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Ruckblick auf die letzte Sitzung



Tucuman Arde (Tucuman brennt), Aufkleber der Werbekampagne, 1968



architects, chorgographiers, composers, oritiesswriters,
designers, film-makers, museum workers, painters,
photographers, priniers, seulptors, tavidermists, ete.

ARE ASKED TO COME TO THE MUSEUM OF MODERN ART GARDEN
21 wesT S3RD STREET AT 3:00

ON SUNDAY, MArcH 30TH.

AMONG THE REASONS THIS ACTION IS BEING CALLED ARE THESE:

1) TO DEMONSTRATE THE RIGHT OF ART WORKERS TO USE ALL MUSEUM FACILITIES:

2) T0 SUPPORT THE DEMANDS OF BLACK ARTISTS:

3) TO DEMAND THAT ALL MUSEUMS EXPAND THEIR ACTIVITIES INTO ALL AREAS AND
COMMUNITIES OF THE CITY:

4) TO DEMAND FREE ADMISSION ON BEHALF OF ANYONE WISHING IT:

5) TO DEMAND ACCESS TO MUSEUM POLICY-MAKING ON BEHALF OF ART WORKERS.,

DEMONSTRATE
OUR STRENGTH
AT MOMA!

Art Workers’ Coalition (AWC), Flugblatt fur Demonstration beim MoMA und Streik vor dem Metropolitan Museum, New York 1969
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LAWRENCE ALLOWAY

The first exhibition of a newly made work of
art is in the studio. This first audience of the art-
ist's friends views the art in the work place in
which it was created, in the artist's presence and
associated with the rest of his life. The satisfac-
tions of this contact are obvious, both to the
privileged group and to the artist in touch with
his peers. The second exhibition of a work, as
a rule, is in an art gallery where it is seen by a
larger but still specialized public. (The average
attendance at an art gallery during a show is
rarely more than a thousand people.) From the
gallery the work may be purchased by a collector,
travel to other galleries or museums, or be ac-
quired by a museum. Each change of milieu will
encourage different expectations and readings
by a changing audience. A fourth context is lit-
erary, the catalogues and magazines in which
the work of art is no longer substantially present
as an object, but is the subject of information.

By this point in a work of art’s distribution a
description in stages is no longer sufficient; it has
acquired a record, not simply in terms of places
shown and changing hands, but an aura of es-

Detail Speingbox |igaw puzale of |ackson Pollock’s Convergence, 1952,

hel

thetic interp as well. It g in the con-
text of the art world, with its special opportunities
for comparison and meditation for analysis and
pleasure. The density that a work accrues as it is
circulated means that it acquires meanings not ex-
pected by the artist and quite unlike those of
the work’s initial showing in the studio. Although
wide distribution is the modern equivalent for
the classical fame, there is an inbuilt alienating
factor. Wide distribution can separate the work
from the man who produced it as the variables of
other people’s readings pile up and characterize
the object.

The alienation by distribution effect is not to
be avoided except by withdrawal from the art
world, for art is now part of a communications
network of great efficiency. As its capacity has
increased a progressive role-blurring has taken
place. Before World War II, for example, mu-
seums worked at a fixed distance from the an
they exhibited, which was either of some age or
could be regarded as the latest form of a tra-
dition of acknowledged historicity. Most Ameri-
can museums have abolished the time lag that
previously regulated their policies and now pre-
sent not only new work but new artists. Though
on a different scale and with different motives,
such activity connects intimately with private
galleries, whose profits can be affected by mu-
seum shows of their artists. The Alan Solomon-
Leo Castelli collaboration at the Jewish Museum
in the early '60s, the Rauschenberg and Johns
retrospectives, at the ages of 38 and 34 respec-
tively, is a remarkable example of the conver-
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NETWORK: THE ART WORLD DESCRIBED AS A SYSTEM

gence of intellectual unle'eﬂ and high profits, Art
historians prepare ¢ és of living
artists, so Ihal ovgamzallon of data is more or
less level with their occurrence. Critics serve as
guest curators and curators write art criticism.
The pectives of de K g and Newman at
the Museum of Modern Art were both arranged
by the editor of Art News, Thomas B. Hess, (A
crossover in the opposite direction was made by
John Coplans, former curator of the Pasadena
Art Museum and now editor of this magazine.)
William Rubin, a curator at the same museum,
wrote a monograph on Frank Stella; he is also

in but art is distributed to a larger audi-
ence in new ways, by improved marketing tech-
niques and by the mass media. What does the
vague term art world cover? It includes original
works of art and reproductions; critical, historical,
and informative writing; galleries, museums, and
private collections. It is a sum of persons, objects,
resources, messages, and ideas, It includes monu-
ments and parties, esthetics and openings, Aval-
anche and Art in America. | want to describe
it as a system and consider what effects it has
on art or on our understanding of art. Let me
state at once that system does not mean merely

a collector and lent a N to the pec-
tive. In ten years | have been a curator, a teach-
er, and an art critic, usually two at a time. The
roles available within the system, therefore, do
not constrict mobility; the participants can move
functionally within a cooperative system, Col-

“establishment”; as Tomas Maldonado has point-
ed out,’ system is often used as a synonym for

is pretty vague, but Ihe parallel is there. De-
cisions in art gall
and publishing houses are made close to the
working base of each enterprise, as in decen-
tralization. Thus we have a network, not an hier-
archic slmcwm As H. |. Leavitt pomls out, apro-
pos of i Is in a (8
in some cases, if they are each |ouched by some
part of a rk of ¢ ication which also
touches each of the others at some point.”* Such
a pattern of partial inf fits the compl
movement of messages and influences in the art
world. Raymond D. Cottoll has referred to “the
principle of ‘simple structure’, which assumes that
in an experiment involving a broad and a well-
led set of variables, it is i bable that

regime, which vulgarizes an exc gly useful
term,

Recognition of recent art, the art of the ‘60s,
induces a sense of product proliferation. An

lectors back galleries and infl e

serving as trustees or by making donations; or a
collector may act as a shop window for a gallery
by accepting a package collection from one deal-
er or one advisor. All of us are looped together
in a new and unsettling connectivity.'

Henry Geldzahler typifies the interconnections
of roles in the system very well. He was — with
dealers Richard Bellamy and Ivan Karp, then at
the Green Gallery and Leo Castelli respectively
- early in recognizing emergent trends of the
'60s, and he appeared in two of Oldenburg's

ple from industry is the big airplane, the
DC-10, being followed by the short-haul DC-9
in two different versions. Artists use their own
work and each other’s in this way, rapidly and
systematically following up new ideas. In addi-
tion, the written criticism of the period has sup-
plied visual art with instant commentary. There
has been therefore a considerable increase in the
number of short-term orderly projections and
their improvised interpretation. The effect is, to
quote Henri Lefebvre, of an *
of signifiers Itbemed or insufficiently attached to

happenings. As a curator at the M litan
Museum he has retained his knack for publumy
even though his big exhibition,” New York Paint-
ing and Sculpture 1940—1970 " was essentially a
rec ion of his ¢ of the early
'60s ralhet than a view from the later '60s, when
the show was executed. His capacity to expand
the traditionally narrow role of curator has been
admiringly recorded by Calvin Tomkins:* the
keeper of the flame doubles as media hero.

In 1910 Apollinaire described attendance at
the opening of the annual exhibition of the So-
ciété des Artistes Frangais: “lovely ladies, hand-
some gentlemen, academicians, generals, paint-
ers, models, bourgeois, men of letters, and blue
stockings.”” This was written for a newspaper so
the 19th-century typology is journalistically apt but
the as ion of a recog! le art world is clear,
Painters and models were solidly legible in their
roles and their support system was equally clear
— generals, young couples, writers. The art world
now is neither as clear nor as simple as it seemed
then. Not only has the group of artists expanded

their corresp fieds."* In reaction to
this there has becn a wndespread discontent with
the existing system of information-handling in
the arts. The problem of an art for the educated
has taken on acute significance with the emer-
gence of an alienated audience, for instance, the
youth market and the black community. Reassess-
ment by the artists of their role in society paral-
lels their audience’s doubt about art’s centrality.
The market or exchange value of art has been dis-
cussed since 1960, not as a source of prestige but
as the taint of corruption, Art is a dity in

any single influence will effect all of them. In
other words it is more ‘simple’ to expect that
any one will be acc d for by less
than the full complexity of all the factors added
together.”" This should be borne in mind for it
is absolutely against my intention to reduce the
art world to any single influence by describing
it as an organization. On the contrary, it is only
in this way that its complexity can be kept clear.

“The organization as a system has an output, a
product, or an outcome, but this is not neces-
sarily identical with the individual purposes of
group members,” observe D. Katz and R. L.
Kahn.™ What is the output of the art world viewed
as a system? It is not art because that exists prior
to distribution and without the technology of
information. The output is the distribution of art,
both literally and in mediated form as text and

P tion, The individual for distribu-
tion vary: with dealers it can be assumed to be
the profit motive and with teachers it can be
assumed to be the motive to educate, with the
profit motive at one remove. Art galleries, mu-
seums, universities, publishers are all parts of
the knowledge industry, producing signifiers
whose signifieds are works of art, artists, styles,

a part of the system but not in all of it, and at
this point | am more interested in differentia-
tion than reduction.

The art world can be viewed as “a shifting
multiple goal coalition.”* It is, to continue re-
garding it as an organization, “a ‘negotiated en-
vironment’. That is, long contracts with suppliers
and customers, adherence to industry-wide pric-
ing. conventions, and support of stable ‘good
business” practice.”” The contracts are usually
less formal in art and good business practice

P
F. E. Emery and E. L. Trist have discussed sys-
tems in relation to the various forms of environ-
ment that they occupy. The art world would seem
Io be more animated than a “placid clustered en-
v " but less than a “turbul;
field.” Between these two falls the “disturbed-
reactive environment."”
This term refers to a situation in which there is
more than one organization of the same kind;
mdeed the existence of a number of similar or-
Fl now b the d charac-

Lawrence Alloway, «Network: The Art World Described As a Systemy, in: Artforum, Bd. 11, Nr. 1, September 1972



bustier dress
with match-

! Jng gauntlets.

Bernadette Corporation, Hell on Earth, Projekt fur Purple Fashion, Winter 1998 (links); g

Fruhjahr/Sommer 1996 Kollektion, Foto: Wolfgang Tilmans (oben rechts);
Frihjahr/'Sommer 1997 Kollektion, Presseausschnitt aus der New York Times (rechts).
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Reena Spaulings, Latest Seascapes, 2017
Acrylfarbe auf Leinwand, 140 x 200 cm



Judy Chicago, The Dinner Party,
1974-1979, Keramik, Porzellan,
Textilien, 1463 x 1463 cm.
Brooklyn Museum New York




Solidaritatskundgebung mit den Frauen von Seveso fur ein Abtreibungsgesetz in Mailand, September 1976. Foto: Liliana Barchiesi



«Das Gewissen der Kunstwelt»: Die Guerilla Girls



Linda Nochlin
Die Geschichte der Kunst |
E.H.Gombrich é ! ' A ﬂ F A RT

KATY
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HARRIET POWERS: SEW, SEW MODERN

In 1890, Harri
couple of acre

Harriet didn

Exposition,
where a
group of
women from
Atlanta
University
—_— saw it and
commissioned
Harriet to
make another.
Eventually the
first quilt
made its way. 8
to the
Smithsonian;
the second
was given to
Boston’s
Museum of
Fine Arts. That
is all we
know about
the needle-
work of
Harriet
Powers.We
can only.
imagine what
other quilts 4
she might

have made,
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Harriet was

born in slavery in 1837
Like many slayes, ;
© Butshe memmiz’e:iv}t‘ho were forbidden to learn to read or write,

folktales ang accoun
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of each quilt's meaning.
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Guerilla Girls, The Guerilla Girls’ Bedside Companion to the History of

Western Art, Penguin 1998

et Powers and her husband, Armstead, freed slaves wj,
s in rural Georgia, fell on hard times. A white art tea o
Smith, saw one of Harriet's story quilts.al allez] ‘?" and offered her §5 f,, , °
. t want to part with the quilt but gave in when Jennie
see it whenever she wanted. Jennie then entered the quilt in the ¢

» married, had children, was freed, and lived until 1

stitched these storiesl;:rj current events, especially astronomical phenorgzzﬂ
B events into the quilts that are her life’s record-

0 farmeg 2
her, Je,

for it
greed to | her
Oton States

911.
erate:

she was it

5 ; e jong W!
€ sermons and Bible stories she heard in church, along e

gave

et prObﬂbIY Jearned traditional quilting in a plantation workshop where slaye
jarrie
n (@

(and sometimes men) p.roduced all the clothing and fabric the estate neec.
W e cutout, appliquéd figures are reminiscent of the textiles of West Africa,
riet’s ancestors came'from. Befqre PICa.SSO and Matisse incorporated
ofifs into their art, African-American quilters were doing the same thing.
= Why don't
we know
more about
them?
Guerrilla
Girls demand
that all cura-
tors of mod-
ern art take
crash courses
in the history
of quilting,
instead of
arguing
about who
did what first
in Paris circa

ABOVE: HARRIET POWERS, PICTORIAL
QUILT, 1895-98, MUSEUM OF FINEARTS
BOSTON, BEQUEST OF MAXIM KAROUX

5
RIGHT.PHOTO OF HARRIET POV
'\USELM OF FINE ARTS, BOSTON
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«Before Picasso and Matisse incorporated African motifs into their art, African-American
quilters were doing the same thing. Why don’t we know more about them? Guerilla Girls
demand that all curators of modern art take crash courses in the history of quilting, instead
of arguing about who did what first in Paris circa 1912.»

—Guerilla Girls, The Guerilla Girls’ Bedside Companion to the History of Western Art, 1998



Guerilla Girls mit Portrats von Frida Kahlo, Augusta Savage, Georgia O’Keeffe, Zora Neale Hurston und Gertrude Stein (von links
nach rechts)



Do women have to be naked to
get into the Met. Museum?

Less than 5% of the artists in the Modern
‘ Art sections are women, but 85%
of the nudes are female.

GUERRILLA GIRLS conscionce of e anr woreo

Guerilla Girls, Do women have to be naked to get into U.S. museums?, Plakat, 1989
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Jean-Auguste-Dominique Ingres, La Grande Odalisque, 1814, Ol auf Leinwand, 91 x 162 cm, Paris, Musée du Louvre



Edward W.
Said

Orientalismus

S. Fischer Wissenschaft




Jean Auguste Dominique Ingres, Odalisque in Grisaille, um 1824—24, Ol auf Leinwand, 83.2 x 109.2 cm, New York, Met Museum




i Do women have to he naked to
B get into the Met. Museum?

_Less than 4% of the artists in the Modern
‘\i Art sections are women, but 76%
- of the nudes are female.

-

GUERRI[I.A GIRIS consamcz or THE ART WORLD

gverrillag icilis s co'm

Guerilla Girls, Do women have to be naked to get into U.S. museums?, Plakat, 2012



HOW MANY WOMEN HAD HOW MANY WOMEN HAD
ONE-PERSON EXHIBITIONS AT ONE-PERSON EXHIBITIONS AT

NYC MUSEUMS LAST YEAR? NYC MUSEUMS LAST YEAR?
%genhelm Gu %genhelm e
Metropolitan 0 ropolitan £
Modern | Modern :
Whitney Whitney ’

Guerrilla Girls, Jubilaumsaufkleber mit Zahlen von 1985 und 2015



3 WHITE WOMEN, 1 WOMAN OF
COLOR AND NO MEN OF COLOR
- OUT OF 71 ARTISTS?

Dear Margit Rowell, Chief Curator, Department of
Drawings, Museum of Modern Art:

We're thrilled that you have managed to redefine the
still life to exclude women and artists of color from the

practice.

Maybe you should change the title of your show from
“Objects of Desire: the Modern Still Life” to “The
Obijects of MOMA's Desire are Still White Males.”

Lotsa luck, C(]')uerxi//a C@ir/s

A PUBLIC SERVICE MESSAGE FROM GUERR|llA lels CONSCIENCE OF THE ART WORLD

5 3 2 [ o GLUNAEREDFINA PULAEC B #2070 Yo R NYE S ol 0 R
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Z% ZEM i Sﬁﬂ @E M ﬂ] @Eg @M H AFTER THE TRIAL (AND SOME SAY BECAUSE OF (T) ARTEMISIA WENT ON TO LIVE AN UNUSUALLY
AVTONOMOVS LIFE FOR A WOMAN OF HER TIME. SHE SOMEHOW WAS AFLE TO SET” UP HER OWN
6 / B S ATELIER, LEARNED TO READ AND WAS THE FIRST FEMALE MEMEBER ADMITTED TO THE ACCADEMIA
%} / /\/ 77/\/ )/\/ E LL / \S 7"7/5 E T— DEL DISEGNO. SHE MARRIED A WEALTHY FLORENTINE PAINTER AND HAD A SON. HERE SHE IS IN
1620 WORKING ON HER MOST FAMOVS PAINTING, JVDITH SLAYING HOLOFERNES,” THE BIELICAL

STORY OF A JENISH WOMAN WHO KILLS AN ASSYRIAN GENERAL, AN ENEMY OF HER PEOPLE, BY

D PRETENDING TO SEDVCE HiM.
MANY ARTISTS SHow JUDITH
LOOKING AWAY AS SHE CUTS OFF
HOLOFERNES' HEAD, THEY THIN K |
A WOMAN COULD NOT BEAR T-O
LOOK. WHILE DOING SUCH A pEgD

s — T WILL SHOW SUDITH INTENT oN " |
N ACCOMPLISHING HER MISS| on,

AND UNAFRAID TO FACE

PROY s CARNAGE AND DEATH.
D 40 s, g
D A,
A, A, A,
D10 P s =
0 AN, ;"«' 5
I HAVE MORE GF
I NEED To HAVE A > A FEVER THAN You
WORD WITH YOU .. \
L) ou I
RSN YOU'RE ALWAYS bO;
2 BOTHERING ME,
LCAVE ME ALONE, &ZZ22Z77" "
I'M FEEUNG TLL. T 7
-~ THINK T HAVE A FEVER, [ RoLortRNE  ESCH, DI SAYING
4“ - 2 SCALUART ReSOURGE, LraRENCE,
/
> L . : : 4 IN LATER YEARS, ARTEMISIA, APPARENTLY LIVING AS A SINGLE MOTHER, TRAVELED ALL
4o RY REND 4 OVER (TALY, WAS A COVRT™ PAINTER TO THE KING OF ENGLAND, COUNTED COSIMO DE
ks FY FED 0 MEDICI AND EMPRESS MARIA OF AVSTRIA AMONG HER PATRONS AND CORRESPONDED WITH
4 ki FAMOUS MEN OF HER TIME LIKE GALILEO. SHE D10 MANY MORE PAINTINGS ON THE
THEME OF JUDITH AND HOLOFERNES.

Seiten aus The Guerilla Girls’ Bedside Companion to the History of Western Art, Penguin 1998



Artemisia Gentileschi, Judith und Holofernes, um 1620
Ol auf Leinwand, 162.5 x 199 cm
Uffizien, Florenz




5, like Napoleon III's cousin,
hibited at the official Salons,
1 Prince Albert, studied art
ndscer himself. Could it be
r from the aristocratic make-
s from the feminine psyche?
ids of demands and expecta-
wistocrats and  women—the
voted to social functions, the
nded—simply made total de-
duction out of the question,

for upper-class males and for

¢ finally asked about the con-
thich the production of great
doubt have to include some
concomitants of intclligun(:u
ierely of artistic genius. As
sed, ability or intelligence is
'p, from infancy onward, and
commodation may be estab-
* indeed appear to be innate
er. Such investigations imply
indon the notion, consciously

tal genius as innate.’

The Swiss-born Angelica
Kauffmann, most of whase
prolific career was spent
in Italy, combine

gory with portra

Angelica Hesitating be-
twween Music and Paint-
ing, ca. 1765, Collection
of L.D.C. Winn, London.

A banner for Women's
Lib could be Artemisia
Centileschi's Judith Be-
heading Holofernes
(Uffizi, Florence), one
of this Roman painter's

e subjects, This

1 dates ca, 1615-20,
shortly after the scandal
of her d promiscu-
ous relations with her
teacher.

Seite aus Linda Nochlin, «Why Have There Been No Great
Women Artists?», in: Art and Sexual Politics, New York 1973




Rivolta femminile und die Beato Angelico Kooperative



Blick auf die Eroffnungsausstellung der Cooperativa Beato Angelico, Rom, 8. April 1976. Foto: Alfio di Bella.
Archiv Casa Internazionale delle Donne, Rom




Artemisia Gentileschi, Aurora, um 1627
Ol auf Leinwand, 218 cm x 146 cm. Rom, Privatsammlung
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‘:'m quadro di Artemisia Gentileschi

«In Casa Gio. Luigi Arrighetti Nobile Fiorentino & un bel Quadro di mano
dell’Artemisia, in cui rappresentd ella in proporzione poco meno di na-
turale I’Aurora vaga femmina ignuda con chiome sparse, e braccia stese
inalzate verso il Cielo, ed essa in atto di sollevarsi dal suo Orizonte, nel
quale veggonsi apparire i primi Albori, e di portarli a sgombrare alquanto
Ie fosche caligini della notte. La figura per la parte dinanzi & tutta gra-
siosamente shattimentata in modo, che non lascia perd di far mostra del-
1a bella proporzione delle membra, e del vago colorito, restando solamen-
te percossa dalla nascente mattutina luce dalla opposta parte, e veramente
ell’s opera bella, e che fa conoscere fino a qual segno giungesse 'inge-
gno, e la mano d’'una tal Donnay. :

(F. Baldinucci, Notizie dei professori del disegno, Firenze 1681)

Einlacljaungskarte fpr die Eroffnungsausstellung der Cooperativa
eato Angelico, un quadro di Artemisia Gentileschi, 1976
Archiv Casa Internazionale delle Donne, Rom
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artemisia gentﬂeschl

1593 Roma i
«Die d* Artemisia filia d. Horatii Gentilesch nz
Aok & A, 4 et e
bl 1 e Motry R
e P
S ol et e
Bono dioc. Sabinen (sis), et suscepta ad. Offredo
e me
MR SR
el T Rl 55 o

1611 Roma
he giormo dopo la Pasqug del 1611 Arte-
Iche g a d

misia & violentata da Agostino

1612 Roma
Archivio di Stato, Roma: Archivio del Tribunale
Criminale del Governatore di Roma, processo 7
upri et Lenocinij - Pro Curia "et Fisco Con
Nugnerinum Tassum Pictorem »), busta 104, an-
no 1612, foll. 27048

11 29 Novembre 1612, nella chiesa di Santo Spi
rito in Sassia sposa Pietro Antonio di Vincenzo
Stiattess, orentino. (« Libro de’ Matrimoni b
16071630 », S. Spirito in Saxia, XVII, fol.

1613 Firenze
«Atti e Sentenze », LXV, Accademia del Disegno,
Archivio di Stato, Firenze.

(Andrea Cioli a Pietro Guieciardint inRoma)

<IlLm

§i'% spars a voce quasi publica che
. Hortario Lomi de Gentileschi sia uno de i
eccellenti, et famosi Pittori, c ovino oggi
in cotesta alma.Cittd, il che vien qui tanto pii
mente creduto in considerazione. dell'opere

cra Artemisia sua figlola
neramente certifcat, Yool che V.5

i Gua ogni pits csatta et

che't quanto mi oc

2 con questa. Di Fiorenza

rre dire a
16 marzo 1614

Devot.mo Ser.re
o AndreaCiglia.
(Crind, 1960, 26465) .

P. Dumonstier le Jeune "La main d'Artémise”,
Londra, British Museum

1616 Firenze
<19 luglio 1616: Artemisia donna di Pagolantonio
stitesi ¢ figliuola di Oratio Lomi Pittora di con
trode havere add) 19 i luglic 1616 quatro rechio
il Cay ari per principio di sua matri-
cola sent: A'ac. 5411 conobbe.per il padre
(Debitoriie (.ndnon delle Matricole: 15916215,
LVIL, fol. 152

1619 Firenze i
Lettera autografa rinvenuta nella Filza 998, c.
204 nel Fondo Mediceo dell’Archivio di Statodi
Firenze

Al granduca Cosimo II dei Medici

< Sermo Sigre ¢ Pron Mio Col.mo

gio che mi sono risoluta di fare i
ho voluto con la pmum fario VAS.
essendo questa mia mossa cagionata dalle molte
mie indispositioni_passate alle quali

giunti agli della mia casa
& amigii, <he-per ristorare *Funo e altro mio
danno me'la passerd cola tra mici per qualche
mese nel quale tempo ¢ fra dua mesi al pil
assicuro V.A.S. di quanto devo per la caparra

mentre resto pregando Idio per
5, s s oy unilissimamente _per
fine m
futfo core meraccomando di casa.
i1 10 febraio 1619.

0, ¢ neila sua buona grazia
In fiorenze

(Cring, 1954, pp, 203/206)

dinild carabbafrancachiaby,, ama incoluccireg

f |nonzi1yleruammllemal{-',g“""“lephnnie(mr

1625 Roma
Status Animarum, S. Marfa del Popolo, LXy
foll. lly, 27¥, 6.

E' madrina di una bambina che viene chiamaty
col suo nome nel 1625 (« Liber V u.wm,m.,
1620-16395, del Popolo, foll. 4

nota 49).

1626 Roma
madrina di una bamblna alla quale viene dato
il nome di Prudentla (o stesso dela figtia
Artemisia), (¢Lib I!mw‘umum 1620-1630,,
S s Popoloy fon. 411 52! 6! nota 43}

1627 Venezia
Fogllo vlantc o stampa (4 ¢ 100101 del cod
Ottoboniano Latino 1100 della Bibliotec

cana, niiiolato. « Manuscritt e stampe di ma

terie diverse ), datato 1627; in Venezia
LUCRETIA ROMANA
Opera,della Sig. Artemisia, Gentileschi
bittrice Komana in Ven
Stringe il ferro, ¢ minaccia
‘amata costante
s il furioso amante

E'l morjr 1o, ma lignomia teme:
Pokhé vil servo ignudo
(Ond'altri rea la credaj
Yol uccider con lei qum suo drudo.
Ahi, convien, ch'al fin ceda
Ma poi torrh con generoso sdegno
s¢ la vita, et a l'amante il Regno.
Nel medesimo soggetto
9 Meraviglia noval
ua, pit chratra, iniqua stella;
el

i minaccid Tarquinio
Pinge rtemisia, e lo rinov

Gia Roma il ferro insanguinar (i vide
Hor pits del ferro il suo pennel tuccide;

APPUNTI

Nel medesimo soggetto
Dimuii, chi i Coff
Casta Dorn; i

nina infelice:
1 marito, 'amante, o la pittrice?
mor, furor, virtute

E congiurati sono 4 tuof dolori
‘minaccie, et i colori
SOSANNA
Opera dell'istessa
Ecco I'ignuda, e bella
Pudica Hebrca fra i due rivali amanti
uti, e calunniant
Vedi (tanto imitar puo Varte) chfella
do, al ciel vorria
Levar gl n osa
Modesta, e vergognos:
Né teme, nd, m:
Veder con lieta sor
Viva la vita sua ne laltrui morte
AMORETTO IN PARANGONE
Dell'istessa
In mano del M. Illustre Sig. lacomo Pighetti
Quel Pargoleto Amore
Che par, che dor;
vago il formd nul“‘ pittore?

a ardita, ¢ pia

formé nobil pittrice.
al ver tanto é simile,

Maraviglia non ¢, poiché potea

Far anco un vivo Amor d'Amor Ia Dea,

UNTI
Le chiede un ritratto della sua Donna
Bella Pittrice, io bramo
Mirar Timagin, vera
opra tua de [a mia Donna altera.
NaSioxsermon
Con terreni color] I divin lume
Formar de gli occhi suo.
ostume;
Prendi lo speglio, ¢ te mirando in esso
Forma de Ja mia Donna il volto istesso,
7 la medesima
Questa, che ‘I Tebro a noi cortese iny
 Donna, o Dea? Poiché mortal sembiante
11 suo non & ma fuor del volgo errante
Co pregi suoi, co 'l suo valor sindia,
Al suo canto divin nova Thalia,
Sembra,al dotto pennel Zeusi, & Timanie;
Al suo bel volto (io o

E lef via pil dognl altro & plen fellce,
In cul st Jargo ha dimostro,
Che hd YOcadente ancor 14 sua Foner
(Toesca, 1971, pp. 89/93)

1630 Napoli

Artemisia. Gentieschi.al Commendatore. gy
iz« -

iano
«Ho vista R o illustris
ha fatto grazia mandarmi; e l'avrei sej

bl se non mi ccorresse fare alcun quad per

I'Imperatrice, et & bisogno tht siang
mezzo seltembre, ché fatto Questo la o

Tark i servire V.S, lustrissima. a“ i mOSn
S800. Dava suppllcarla fhc »u(, ia restar sm",}g

inviarmi per il procaceio se
h :
pits bell, hé fo ne ho da regaiare alouan damer

i guantj djjj

rsu

-

"Autoritratto in veste di ‘Pittura’ ", Hampton Court

et altro per ora non occorrendomi, facendole
iverenza, le prego dal sig. 1ddio ogni contento
Di Napoli, 24 agosto, 1630

Artemisia Gentileschi al Commendatore Cassia-
Pozz0

triss, che voglia
far servita signor Herrera Non-
o et siers Sl e s

interesse mio proprio, resterd contentissima di
favore; perd di nuovo la risupplico a non
‘mancarmi, ¢ la lettera V.S.

e subito, che questa sard una delle maggiori
grazie che clla mi possa fare. Del ritratto, finiti

la in

Servi e speo
T a E mentre stard aspetiando la Hispo
4P vore e faccio riverenza. Di Napoli, 31
agosto, 16

Armmmu mnmmm al Commendatore Cassia-

1 1 Poz: \1 b

el mio ninmu in Napoli, donde son stata
h,,m dd .uo Titratto, ho ricevuto la gentilis-
g  alligatavi laltra diretta a questo
sfma di V.S, 0 e rendo ora quelle grazie

e azpriiec (oo e
Foar i e

¢ o b i

gran

esentata
stata PIECCVS, ho usato ogni dilgenza in fore
Per sery ratto, il quale linvie il seguente
i mio rtrato; 1 8% hvita diaccettare a. pron-

Re
prociclt imo, che tengo di servirl
‘“HA SeH soddisfaccia, potra

Tagio S7Y cddo patito

imeny bndento c Hpniia cort
fars nondmen o ccldente con Tk
! juanti € di pianclle, perché non le

50 i0

o'l 2 o, padhdio di /S, oul tanio
dera A cui con vivo affetto bacio riveren-

o:st‘r"‘l’ ¢ aani. Napoli, 21 dicembre, 1630
tement®

1635 N ,, l,mulmdu al Commendatore Cas-

1 il sig. Francesco mio fratello per
Viene © 5,,,,4 o ¥ quadro mio, ¢ di quello farne
accomPae’ wome all'eminent
omr“ in T onio, quando lo trovi di suo gusto.
dinale D&y coteste pm- non tengo altro
perché In.CC Ia quale ho confidato sempre
corro, accid i adoper
mm con ogni sforzo, suppli-

mu:vf‘ o interess
o1 esto mio

nadellanocenedda

annesantorosilviatruppi

alla Serenissima sua Casa, quanto per Ia felice
ricordanza delllEm.mo Cardinal d'este; dalla cui
munificenza mi riconosco non poco gratificata.

Ringrazio VA. Sma chingrandisce le mic

tano I'accenno con Ja mia penna. Nel uiaggio
che farr6 per Friorenza mi stender 4 Modena

particolare sﬂogh{cm questo uoto. E qui scen- 1639 Londra
lendo in un profondo_grado di riuerenza, le raio muore Orazio Gentileschi in Tn-
prego da ‘il ogni Compiata. prosperia, b ‘R

Napoli, 22 di Maggio 1635

pro vkgu com wha fatto, sempre nellaltre mi¢ (Imparato, 1869,

mezzo Suo conseguiamo iy r.m desiderato, Ohe A )
o Sig.

lL.m
Ris it mumwlmm... Carta che io ricevi
delli vintiq lla
persona di V.

gate le mie spe
confiday

bllg.'\n\wm alla cortesia \uA, alla quale tengo

renza,le bacio anmuu,:nmm le mani. Napoli,

(Al Duca Francesco 1. dEste) prevale come anco Ja buona velonth che il 5
Gran Duca mio

ne chm mando allEm.mo Card.le

Il

igre tiene in farmi favori, 1| lia, q la’ fat le &
lesio che o tengo si alia, questa mia piccola fatica, quale &
e s sl peroy xy et i o perfettione, ma ricca d'una pro-

b ictie sonorstate fonda osseruanza che le professor La supplico

che mi si prest
rerd

a_per us\r r I mia ;am l\umlh:ln a

(A Andrea Cioli)

ona, sempre stata sicura delle sue Cortesic, et

quall son ;:mdm. come Imlu dun 'vrhor xmm
hogei piu che mai ne vedo Ieffetti di quell

quuw i um\p!um.nm mllu ‘mie !,m

radi
¢ lingio con il presente mio trattello, emen-
pro-

s0lo Ia uummm \con che ghc Toffero, che come figliola si non se ne fara bur

et o fusse degna di servire il mio Prencipe

Ia pm‘.mnm della serenis.ma. sua

turale cl
1L 1648

pure in che sono buona a serviria che io m.o (A Do onio Ruf

prontissima aspettando 1i suoi comandi. Le oo S vy, "

profondissima rive
1635

Este).
Ch&wmw dono v Altezza Serenissima i libera (Crind, 1960, pp. 26+65).

laggio; stima atlo & \s.nhlmnlu Amurt‘uulc per

36 N
18 neea. cioty

1llmo Sigre

Doppo sentito che V.S, Tll.ma a
1anto I mlo Cordoglio, che da indi in
lasciai di far pregare Idio da tutie quile pon

grandezza per debio & nhulunl.\ Qu

sto, ho Lor\C\.pum m\l mumu n\m molta tempo

Hon tanto per Toublgata seruith. ¢

""r ‘,i, p.mnm

o s s ma Ia i

non s dismentich di que“o c i Mt‘tn gl

la_mia ultima che 1i serissi umulti

o o itk e pi stare &% o delle
di_guerre, come anco il male

Cose care, Tavoriscami della sua g

ro non so desiare in a

o la pricgo ogni suo bene. D

Ry

ratissima i
ies In vita a
et Gapol

Di V.S, Dustrl ima
Artemisia Gentileschi

(A Andrea Cioli,
Hiustrissimo Signore, ¢ padron, ColCl Tuesi
La indisposizione d m i
P e e o

10 allora mi ol
la sua i \.v\ulm. tanto al pmmu ) 'r:' A

Colendisin

Madonna con pambino”, (part

trenze, Inventario Gallerie n 9 “Santa Cateri
ke L CLEGL 159“ gz Firenze lvv\vumum Gallerie 189, n. 8032

Hicare con. ot ettt quel tanto ch
mi ha tante volte significato co:
per \('Hm.m una mia Imlmuh mi ln\«)"""
questo. m,
eni, ¢ con uw.“ poriunith venirh it .
Nella mia \lux N 10 I.l\(m: m\P‘
trandomi dal (,l.ln Uu\. § 0 per
tro mesi 'appo ©
¢ la tutela della sua gratia, lla qu
profondissima riverenza, &
ttuosamente le mani Bi Napoli 1 d
Di VS. l]!u»mnlnh
Devotissima Serva
Artemisia Guvm]cskh;

tero

anna_e i vecchioni”,
Pommersfelden, Schonborn Collection

s0n0 otto personaggi ¢ bisognia far varic belles
ze 4 mio patrone me arisico a suplicario di ci
mi perdone nel ardenimento ¢ i bascio con ogni
riverenza le mani oz a @12 i ghugno ae toos
5. 1llma
mimiiissima ¢ obligatissima serva
Artemisia Gentileschi

Non i maravigl de la maniera variata de I

de'lo scrivere perche Io mentre dipingo
etio le letiere ¢ quando vedera Ia mia Sotio
critta mano da suo... s cura ché la mia.
(Ruto, 1916, pp. 4654)
1649 Napoli
(A Don_Antonio_Ruffo)
1iLmo Sig.re ¢ Padron mio
Come & piaciuto a Dio & venuto lo quadro a
V.S. [l ma il quale credo per questhora Ihave
ra gia visto, e credo, che per insino che non ha
visio il quadre mi havera stmato aroganie et
impertinente. Ma spero al S
aparic de quello giudichers che non havessi fn
tutto i in_effetto, se non era V.5
Tlna a1 quale vivo, tanto aéfia scrvaion!m
haverei indutto a darli i centosissanta. perch
in qualunque parte io song stata mi ¢ staio pa-
gato cento scudi 'una la figura tanto a Fioren
Venetia ¢ ‘quanto a Roma ¢ a Na-

(Crind, 1960, pp. 26465).
1637 Napoli

Artenisia Gentilesch al Commendalo
Cassiano del Po;
La confidenza, che ho sempre \mum el gen
tilezza di V.S, e Toccasione urg
si rappresenta di collocar mia Tiglia o matrl
monio, mi spingono di ricorrere .\\n sua beni
di re-
T

concludere e perfezionare quest
mi manca qualche poca somma di danari. Teh
20 per questo effetto, non avendo altro capitale
o gescgnamento, aleinl quadri grandi dundici

§ Jodici paimi funo. Fo disegno presentarlial
signori cardinali Francesco Badrone €

7a, q

ppbe s L Dol s o
10 senza !onnnu arer /Santa Caterina®, ere C! r
s parer di v S. Fironse, Opificso. delte Pietre Dure, n. 21 liere discretoe ripieno di tutte le victh dal man
] odu = e n st 3 L’lo giudicara quel che sono.
: . Freis e s ot soscie sl Vaog
O e G R e

parers al {5
Fibllo incamralnat. 1a_povions SREHTTE di grandezza dodici palmi d'altezza, e nove di

dri, fra quali ve ne sara uno per MonsignorfFi- larghezza, ma non dissi l'istoria.Ora_dico, che
arino et un altro per V.S.col mio ritratea  listoria & la Samaritana col Mes
parte, conforme ella una volta mi comando,per dici Apostoli, con paesi I

p anovérarlo ittori_illustri; e I omnati di molta vaghezza, e
ture" con asgradirle, mostrandosi ancora mene.  scqricatam del beso di e tri; lssicuro X con un San Gios Batista nel deserto, di palmi
nel riceucre le Case picciole subito vemirmene a_cotesta volta. et (60 nove d'altezza, ¢ Sua lar
Ho dubitato sin‘hora, che’le mic tele non i el ; et fo humilissima. rive
i cle non fusdll pais o serve i amicl ¢ padron & Questo & quanto possa di a
fanta entura, non havendo nous  per Tine baciy o V'8 on Skt - many e proggh 1eria. Resia sol0 chella \ S ma assicurandoli che mentre viver saro
21t qualf commis fa carriera  dal cilo ognt gran bene. Nopo I, 24 oftobrer prego.a favorirmi quanto pud accd col suo mes ogni suo comando et per fine li bacio
G it o o Ja sarrs el ol grn bn Napl ¥ Coun O prs v queniopus s sluomer RIS S S v
gando lautorith sua, si compiaccia di conferir-  mio marite grande util, < quie, come. il Collocare._que: VS Tilma
15 questo Faguaglic, ¢ pressrmal rbtess por S5l quanto prins & sorigaia Dol sens Humilissima Serva
Vauuenire d'aggiungere al merito della mia pron. Artemisia Gentilesei al Commendatore 3 diss, 2 godermi dela patria, ¢ Artemisia Gentileschi
tezza, quello dellobedienza. Desiderosa de’ suot Cassiano del P i ¢ padron. E qui per fine b
comandi oltremodo, spero di notificare un gior- Coll'antecedente che scrissi a vs ccennai che: @ V.S. con affetto le mani, e prego dal cielo og
no con la presenza quella deuotione, che di fon- i quadri che tenevo pronti per mandare, erang| buon successo. Napoli, 24 novembre, 16

(Bottari, ibid.)

appresso V. Altezza Ser.ma come a mio nume

V. Altezza
Homilissima Serva
Artemisia Gentileschi
is) « Serenissimo Duca di Moden:
pp. 424),

(Al Duca, Francesco I dEste),

«Ser.ma Alt

Li Prencipi mnm om Altza Ser.ma ser-
B il whois sl sl .lmh\ll(»\ di gloria,
dauuanzarsi al possibile nelle u
BScic le oro, faiche, pe. pol ghingero M
Thonorata meta. che desidéranc; il che apunto
succede & me, che non sodisfatta d'

nuta al seruitio di questa Coron
dalla_quale riceuo honori, et gratie segnala
ime, parmi non poter appagar questo mio a
bitioso desiderio, slo che con I'nularle ancora
€on questaltro mio fratello, mandato dalla M.ta
della Regina sua, et mia Sig.ra per suol Interessi

sia ¢ quella che per se ste

o grate
s 0 possa seguire con locchasione

adunque con deuota humilt
n il tempo il mio desiderio

perfettione di essa, in riguardo della
A atione della quale, so-
i

rale inhabilita. & consider
10 sempre stati graditi
it gran Prencipi dell Europa, et in p
e da Vira Altza Ser.ma, che con generose di
mostrationt; alive voli il b splendidam
honorati, T non hi atio questa mia, resolutio
senza il consenso di auesta M.th et del

More mia Sigra, il che mi fa ~rnv.l1 he V.
Altza non sia per sdegnarla, anzi ardisco di
credere che sia per approuarla, che quando cid
sia, stimo esser” giunta, colmo dell el dest
derij; et qui con deugto zeln. prego & Virn Alta
Ser.my
tuti 1j ol Besei_pensieri DI Londra, 1l d

1639

DI VS, ilustrissima
Aff.ma Se
Artemisia Gentileschi

P ire
rina dedicato perV.S. Il ma come

tra mia i scrissi mesi sono, et a
gnia un premitio

figlola

16 Xbre

Di V.ra Alt.za Ser.ma
Ser.ce Humilissima et Deuotissi
Artimitia Gentileschi ».

marzo come si dice vadi via il Conte
0 come si dice vadi v .uy.':k (Imparato, Thid.)

enza. Da Napoli, 1f 11 Xbre

La setimana passata resi risposta a una sua che
rlclcullc per mano del sre d. Pietro ora esfor-
g2 da 4L} ocasioni prima, por complic e
5101l suo quadro ¢ secondariamente.per non
trovarmi enari per finire il detto prego
Tllma per quanlu li sono serva (ll\.' me embie
una poliza uanta docatl che vista la pre-
sente io hmm il quadro ,xr:m le spese son
molte PCI’ ocasi tenere queste femine igniu-
letemi arc d Antonio che le spese sono
intolerabity per che se ne espoglino cinquanta
e b € apena gine bona una, in questo quadro non
L'Inclinazione”, Firenze, Casa Buonar™ Mi posso servire di un modello solo per che

Di VS. Dl istima

A Gentileschi

malato, u

“Santa Cecilia", Roma, Galleria Spada

(A Don
Himo §
Con qu
la sua |
gratia,

Artemis
bio di

p

to vagll

ongni s
i ritray
(A Don
Iilmo ¢
Con la

dei suo
mente |
Si

(A Don
Tilmo !
Parerd

dispiace
fare il

Artemisia Gentileschi,
hrsg. von Eva Menzio,
Ausstellungskatalog
Cooperativa Beato
Angelico, Rom 1976.
Archiv Casa
Internazionale delle
Donne, Rom
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carlaaccardinilde carabba franca chiabraannamariacoluccireginadellanocenedda
guidievamenzioteresamontemaggioristephanieourslersuzannesantorosilviatruppi

La cooperativa nasce con il proposito di presentare il lavoro di donne
artiste che operano ¢ hanno operato nel campo delle arti visive.

A fianco di tale attivita la cooperativa si propone di studiare, rac-
cogliere e documentare tale lavoro e sard quindi grata a chiunque vorra

aiutare in questo senso facendo pervenire materiali, libri, fotografie.

cooperativa di via beato angelico, 18 - al collegio romano - roma (italia)

Absichtserklarung der Cooperativa Beato Angelico, bedrucktes Papier, 1976. Archiv Casa Internazionale delle Donne, Rom



Carla Accardi, Origine, 1976
Ausstellungsansichten Cooperativa Beato Angelico, Rom




Carla Accardi, Carla Lonzi und Elvira Banotti in Rom, 1970. Foto: Pietro Consagra.
© Archivio Pietro Consagra, Mailand




Manifest von Rivolta femminile, Rom, 1970




ppr!

Consciousness Raising Gruppe bei einem Treffen fir den Women’s March, New York 1972



Farbe auf Sicofoil, Plexiglasrahmen, 271 x 451 cm

Ausstellungsansicht Women House, Monnaie de Paris, 2017
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Carla Accardi, Triplice tenda (Dreifaches Zelt), 1969-1971
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Manifest von Rivolta femminile, Rom, 1970

COMUNICHIAMO SOLO CON DONNE

To. MINGASELL via Cawodors, 1 - ROMA « svo 1979
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Pablo Picasso in seinem Atelier, 1908

Musée d’Ethnographie du Trocadéro, Paris, 1895




Carla Accardi, Carla Lonzi und Elvira Banotti in Rom, 1970. Foto: Pietro Consagra.
© Archivio Pietro Consagra, Mailand




eoe [J O O B Non sécurisé — herstory.it ¢ © @ + O

1970 - Carla Accardi e Carla Lonzi fondatrici di Rivolta femminile (riproduzione da Scacco

ragionato, Scritti di rivolta femminile, 1985)

SPUTIAMO SU HEGEL
LA DONNA CLITORIDE
E LA DONNA VAGINALE
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If you diditin Edrbpe you would €agsider this taping a girl, right? Madame, there was no violence. Girls get married at twelve, in
AS uf H Abyssinia.

Elvira Banotti und Indro Montanelli wahrend der Fernsehsendung L’ora della verita (Die Stunde der Wahrheit), 1969




Elvira Banotti
LA SFIDA FEMMINILE

maternita e aborto

TEMI E PROBLEMI DE DONATO



«A Room of One’s Own»: Feministische Galerien und Ausstellungsorte



g All-women art spaces
i Qt ones own in Europe in the
SOy, long 1970s
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Die erste Galerie von A.l.R. an der Wooster Street, New York, 1976. Von links nach rechts: Rachel Bas-Cohain, Joan Snitzer,
Kazuko Miyamoto, Blythe Bohnen, nicht identifiziert, Laurace James, Patsy Norvell, Dotty Attie, Mary Grigoriadis und Daria Dorosh.
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JUDITH BERNSTEIN

CHARCOAL ON PAPER 108" x 150"

Opening Saturday Oct. 20
Through Novermioer /

IO-6 Tuesday Thru Saturday
AIRGALLERY  97Wooster Street, New YorkCity, Tel 966-O799

A.l.R. Gallery, Postkarte zur Ausstellung von Judith Bernstein (Vorder- und Ruckseite), 1973



4

.. - A.l.R. Gallery, Postkarte zur Ausstellung von Harmony Hammond, 1973 (links),
. 4 Harmony Hammond, Bag VI, 1971, Stoff und Acrylfarbe (Mitte), Ansicht der Ausstellung
NY HAM MON D von Harmony Hammond bei der A.l.R. Gallery, New York 1973 (rechts)

HARMO
A.LR. JAN. 13-21



Heresies



LESBIAN ART
AND ARTISTS

!' THE GREAT GODDESS 1

Non sécurisé — heresiesfilmproject.org

Heresies #1
Feminism, Art and

Politics
Vol. 1, No. 1 Jan. 1977

Heresies #3
Lesbian Art and

Artists
Vol. 1, No. 3 Fall 1977

Heresies #5

The Great Goddess
Vol. , No.

Heresies #7
Women Working

Together
Vol. 2, No. 3 Spring 1979

Heresies #9
Organized Women
Divided

HERESIES ~

HER SIS ==

B

Honesies™0

‘\hulnu

|

Y

ut Uk Uk Uk

Heresies #2
Patterns of
Communication and

Space Among Women
Vol. 1, No. 2 May 1977

Heresies #4

Women'’s Traditional
Arts — The Politics of
Aesthetics

Vol. 1, No. 4 1978

Heresies #6
On Women and

Violence
Vol. 2, No. 2 Summer 1978

Heresies #8

Third World Women
Vol. 2, No. 4 1979

Heresies #10

Women and Music
Vol. 3, No. 2 1980




Haresie (aus dem Metzler Lexikon Religion)

«Der Begriff Haresie (griech. hairesis, [ Aus-]Wahly) bezeichnet urspringlich die Moglichkeit
einer Auswahl zwischen verschiedenen antiken philosophischen Schulen. Mit dem
Entstehen der christlichen Kirche und ihrer Orthodoxie erhielt das Wort die polemische
Bedeutung von «Irrlehre> aber auch von «Sonderrichtung>. Der Kampf gegen Haresien half
dem sich herausbildenden Christentum, selbst eine Sonderrichtung des Judentums, eine
innere Einheit der Gemeinden herzustellen und sich von ahnlichen religiosen Gruppen oder
griechisch-philosophischen Richtungen (Neuplatonismus) abzugrenzen. Der Vorwurf der
Haresie wurde aber von Anfang an auch benutzt, um Kritik an der kirchlichen Hierarchie zu
unterdrucken. Jeder Widerspruch zum jeweils anerkannten Dogma und jeder Versuch, sich
ausserhalb der klerikalen Strukturen zu stellen, wurde unerbittlich als Haresie verfolgt und
mit Exkommunikation bestraft. Die standige Auseinandersetzung mit Haresien zwang das
Christentum aber auch zur genauen Festlegung seiner Glaubenslehren, was entscheidend
zur Herausbildung von Dogmatik und Theologie beitrug und das abendlandische Denken
mitpragte. Dabei wurden die Lehren der Haretiker durchaus nicht nur dekonstruiert und
vernichtet, sondern auch umgeformt, angepasst und ibernommen.»



Haresie (Duden)

1. [katholische Kirche] von der offiziellen Kirchenmeinung abweichende Lehre

2. [bildungssprachlich] Ketzerei, verdammenswerte Meinung
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HERESIES is an idea-oriented journal devoted
to the examination of art and politics from a
ferninist perspective. We believe that what is
commonly called art can have a political im-
pact, and that in the making of art and of all
cultural artifacts our identities as women play a
distinct role. We hope that HERESIES will stim-
ulate dialogue around radical political and es-
thetic theory, encourage the writing of the his-
tory of femina sapiens, and generate new cre-
ative energies among women. 1t will be a place
where diversity can be articulated. We are com-
mitted to the broadening of the definition and
function of art.

HERESIES is structured as a collective of fem-
inists, some of whom are also socialists, Marx-
ists, lesbian feminists or anarchists; our fields
include painting, scuipture, writing, anthropol-
ogy, literature, performance, art history, archi-
tecture and filmmaking. While the themes of
the individual issues will be determined by the
collective, each issue will have a different edi-
torial staff made up of contributors as well as
members of the collective. Each issue will take
a different visual form, chosen by the group re-
sponsible. HERESIES will try to be accountable
to and in touch with the international feminist
community. An open evaluation meeting will
be held after the appearance of each issue.
Themes will be announced well in advance in
order to collect material from rnany sources.
(See inside of back cover for list of projected
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issues.) Possibly satellite namphlets and broad-
sides will be produced continuing the discus-
sion of each central theme.

As women, we are aware that historically the
connections between our lives, our arts and our
ideas have been suppressed. Once these con-
nections are clarified they can function as 2
means to dissolve the alienation between artist
and audience, and to understand the relation-
ship between art and politics, work and work-
ers. As a step toward a demystification ot art,
we reject the standard relationship of criticism
io art within the present system, which has
often become the relationship of advertiser 1o
product. We will not advertise a new set of
genius-products just because they are made by
women. We are not committed to any particu-
tar style or esthetic, nor to the competitive
mentality that pervades the art world. Our view
of feminism is one of process and change, and
we feel that in the process of this dialogue we
can foster a change in the meaning of art.

THE COLLECTIVE: Patsy Beckert, Joan Brader-
man, Mary Beth Edelson, Harmony Hammond,
Elizabeth Hess, Joyce Kozloff, Arlene Ladden,
Lucy Lippard, Mary Miss, Marty Pottenger, Mi-
riam Schapiro, joan Snyder, Elke Solomon, Pal
Steir, May Stevens, Michelle Stuart, Susana
Torre, Elizabeth Weatherford, Sally Webster,
Nina Yankowitz.
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Statement aus der ersten Ausgabe von Heresies: A Feminist Publication on Art and Politics, Januar 1977



From the First-Issue Collective

The editorial collective of this first issue of
Heresies shares not a political line but a com-
mitment to the development of coherent femi-
nist theory in the context of practical work. The
time for reformulating old positions or merely
attacking sexism is past. Now we must take on
the most problematic aspects of feminist theory,
esthetic theory and political theory. We are not
only analyzing our own oppression in order to
put an end to it, but also exploring concrete
ways of transforming society into one that is
socially just and culturally free.

The role of the arts and the artist in the politi-
cal process is our specific arena. By confronting
the very real differences in our own attitudes
towards art and politics, which reflect those in
the wider feminist community, we have un-
covered networks connecting a broad range of
forms and ideologies. As material for the first
issue came in to us, we found that no hard line
could be drawn between texts and visual ma-
terial. There are, therefore, few “illustrations”
here, but independent statements expressed
visually, verbally, or in combination, sharing
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«Heresies was thoughtful, slow and deliberate...it was a truly democratic organizational
concept. Although we complained that the meetings were long, we heard everybody’s point
of view until we got a solution...a consensus. The other groundbreaking process was that, in
addition to the Mother Collective, each issue had its own totally autonomous collective of
different individuals who were free to design the form and content of that issue as they
wished, within the budgetary constraints of the magazine. The result was that both the

process and each issue were unique.»
—Mary Beth Edelson, 2002



Announcing the Fall 1977 i f
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AVAILABLE NOW FOR
$3.00 AT BOOKSTORES
OR THROUGH THE
MAIL: HERESIES,
BOX 766, CANAL ST.
STATION, NYC
10013

The llon-headed Barbara Urselin, born in 1641 in Augsburg,
from Aldrovandus’ Opera Omnia Monstrum Historia, 1668.

Heresies Nr. 3, «Lesbian Art and Artists», 1977
Anzeige (links) und Titelblatt (rechts)




A Feminist Publication on Art & Politics
H [: ESl ES Women’s Traditional Arts
The Politics of Aesthetics

Brief des Combahee River Collective an das Redaktionskollektiv
von Heresies Nr. 3, «Lesbian Art and Artists», 1977, abgedruckt
in Heresies Nr. 4, «\Women’s Traditional Arts» 1978

Dear Lesbian Issue Collective:

We appreciate all of the work the Lesbian Arts and Artists issue of HER-
ESIES represents. We find it appalling, however, that a hundred years from
now it will be possible for women to conclude that in 1977 there were no
practicing Black and other Third World lesbian artists. It is not sufficient to
explain such grievous omissions merely by stating: **. . . yet biases which in-
formed our choices of material were certainly conditioned by the fact that we
are all lesbians, white, college-educated, and mostly middle-class women
who live in New York and have a background in the arts.” Feminist and les-
bian politics and creativity are not the exclusive property of white women.

. We would like to know if any of the hundreds of contributors you had to
choose from were Third World women and if so to know more specifically
the basis on which their work was rejected.

We look forward to your response.

THE COMBAHEE RIVER COLLECTIVE
SECOND BLACK FEMINIST RETREAT
November 4, 5 and 6, 1977

Cessie Alfonso Somerset, N.J.
Lorraine Bethel Cambridge, Mass.
Gwendolyn Braxton Chicago, Ill.

Camille Bristow Bronxville, N.Y.
Margie Butler Plainfield, N.J.
Nivea Castro-Figueroa  Dorchester, Mass.
Cheryl Clarke New Brunswick, N.J.

Charley B. Flint
Domita Frazier
Cecelia B. Homberg
Gloria T. Hull
Bonnie Johnson
Audre Lorde
Carroll Oliver

Linda C. Powell
Sharon Page Ritchie
Barbara Smith
Beverly Smith

Edison, N.J.
Dorchester, Mass.
Sunderland, Mass.
Newark, Del.
New York, N.Y.
Staten Island, N.Y.
New York, N.Y.
New York, N.Y.
Chicago, Ill.
Roxbury, Mass.
Cambridge, Mass.



A Feminist Publication on Art & Politics
H [: ESl ES Women’s Traditional Arts
The Politics of Aesthetics

Antwort des Redaktionskollektivs von Heresies Nr. 3,
«Lesbian Art and Artists», 1977, abgedruckt in Heresies
Nr. 4, «Women’s Traditional Arts» 1978

Dear Combahee River Collective:

Although we did not systematically exclude Third World women from the
Lesbian Issue of HERESIES, we did participate in a kind of passive exclu-
sion. The editorial collective that formed was all white. Our knowledge of
the Third World artist or lesbian community was limited. By not making a
concerted effort to contact Third World Lesbian artists we became an only
too typical all-white group operating in a racist society.

The inclusion of Third World contributions was based on the same cri-
teria applied to all work submitted to the issue. We don't know exactly how
many Black and other Third World women submitted work, but we re-
ceived nothing that specifically dealt with being a non-white lesbian artist or
which spoke from an identifiably non-white position. As far as we know, the
work of only one Third World woman was included in the issue. It is prob-
able that we didn't receive much work from Third World women.

HERESIES has had a similar problem with every issue. Most of the ed-
itors and contributors have been white women. As you may know, each
issiwe of HERESIES is edited by a different group of women. Each issue is
thematic and any women with an interest in that particular topic is welcome
to work on the issue. We hope that, increasingly, Third World women will
want to participate in issues of their choice.

Also, though we haven't done this yet, if a group of women approaches us
with a proposal for an issue they want to put out themselves, we will con-
sider giving an entire issue to them to produce. 4 group of women who are
already organized, such as the Combahee Collective, might want to do an
issue devoted to Black and other Third World artists. In this way we can
begin to extend our publication to speak for many feminists who have not
been well represented so far.

As you pointed out, however, it is HERESIES’ responsibility to continue
to print work by and about minority women (including Third World
women, lesbian women, etc.) in each issue to avoid tokenism.

We hope this information and your letter will encourage a greater effort
on the part of both HERESIES editorial collectives and Third World

women to enter into an exchange.
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Titelblatter von Heresies Nr. 8, «Third World Women», 1979 und Heresies Nr. 15, «Racism is the Issue», 1982




