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Ein Mitglied der «Third World Women’s Alliance» bei einer 
Demonstration, 1970



Rückblick auf die letzte Sitzung



Guerilla Girls, Do women have to be naked to get into U.S. museums?, Plakat, 1989





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



Artemisia Gentileschi, Aurora, um 1627
Öl auf Leinwand, 218 cm x 146 cm. Rom, Privatsammlung

Blick auf die Eröffnungsausstellung der Cooperativa
Beato Angelico, Rom, 8. April 1976. Foto: Alfio di Bella



Manifest von Rivolta femminile, Rom, 1970

Carla Accardi, Triplice tenda (Dreifaches Zelt), 1969–1971
Farbe auf Sicofoil, Plexiglasrahmen, 271 x 451 cm

Ausstellungsansicht Women House, Monnaie de Paris, 2017





Intersektionalität



Katalog zur Ausstellung Womanhouse, Los Angeles, 1972 Sandy Orgel, Linen Closet, 1972, Ausstellungsansicht Womanhouse





«Friedan concludes her first chapter by stating: ‹We can no
longer ignore that voice within women that says: I want
something more than my husband and my children and my
house›. That ‹more› she defined as careers. She did not
discuss who would be called in to take care of the
children and maintain the home if more women like
herself were freed from their house labor and given
equal access with white men to the professions. She
did not speak of the needs of women without men,
without children, without homes. She ignored the
existence of all non-white women and poor white
women. She did not tell readers whether it was more
fulfilling to be a maid, a babysitter, a factory worker, a clerk,
or a prostitute than to be a leisure-class housewife.»

—bell hooks, Feminist Theory: From Margin to Center, 1984



Katalog zur Ausstellung Womanhouse, Los Angeles, 1972 Katalog zur Ausstellung Women House, Paris, 2017/2018



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



Das Combahee River Collective im Jahr 1974, von links nach rechts oben: Margo Okazawa-Rey, Barbara Smith, Beverly Smith, 
Chirlane McCray und Mercedes Tompkins, unten: Demita Frazier und Helen Stewart



«The most general statement of our politics at the present time would be 

that we are actively committed to struggling against racial, sexual, 

heterosexual, and class oppression and see as our particular task the 

development of integrated analysis and practice based upon the fact that 

the major systems of oppression are interlocking. The synthesis of 

these oppressions creates the conditions of our lives.»

—The Combahee River Collective, «A Black Feminist Statement», 1977



«Although we are feminists and lesbians, we feel solidarity with 

progressive black men and do not advocate the fractionalization that 

white women who are separatists demand. Our situation as black people 

necessitates that we have solidarity around the fact of race, which white 

women of course do not need to have with white men, unless it is their 

negative solidarity as racial oppressors. We struggle together with 

black men against racism, while we also struggle with black men 

about sexism.»

—The Combahee River Collective, «A Black Feminist Statement», 1977



«We have a great deal of criticism and loathing for what men have been 

socialized to be in this society: what they support, how they act, and 

how they oppress. But we do not have the misguided notion that it is their 

maleness, per se—i.e., their biological maleness—that makes them what 

they are. As black women we find any type of biological determinism a 

particularly dangerous and reactionary basis upon which to build a 

politic.»

—The Combahee River Collective, «A Black Feminist Statement», 1977



«One issue that is of major concern to us and that we have begun to 

publicly address is racism in the white women’s movement. As black 

feminists we are made constantly and painfully aware of how little effort 

white women have made to understand and combat their racism, which 

requires among other things that they have a more than superficial 

comprehension of race, color, and black history and culture. Eliminating 

racism in the white women’s movement is by definition work for 

white women to do, but we will continue to speak to and demand 

accountability on this issue.»

—The Combahee River Collective, «A Black Feminist Statement», 1977



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



Titelblätter von Heresies Nr. 8, «Third World Women», 1979 und Heresies Nr. 15, «Racism is the Issue», 1982 



«To describe who we are is exciting. We are painters, poets, 
educators, multi-media artists, students, ship-builders, sculptors, 
playwrights, photographers, socialists, craftswomen, wives, 
mothers and lesbians. In the beginning we were Asian-
American, Black, Jamaican, Ecuadorian, Indian (from New 
Delhi) and Chicana; foreign-born, first-generation, second-
generation and here forever. We are all of these and this is 
extremely hard to define. The phrase Third World has its roots 
in the post-World War II economic policies of the United Nations, 
but today it is a euphemism. We use it knowing it implies people 
of color, non-white and, most of all, ‹other›. Third World 
women are other than the majority and the power-holding 
class, and we have concerns other than those of white 
feminists, white artists and men.»

—Stellungnahme des Redaktionskollektivs von Heresies Nr. 8, 
«Third World Women», 1979



Issue 15 Editorial Collective: Vivian E. Browne, Cynthia Carr, Michele 
Godwin, Hattie Gossett, Carole Gregory, Sue Heinemann, Lucy R. Lippard, 
May Stevens, Cecilia Vicuna, Sylvia Witts Vitale. 

ISSUE 15 EDITORIAL STATEMENT 
(From Taped Conversation, October 21, 1982) 

So what's the point of a collective statement? What do we want it to 
say? (S.H.) 

Well, it's not an individual statement. What I could do with another 
Black woman is totally different from what I can say in a collective state-
ment. (S.W.V.) 

The point of this is what we say to each other. Let's talk about what 
were our expectations when we joined the group. (M.S.) 

When I arrived from Boston the Heresies Collective was working on the 
Third World Women's issue. That was apparently a very difficult issue and 
the word that got back to me from Black feminists was the Heresies Collec-
tive is a group of racist white women. , .. Then I read some of the issues and 
articles and I really liked the material. I had an article in the next issue, 
and decided to come to a meeting for this one. I was really happy to see so 
many different women. I know a lot of people from different countries, but 
this was a chance to focus on women. This was so different. We put in so 
much hard work. We tried to be so fair and listened to each other's experi-
ences. Yet I am still shocked at the way white American women discuss 
racism, So many of the manuscripts we got talked about white women and 
sex with Black men. Sexual contact was always the starting point, which is 
not how I see racism at all. If we're talking about feminism, we're talking 
about women, so they're only interacting with me, a Black woman, through 
their sexual image of Black men. Perhaps this is one major barrier. I don't 
think about white men at all when I think about white women. Fortunately 
nobody here in the collective did that; it was just in the manuscripts. (C.G.) 

Part of the experience is the way the women in this collective looked at 
that material and reacted to it. (S.H.) 

Yeah, we were OK. (C.G.) 
It wasn't nearly as bad as I thought it would be, based on the stories I 

had heard from other women of color about working with "those racist 
white girls at Heresies." Not that both white girls and colored girls don't 
have a lot oflearning and growing to do. (H.G.) 

Being on the racism issue-it was an experience. Hearing these people 
argue about something that's so important when you usually don't hear 
about it. You may read about it, but you usually don't hear other people 
talking about it, unless you bring it up. (M.G.) 

Carole, you say now you can talk to white women? (V.B.) 
Not in general, only the women in this collective. (C.G.) 
So you felt some need to make some kind of contact? Was it satisfied? 

(V.B.) 
I don't really like to make contact with white people. (C.G.) 
But you came here. (V.B.) 
I didn't see the racism issue as just white people, but many women com-

ing from many backgrounds to discuss the subject. Like at work you can not 
discuss racism with white people. (C.G.) 

Has this experience changed your approach to white people? Affected 
your attitudes in any way? (V.B.) 

That's hard to answer. I don't want to dismiss our work. , , . We needed 
to form a study group to define racism. Then, we would have had a common 
language, I felt that one of the stories we published is a racist piece. To 
refer to the West Indies as "bush" and to quote a Harlemite expressing 
hatred of whites are negative symbols about Black people, The Nigerian 
author, Chinua Achebe, has asked white authors to refrain from creating 
more works like Conrad's "Heart of Darkness" in which Africans are de-
graded. However, no one agreed with my interpretation of the piece. Had I 
not solicited manuscripts from Alice Walker and other women, I would 
have resigned from this collective on racism, Unconscious and conscious 
racist imagery hurts. (C.G.) 

This short-term process might not produce anything, I see that in the 
classrooms when I talk about racism. , .. You might see a little bit of open-
ing up. (S.W.V.) 

Heresies: A Feminist Publication on Art & Politics is published Winter, 
Spring, Summer and Fall by Heresies Collective, Inc. 225 Lafayette Street, 
New York, NY 10012. Subscription rates: $15 for four issues; $24 for insti-
tutions. Outside the U.S. and Canada, add $2 postage, Single copies: $5 
each (current issue), $6 (back issues). Address all correspondence to: 
Heresies, PO Box 766, Canal Street Station, New York, NY 10013. 
Heresies, ISSN 0145-3411. Vol. 4, No. 3, Issue 15. 
©1982, Heresies Collective, Inc. All rights reserved. 

Cover drawing by Michele Godwin. 

A little bit of opening up is a miracle. (M. S.) 
Here you had the Civil Rights Movement, you are always aware of the 

years of struggle between Black and white. But in Latin America, particu-
larly in Chile where I come from, racism is simply not discussed. So I had 
never had the opportunity to think about racism in relation to my own ex-
perience. It was a fantastic thing to think in those terms with Black and 
white women. My experience in this capital of the world is that whatever 
art my Latin friends do, it's ignored by the mainstream. It does not exist, or 
it's "ethnic." Which is why I got out the issue of ethnocentrism. And I 
realized nobody in this collective shared this thing with me. I was disap-
pointed that everybody said this issue is about racism and nobody was will-
ing to go to a more general, a more cultural and ideological issue. Nobody 
was willing to go from the emotional level of personal experiences about 
racism to the more philosophical level. ... So I adapted! (C.V.) 

I remember those early meetings being very exciting, when there were 
Asian and other Latin women in the group too. A new experience for me 
too. Before that I had worked on racism in a group of all-white feminists. I 
think I was afraid, at first, of working with women of color on this issue but 
I decided I wanted to do it anyway. Afraid, I guess, that I'd unpeel new 
horrible layers of my own racism. Instead this was a really wonderful ex-
perience. I think I've become much more aware of racism .... There are 
shortcomings in the issue, like the lack of input from Native American wom-
en, but in general I'm proud of it. If racism is going to change, white people 
will have to do something to make it change. I think what we did here will 
be a tool for that change. What I discovered was just that simple step-that 
you don't just say, "Oh it's all so horrible," but that you can do something 
about it. (C. C.) 

Me too. Another thing I got out of the whole process was a deepened 
sense of the complexity of racism in the U.S., how it's affected by elements 
of class, education, degree of color, all that. And the intense ambivalence 
even the most positive women of color have toward the kind of work we've 
been doing, and the psychological and historical roots of that ambivalence. 
(L.R.L.) 

Working together you see how people feel and see. A lot of times white 
people aren't aware that we're being racist. We don't really understand 
how it's understood. A lot of the racism that goes on is unintentional, un-
conscious. It's really important to work together to undo that. ... Misunder-
standing only gets corrected when there's a chance to understand. (S.H.) 

I've had white women-friends-try to talk to me about racism and tell 
me they just don't know what to say about racism because they're not in-
volved. I just couldn't believe that, The problem doesn't exist. (V.B.) 

That's what I meant about Latin America. People are very ready to dis-
cuss class struggle because class struggle is a term that comes from Euro-
pean culture that everybody shares, so this is OK. But to go beyond that 
conception or even discuss the implications-like racism-it's awkward. 
The subject of the Indians in Chile was usually treated as a problem of 
class struggle, not a cultural or religious difference. We have to question to 
what extent we've been conditioned by all this miseducation we've re-
ceived. I worried about the narrowness of the experiences that were sub-
mitted. Most of the articles in this issue are individualized, separated ex-
periences- "I felt this, you felt that." But we also have to put together our 
own experiences of racism with what's going on in the world, to reach a 
more general concept of global racism. It's the American situation. If this 
collective were in Latin America, we would have arrived at a totally differ-
ent conclusion because we are marginal. We're always aware of the global 
situation because we have to be. (C.V.) 

This issue of Heresies is on the situation of racism in the U.S. today. It 
represents who we are and what we're concerned with, and how far we 
could go. (M.S.) 

We do need to put discussion on an intellectual plane at some point, but 
I do not necessarily agree that the word "ethnocentrism" for this country is 
on an intellectual plane. I still insist that for us here that's a cop-out. When 
you say how you are not chosen by the art world because it centers on 
here, that puts another meaning on ethnocentrism which has nothing'to do 
with racism. It does have to do with peripheral vision. I insist on calling 
racism racism, a spade a spade (laughter). That's what it is and you cannot 
take it and water it down. I'm not saying that your relation to the word is a 
watering down for you, but this country has gone through so much shit, and 
to come up with another name on top of the shit is to say it did not happen to 
us. All these personal little things make up this country. (V.B.) 

(continued on inside back cover) 



Titelblätter von Third World Women’s Alliance, Bd. 1, Nr. 1, September–
Oktober 1971 und Third World Women and the Politics of Feminism, hrsg. 
von Chandra Talpade Mohanty, Russo und Lourdes Torres, 1991



Mitglieder des Combahee River Collective marschieren bei einer Gedenkveranstaltung für ermordete Schwarze Frauen in Boston, 
1979. Foto: Ellen Shub





Auf einer Veranstaltung Ende April 1979 protestiert Barbara Smith, Mitglied des Combahee River Collective, mit einem Megaphon 
gegen neun Morde an Schwarze Frauen, die in den ersten Monaten des Jahres verübt wurden. Foto: Ellen Shub.



«We might use our position at the bottom […] to make a clear leap 

into revolutionary action. If black women were free, it would mean 

that everyone else would have to be free since our freedom would 

necessitate the destruction of all the systems of oppression.»

—The Combahee River Collective, «A Black Feminist Statement», 1977



«[W]omen are a political category neither spontaneously nor in themselves. 

What justifies a reappropriation of the term ‹feminism› is that its theories and 

practices are rooted in the awareness of a profound, concrete, daily 

experience of oppression produced by the state–patriarchy–capital matrix, 

which manufactures the category of ‹women› to legitimize policies of 

reproduction and assignment, both of which are racialized. Decolonial 

feminisms do not aim to improve the existing system but to combat all 

forms of oppression: justice for women means justice for all.»

—Françoise Vergès, A Decolonial Feminism, 2021



«Feminist ‹sisterhood› toward the purpose of increasing 

white range and amplified social, cultural, economic 

mobility, is an exercise in service of supremacy—for white 

women only. This is the ugly side of the movement: one 

where we acknowledge that while feminism is a challenge to 

power, not everyone has always been on the same page about 

who that power is for and how it should be used as a means of 

progress. Progress for whom? Thus, American abolitionist, 

women’s right activist, and freed slave Sojourner Truth’s 

question ‹Ain’t I a woman?› asked in 1851 continues to be 

painfully resonant even today, surfacing the ever-urgent 

reality of who is brought into the definition of womanhood and, 

via extension, who is truly recognized as being fully human.»

—Legacy Russell, Glitch Feminism, 2020



Von Spiral zum Black Arts Movement



Cover des Katalogs zur Ausstellung der Gruppe Spiral, First Group Showing: Works in Black and White, 1965





Norman Lewis, Processional (auch bekannt als Procession), 1965 
Öl auf Leinwand, 97.5 x 146.4 cm

Romare Bearden, Pittsburgh Memory, 1964, Mixed-Media-
Collage, Papier und Graphit auf Karton, 21.6 x 29.8 cm







Emma Amos, Untitled (painting made for Spiral Exhibition, 
1965), um 1964, Öl auf Leinwand, 128.9 x 128.9 cm Emma Amos, Two Standing Women, 1966, Öl auf Leinwand



«It’s always been my contention, that for me, a Black woman artist, to walk 

into the studio is a political act.»

— Emma Amos



DON'T admit to being over 28 unless you are over 
58. It's handy to be either young and hot, or a 
doyenne, like Neel or Nevelson. In the middle, it's 
finding time and space, jobs, kids, lovers, hus-
bands, and hard slogging, no glamour, no news. 
DON'T take your art to Soho or 57th Street with-
out Alex Katz's written introduction. Soho/57th 
Street doesn't dig blackass art. (They do still love 
"primitive" art, but don't be confused.) I think 
unsolicited slides are reviewed so the director 
can continually reinforce decisions about what 
he or she will NOT show. 
DON'T complain about being a black woman art-
ist in the '80s. Many people, both black and 
white, think you were fashioned to fit the slot in a 
turnstile-a mere token, baby. They may also 
think, deep down, that your minority face is a 
meal ticket entitling you to some special treat-
ment they're not getting. All minorities have this 
problem; you've just got to tough it out. 
DON'T fantasize about winning recognition with-
out breaking your behind for it. There are no "in-
stant winners" in today's art world, the Mac-
Donald Awards not inclusive. (Hope springs 
eternal.) 

DON'T fret about things over which you have lit-
tle control: 

The landlord raises your rent when you put 
new wiring in the studio. 

Your work overflows every available space, 
and even your new $400 flat file is de-
livered already full. 

The show you're in next month is not insured. 
The show you're in gets reviewed, but the 

writer went to the John Simon school of 
criticism and your work gets singled out 
as too ___ _ 

DO take good slides every 3 months or so. Busi-
ness in the art world is transacted through trans-
parencies. Art that doesn't look good reduced to 
1 x 11/3 probably shouldn't be reproduced. More 
people may look at your ektachromes than will 
ever see your work for real. 
DO show as often as you can-new work if possi-
ble. Discourage curators from selecting work 
whose ideas you're no longer involved with. It's 
hard to do, but each show should reveal some-
thing more about you, a progression. 
DO exhibit with people whose work you like and 
in which you find similarities to your own. There's 

Emma Amos. Self-Portrait. 1982. Etching, drawing, and xerox. 8½ x7½". Emma Amos, painter, printmaker, 
weaver, and papermaker, lives in NYC and teaches art in NJ. 

© 1982 Emma Amos 

SOME 
DO'S AND DON'TS 

FOR 
BLACK WOMEN 

ARTISTS 
- BY EMMA AMOS -
nothing intrinsically good about being a loner; 
finding parallels won't make you a "groupie." 
DO be supportive of all your artist friends. Your 
peers are the people who see your work as it's 
happening. They give you feedback and keep you 
going. 
DO extend yourself: 

Let the Studio Museum know you 're alive. 
Let the Met know you're contemporary. 
Let the Museum of Mod Art know you're per-

manent. 
It'll probably net you only a "thank you," but 

we need to let them know how many of us 
are out there. 

DO be thankful and shout "Hallelujah!" for: 
Dealers, agents, and pals who work at JAM. 
Lovers, husbands, children, patrons, and 

friends. 
Norman Lewis-whose art, elegance and con-

cern impressed so many of us. 
Alma Thomas-she hung on, and it was worth 

it. 
Nellie Mae Rowe-she keeps working, an in-

credible Atlanta "folk" artist. 
Norma Morgan-the engravings, the work! 

Where is she? 
Rom are Bearden -bright, open and deserving 

of all the praise. 
Samella Lewis and Val Spaulding-whose 

Black Art Quarterly is so beautiful. 
Hatch-Billops-the collection you must see, to 

know what "black art" is. 
Bob Blackburn-the artist's printmaker and 

shoulder for 25 years plus. 
James Van Der Zee-who has always been an 

artist. 
Hale Woodruff-who would help any artist, 

black or white. 
Lena Horne-for her transformation and hard 

work. 
Tina Turner-who found herself and is free. 
Toni Morrison-who invents and forms 

worlds. 
Duke Ellington-whose music is our soul. 
Stevie Wonder-he deserves to be taken more 

seriously. 
Bill Cosby-kills us on Carson, and buys art, 

too. 
Ntozake Shange-who shows us how to use 

the system and how to survive success. 
Maya Angelou. 
Katherine Dunham. 
The "do praise" list goes on. 
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Emma Amos, Sandy and Her Husband, 1973
Öl auf Leinwand, 112.4 x 127.6 cm
Cleveland Museum of Art

Emma Amos, Flower Sniffing, 1966
Öl auf Leinwand, 127 x 127 cm

Brooklyn Museum, New York



Wadsworth Jarrell, Revolutionary, 1972
Siebdruck, 83.8 x 68.6 cm



Jae Jarrell, Revolutionary Suit, 1969/2010
Wolle, Wildleder, Seide, Holz, Pigment, Reproduktion des 

verlorenen Originalwerks von 1969, Brooklyn Museum, New York



Barbara Jones-Hogu, Unite (AfriCOBRA), 1971, Farbsiebdruck auf Velinpapier, 66 x 85.2 cm (Blatt)





«We are a family—COBRA, the Coalition of Black Revolutionary Artists, is now 

AfriCOBRA—African Commune of Bad Relevant Artists. It’s NATION TIME and we are 

searching. Our guidelines are our people—the whole family of African people, the African 

family tree. And in this spirit of familyhood, we have carefully examined our roots and 

searched our branches for those visual qualities that are more expressive of our people/art. 

Our people are our standard for excellence. We strive for images inspired by African 

people—experience and images that African people can relate to directly without formal art 

training and/or experience. Art for people and not for critics whose peopleness is 

questionable. We try to create images that appeal to the senses—not to the intellect.»

—Jeff R. Donaldson, «Ten in Search of a Nation» [1970]

nachgedruckt in Nka Journal of Contemporary African Art, Nr. 30, 2012



Wadsworth Jarrell, Revolutionary, 1972
Siebdruck, 83.8 x 68.6 cm

Barbara Jones-Hogu, Unite (AfriCOBRA), 1971
Farbsiebdruck auf Velinpapier, 66 x 85.2 cm (Blatt)



«Where We At» Black Women Artists



Faith Ringgold (rechts) und Michele Wallace (Mitte) 
protestieren vor dem Whitney Museum, New York, 1971



«Where We At» Black Women Artists, 1980. Carol Blank, Pat Davis, Victoria Lucus, Crystal McKenzie, Dindga McCannon, Kay 
Brown, Modu Tanzania, Jeanne Downer, Priscilla Taylor, Emma Zuwadi, Akweke Singho, Linda Hiwot und Saeeda Stanley



Flyer für die Ausstellung Where We At Black Women Artists, Acts of Art 
Gallery, Juni–Juli 1971 (links) / Flyer und Ansicht der Ausstellung Rebuttal 
to Whitney Museum Exhibition, Acts of Art Gallery, April–Mai 1971 (rechts) 



Mitglieder von «Where We At» Black Women Artists mit dem Sponsor ihrer Ausstellung in der Metropolitan Applied Research 
Center Gallery in New York und Flyer zur Ausstellung, Oktober 1973



Dindga McCannon, Revolutionary Sister, 1971
Mischtechnik auf Holz, 157,5 x 68,6 cm, Brooklyn Museum New York



«In the ’60s and ’70s we didn’t have many women 

warriors (that we were aware of) so I created my own. 

Her headpiece is made from recycled mini flagpoles. The 

shape was inspired by my thoughts on the Statue of 

Liberty; she represents freedom for so many but what 

about us (African Americans)? My warrior is made from 

pieces from the hardware store—another place women 

were not welcomed back then. My thoughts were my 

warrior is hard as nails. I used a lot of the liberation 

colors: red—for the blood we shed; green—for the 

Motherland—Africa; and black—for the people. The bullet 

belt validates her warrior status. She doesn’t need a gun; 

the power of change exists within her.»

—Dindga McCannon





Dialectics of Isolation



Katalog zur Ausstellung Dialectics of Isolation: An Exhibition of Third World Women Artists of the United States, Cover und 
Einleitungstext von Ana Mendieta, A.I.R. Gallery New York, 1980



Die erste Galerie von A.I.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.



Die Gründungsmitglieder der A.I.R. Gallery im Loft von Daria 
Dorosh, 370 Broadway, 1974.
Von links nach rechts und von unten nach oben: Howardena
Pindell, Daria Dorosh, Maude Boltz, Rosemary Mayer, Mary 
Grigoriadis, Agnes Denes, Louise Kramer, Loretta Dunkelman, 
Barbara Zucker, Patsy Norvell, Sari Dienes, Judith Bernstein, 
Laurace James, Nancy Spero, Pat Lasch, Anne Healy, Dotty
Attie. Foto: David Attie



Howardena Pindell, Free, White and 21, 1980, Einkanalvideo mit Ton, Farbe, 12 Min. 15 Sek.



Ana Mendieta, Silueta Series, 1976 und «La Venus Negra, based on a 
Cuban Legend», in Heresies Nr. 13, 1981



«I didn’t learn about Ana Mendieta until years after her 

death, when I was well into graduate school. […] I was 

trained by art historians who believed the prime directive 

was to separate artists from their work. […] Top that off 

with the fact that Ana Mendieta was a Cuban emigrant, 

showing at a feminist gallery, working with blood, 

making work that summoned the idea of the earth 

goddess—nothing could have been less cool in my 

philosophically inclined education that privileged theory 

over feeling.»

—Helen Molesworth, Death of an Artist, Episode 1



Ana Mendieta, Blood and Feathers #2, 1974

Carl Andre, Equivalent VIII, 1966



Ana Mendieta, Moffitt Building Piece, 1973, zwei 35-mm-Farbdias. © The Estate of Ana Mendieta Collection, LLC.



«In his personal life, Mr. Andre has been the focus of serious ethical probing. In 1985, his 

third wife, the artist Ana Mendieta, was killed in a fall from a window of their Greenwich 

Village apartment, and Mr. Andre was charged with her murder. He was acquitted, but 

feelings against him ran high in the art world, and still do. This probably explains his elusive 

personal presence in New York since then, even as his art has been consistently shown. 

And it may even answer the question of why this exhibition is making no other American 

stops before heading off to Europe.»

—Holland Cotter, «A Stonehenge for the Modern Age», The New York Times, 29. Mai 2014



Crying: A Protest, organisiert von Jennifer Tamayo anlässlich der Retrospektive von Carl Andre bei Dia:Beacon, 2015



«I wanted a gesture that would focus not so much on Andre himself, but on the group of 

people who gathered to grief. The trope of the crying woman who has been either jilted or 

left behind or whatever, you know, all those things that go into crying felt so appropriate. 

And it’s also linked to ideas of an overly emotional woman, feminine excess, all of those 

things.»

—Jennifer Tamayo, in Death of an Artist, Podcast, Episode 6


