'll listen to any requiem, but mainly vocal
classical. ( ¢ )
HUO : Have you met Philip Glass?
JS : When a group of us rented a loft on Mulberry
Street in the late 1960’s, Philip Glass was our
plumber!
HUO : Oh. Wow.
JS : That’s how long I've known Philip.
HUO : So you know him personally.
JS : No, not these days. The last time I ran into Philip
was two years ago, when we happened to end up sit-
ting next to each other on a flight to Amsterdam.
We talked for eight hours straight. And then he in-
Harp Piece sketch, 2017 (D) vited me to the concert he was doing in Amsterdam.
— Sz He had a brilliant poet performing at the con-
& Do = & {U‘f cert, Mike Garry, an English poet of Irish descent.
OO TR S e Vs He read a poem, about heroes called St. Anthony:
g‘};rp ¢ & S 5 o An Ode to Anthony H. Wilson... “...and all my heroes
—B s and heroines talk to me”. He repeated this line over
and over. | made a note to make a print of it, this
was 2017. It was a beautiful concert. I remember a
magnificent female harpist Lavinia Meijer and of
course Philip’s music.( p )Idrew during the whole
concert in this notebook. And I also have the pam-
phlet with my drawings all over the words.
I adore his music. I recently went to his con-
cert for 2 pianos in Brooklyn.
HUO : [reading a Philip Glass quote|
“Because 'm not sure that I am there at that moment.
The ordinary witness has been lost—the artist Philip
has robbed the daily Philip of his ability to see him-
self. That's very clearly what happens when people
say “I wrote itin a dream,” or “I don't know where the
music came from.” They'll say all kinds of things: “It
must have come from God,” or “It must have come
from a past life,” or whatever. All they're really say-
ingis, “I don't remember how I did it,” and they may
make up an outside source. But the real source is not
any of those things. It's a process that the artist has
learned. He has tricked himself into gaining that ex-
tra attention that he needed to do the work.”
JS : That’s a quote from Philip’s biography.
HUO : When you do these sketches, in the con-
certs, does that then translate into a painting?
JS : They translate into paintings. What usually
happens is that my paintings are a year or more be-
hind the drawings. I'm working and working and
then I'll say, “OK, where am I, where was I?” And I'll
go back and look at the small sketches and it will
help me find where I am in my painting process.




Because, 2012, oil, acrylic, pencil, paper maché, herbs on linen, 48 x 60 in (121.9 x152.4 cm) Horror Vacui, 2018, oil, acrylic, paper, cloth, rosebuds, herbs on linen, 54 x 54 in (137.2 x137.2 cm)




Chant/Forever, 2018

S:,‘f.e what alife..., 2010 »

My Maggie, 2000

EE : It's a process.
JS : Yes, and there’s a lag, there’s a delay.
HUO : So, the paintings we see now in 2018, are
from concerts you went to one or two years ago?

JS: Yes.

HUO : And what'’s this drawing here, this one?
JS : This sketch is of a face, White-covered rose, bury
our dead. Oh, 1 don’t know why I made this, but 'm
sure it was at one of the concerts.

And here’s a quote from Ulysses that I love,
“The heaventree of stars hung with humid night-

blue fruit.”

HUO : What's the role of the prints, because we saw
the print exhibition, so you do these beautiful nota-
tions and drawings and then you paint every day.

JS : I've been print making since the sixties and I'll
never stop. The prints are complicated. I'll lay down
a lithograph and then put an etching plate on top
of that and then woodblock gets laid on top of both.
They become as layered and complicated as my
paintings.

For example, here’s a study for a print that |
made in 2012. I made the print, Chant/Forever ( E ),
this year. I want to show you this print See what a
life... ( ¥ ) which is an etching and woodcut. I've
written a Thoreau quote “See what a life the gods
have given us, set round with pain and pleasure. It
is too strange for sorrow, it is too strange for joy.”
And then I repeat the sentence. I'm very taken with
that quote, even though it’s hard to figure out.

This is called Can We Turn Our Rage to Poetry.
I made a painting in 1985 that this print was based
on...

EE : Ilove that title.

HUO : Does that also come from a poem?

JS : No, that’s mine. Artists were asked to submit
proposals for works to be hung in a proposed new
building and center in San Francisco dedicated to
Harvey Milk and Mayor George Moscone who were
assassinated on Nov 27, 1978. Milk was the first
openly gay elected official in California history.
Based on the horror of these murders, my study was
called Can We Turn Our Rage to Poetry.1 ended up
making a very large painting based on my sketch.
The painting was gifted to the National Museum
of Women in the Arts in Washington DC.
HUO : My Maggie? What is this? It's amazing.

JS : This printis called My Maggie.( ¢ )Iwasmar-

ried for years to Larry Fink and we divorced.
I've been with Maggie Cammer for over thirty
years. | made this print in 2010, before same-sex
marriage became legal, and it's about how how a
gay couple had no words to adequately describe
their relationship. For a heterosexual, it was easy
to say ‘my husband’, or ‘my wife’. These are some of
the words that a gay person had to use to describe
their partners... ‘the person I live with’, ‘my girl-
friend’, ‘my friend’, ‘my life-time partner’, ‘my room-
mate’, ‘my significant other’. Maggie happens to be
ajudge, so there’s ‘my judge’ and of course the title,
“My Maggie”. [laughs| But what I wanted to show
you was something a little more serious. I did a lot
of work when the AIDS crisis was so intense. [ did
many paintings and drawings related to those times.
( H )Here for example a print called Requiem / Let
Them Rest. ..with a phrase from the Kaddish in
Hebrew, and words in Latin from a requiem.



Requiem/Let them Rest, 1998

Imagine, 1975 (1)
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Wild Roses, 2010

next page:
Silk & Berries, 2013, oil, acrylic, charcoal, burlap, silk, berries, herbs, dried flowers on linen,
60 x721in (152.4 x182.9 cm)

HUO: It’s incredible.
EE : It's almost like a Greek mask. Which year was
Requiem/Let Them Rest?
JS : 98.
EE : “Let a million candles glow against the dark-
ness of these unfinished lives.”
HUO : Where does this quote come from?
JS : T have it written down somewhere. It might be
Virgil.
HUO : So you have a collection of quotes that you
write in your notebooks.
JS : Yes, many quotes. Sometimes it's my writing
and sometimes... In this print I reference Frank
O’Hara’s poem Imagine, but it's my poem. ( 1 )
This is called Prayer. Quoting a Latin mourn-
ing prayer and the Kaddish in Hebrew.
EE : And were these all part of your practice
during the AIDS Crisis?
JS : Yes, done around the same time. There are a
lot of variations on Prayer. These have rarely been
shown. Mostly, I was keeping these because I really
love them. This is Wild Roses, one of my favourites.

J
HUO : Thisis extraordinary! It's like a palimpsest!
Can you tell us the story of this print?
JS : While I was working on Wild Roses, my best
friend Mary Hambleton passed away. She was ten
years younger than I, had been ill with cancer for
eight years. She died in the midst of my making this
print, that’s why it says ‘Oh, Mary’ and ‘Oh Boogie’,
our family nickname for her.
HUO : So, it’s about loss and mourning.
JS : It does end up being about loss although it
didn’t start out that way.
HUO : And what about this one here with the text
underneath? There’s a lot of writing on this one.
JS : Breaking Ground is a collaboration I did with an
incredible poet, Eliza Griswold, who is also a bril-
liant journalist. This was done for a Yaddo benefit.
She wrote the poem and then I made the print.
HUO : Using her words?
JS : Using her poem, yes.
HUO : And then you both signed it. Beautiful. So,
one could really say your prints are as important
as the painting and the drawing, there’s not a hier-
archy. Often, prints are the secondary thing but
that’s not the case in your work.
JS : Not in my world, no. This is Angry Women.
From a portfolio of women making prints.
EE : So, text came very early for you, in your works.
JS : Yes. I was writing in paintings very early on.
For example, I made She is the Earth in 2000. I use
a line by James Joyce as he describes the protago-
nist of his only play Exiles. “She is the earth, dark,
formless, mother, made beautiful by the moonlit
night, darkly conscious of her instincts.” It's a quote
I happen to love and very much related to when I
made the painting in 2000. ( k )
HUO : There’s a print here, it's amazing, it’s like
the scream of Edvard Munch. Was Munch an
inspiration? ( L )
JS : Of course, always.
EE : That's also like a Greek mask, in theatre.
The screaming...
HUO : Are these printed on textile or on paper?
JS : They're on paper, they're on velvet, and they're
on silk.






She is the Earth, 2000 K HUO : And how did these motifs come about, was
X . it from a mask?
EE : What took you to the figuration of screaming?
JS : I have an African sculpture [Songe Female
Power Figure, Zaire| of a screaming head that |
bought as a young artist. The screaming face has
been a rather constant motif for me. The open
screaming mouth especially.
HUO : It's amazing to see all these versions.
It’s interesting that a lot of the work has to do with
loss. Loss and mourning,
JS : Yes, and actually in the last three or four years
my own life had huge drama in it and the work was
about all of that. My daughter was, for years, in a
very difficult marriage. So that has been an excep-
tional drama in my and our lives.
HUO : That was challenging. But there’s not only
drama, there is also beauty, there are flowers...
JS : Well, the thing is, I would come into the studio
and make these sublime beautiful paintings. It was
mysterious to me because the paintings were not...
HUO : ... affected by that.
JS : Well, they were affected by it, in a deep way. |
would write cryptically on these beautiful paint-
ings, and then I would mostly obscure, paint over,
the writing...but I did leave words that people can
see. One doesn’t necessarily feel the crisis in the
paintings. I can also show you a painting on paper
[ did around the same time called Under the Rose.
HUO : But that’s like Matisse painting flowers
during the war.
JS : Yes. Like this painting called Powdered Pearls
which has part of a Ulysses quote in it “powdered
bosom pearls” from Molly Bloom’s soliloquy. Also
written in the painting is “Oh, terror and astonish-
ment”, a quote from a piece of music, a recent con-
cert I attended. I felt like I was saved by being able
to be in the studio during that time in our lives.
HUO : I have one last question to ask you, which
connects in an interesting way to your writing. Um-
berto Eco told me that handwriting is disappear-
ing in the digital age. We started a movement where
every day I post a handwritten note or doodle, of-
ten it’s a sentence by an artist, and I wanted to ask
if you could write one of your favourite quotes may-
be on a Post-It.
JS : I might put a quote that I came up with this
morning for this big painting. [writes] What do you
think?
HUO : It’s beautiful. ‘Fragments of a soul’. Thank
you very much!

The Witness, 1990

End of transcript




Complete captions

Joan Snyder: Painted Sound
by Norman L. Kleeblatt

A
Symphony, 1970, oil, acrylic, spray enamel
on canvas, 72 x1441in (182.9 x 365.8 cm)
Collection of National Museum of Women
in the Arts, Washington, DC

Photo Lee Stalsworth

(B)
Pink is Flesh, 1969, flock, acrylic, oil on
canvas, 12 x15in (30.5 x 38.1 cm)

C

Flesh Art,1973-74, oil, acrylic, thread,
needle, seeds on canvas, 24 x 24in
(61x61cm)

Collection of Richard and Terry Albright
Photo Susan Byrne

(H)

Requiem /Let them Rest, 1998, color
lithograph, etching and woodcut,
26 x201in (66 x 50.8 cm)

Photo Bryan Whitney

(1)

Imagine, 1975, etching and aquatint,
15 x22.251n (38.1 x 56.5 cm)

Photo Bryan Whitney

(1)

Wild Roses, 2010, color lithograph,
etching, and woodcut, 28.5 x 38.5in
(72x97.5 cm)

Photo Alan Hoffman

K
Sheis the Earth, 2000, oil, acrylic,

Fragments of a Soul
Hans Ulrich Obrist and Emma Enderby
in conversation with Joan Snyder in 2018

paper maché, herbs on canvas on two wood
panels, 72 x 96 in (182.9 x 243.8 cm)
Collection of Richard and Laura Kracum
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