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Tllustrations

Chapter One

Figure 1.1, Women’s Ad-hoc Committee, front page of the Rip-off
File,c.1973. Folder 202, box 5, A.I.R. Gallery Archive, Fales.
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Figure 1.2, Poster for Women’s Workshop
exhibition at Art Meeting Place, London
1974. Collection of Sonia Knox.

Figure 1.4, Rob Henderson’s page
in the exhibition catalogue for
Hang Up, Put Down, Stand Up,
1974. Collection of Sonia Knox.
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Figure 1.3, Front page of exhibition
catalogue Hang Up, Put Down, Stand Up,
1974. Collection of Sonia Knox.
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Figure 1.5, Sonia Knox’s page in
the exhibition catalogue for
Hang Up, Put Down, Stand Up,
1974. Collection of Sonia Knox.
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Figure 1.6, Tina Keane’s page in the
exhibition catalogue for Hang Up, Put
Down, Stand Up,1974. Collection of Sonia
Knox.
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Figure 1.7, Jane Low’s page in the
exhibition catalogue for Hang Up, Put
Down, Stand Up,1974. Collection of Sonia
Knox.
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Figure 1.8, Sue Madden’s page in the
exhibition catalogue for Hang Up, Put Down,
Stand Up,1974. Collection of Sonia Knox.
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1973. Artslant.com.
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Untitled (#7)

b

Figure 1.9 A.I.R. Gallery, publicity material, showing Howardena Pindell in
the second square on the top row, 1972. Photograph by David Attie. A.I.R

Gallery Archive, Fales.
Figure 1.10, Howardena Pindell
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Figure 1.11, Howardena Pindell, still of Free White and 21, 1980. Studio
Museum, Harlem website.

Figure 1.12, Howardena Pindell, still of Free White and 21, 1980. Studio
Museum, Harlem website.
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Figure 1.13, Anne Marie Nolin, Contribution to What is Feminist Art, c.1976-7.
Box 25, The Woman’s Building Archive, AAA.
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Figure 1.14, Mary Beth Edelson, Contribution to What is Feminist Art, c.1976-7.
Box 25, The Woman'’s Building Archive, AAA.
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I think that feminist art is, most fundamentally, a means of provoking critical aware-
ness. The application of feminism to the art world, as both a theory about society & a move-
ment for social change, has already helped bring about changes in art. It has, for example,
helped shake received art-world doctrine about the "meaning" of art. Specifically challenged
are the ideas of (1) "neutral universality"--that good art, high art, transcends every par-
ticular of its making except the genius of its maker and (2) (male) attribution--that such
genius, although unpredictable, is rarely possessed by women, & never in its most exalted
form. Numerous other art-historical bubbles pop along with these, such as (3) the unapproach-
ability of content-—the idea (spelled out, say, by Emile Zola in "defense" of Manet's argu-
ably feminist Olympia) that what is depicted is just an excuse for formal exercise.

Thus, feminism has contributed heavily to the assault on Modernism, by insisting on open—
ing the field of attention to include more than the "picture plane," in both the making &
the seeing of art. A work is to be taken as part of an on-going, socially rooted & socially
determined, dialogue. Its partisanship is revealed, & art is whisked back to earth. In re-
turn for their loss of balloonic majesty artists regain the power of coherent thought & the
right to (relatively!) explicit communication. Their inauthentic shamanistic status reduced,
thev can be seen as conscious persons responsible for what they do. Further, the idiosyncrat-
ic nature of their vision is de-emphasizad in favor of the view of art as an act representa=
tive of a broader, socially shared reality. This last point holds out a hope that art can
have some real, rather than illusory, effect on the course of events.

I find it useful to think of a feminist program for art in terms of a series of choices.
Firs Feminist artists have the same choice as other artists-—whether to use what they
know about "social reality" in their work in a way that is reco e by viewers. "#
flows directly out of the jssues I mentiowed in the previous A second choice is
one that has gotten most attention:whether to be satisfied with ge ng entry into the art
"delivery" system & the training system that has made it part of its business to keep women
out of the running, or to insist that the principles of these systems change. Artists' fem-
inism, in its attack on the fortresslike art network & its accompanying rhetoric, clearly
helped call into question more than just the exclusion of women from shows, galleries, &
history books, implicating both the'class-dominated & gender-dominated definition of art-world
membership. Accepting the entry of selected individuals, no matter how, means running the
risk of losing all gains when token acceptance buys off our vigilance & vitiates our analysis.
Even 51% representation on the roster of stars should not suffice, though we can count on
opportunists to hop on the tail of this movement, like any other, calling themselves femin-
ists in the furtherance of careerist goals. But ever sheer self-interest, rightly
understood, should make clear that a strong collective pressure for change-—-for the accept-
ance of new themes, structures, financial, dinstitutional & critical supports & so on--will
benefit individual women too.

Some wildly important further choices emerge out of the issue of change. One has to do
with the idea of an art that allows for the expression of a specifically "female conscious—
ness." I think that all we can know of female consciousness is that it is a product of one's
time & place & particular position in the socioeconomically defined world. If so, then ide-
ology--roughly,social myths & explanations--plays a large part in determining human conscious-
ness & expression, & a universalist conception of femaleness is less useful than a particu-
larist one. Another choice is essentially that of audience--whom does our work address?--
and another, over—arching thoice heavily bound up with it is that of responsibility: If
women's experience is delimited by economic fact & social myth, how do we represent that ex-
perience, with its rootedness, in our art--and whose part shall we take?

I would argue here for an art that includes within it clear (critical) recognition of
the situation of the consciousness represented, always accompanied by a firm sense of social
& personal justice. We must ask outselves whom we address—--who is our constituency? I think
we have to be careful of these pitfalls: taking the part of the smugly entrenched by acting
as apologists & hacks for their carefully nurturEJ) self-serving ideas of beauty & truth,
or inversely, by slumming--thrusting ourselves among people socially & culturally uninitiated
in our world & returning with trophies. Finally,I hope that feminists will take care not to
do work that is easily absorbed & that leads to our absorption, cne by one, into the very
framework we set out to bring down.

2 I am arguing for a clearly understandable, socially responsible art. I am arguing for
instrumental art, -
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Figure 1.15, Martha Rosler, Contribution to What is Feminist Art,c.1976-7. Box
25, The Woman’s Building Archive, AAA.
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Figure 1.16, Hannah Wilke, Marxism and Art: Beware Fascist Feminism,
Contribution to What is Feminist Art,c.1976-7. Box 25, The Woman’s Building
Archive, AAA.
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Figure 1.17, The Natalie Barney Collective,
poster for ‘Lesbian Fantasies: Sculptures in
Dough by Nancy Fried’, c.1976-7. AAA.
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Figure 1.18, front cover of Heresies 3, vol.1,
no.3 Lesbian Art and Artists, Fall 1977.
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Figure 1.19, E K. Waller, Reality Portrait Arlene Raven.
Contribution to What is Feminist Art,c.1976-7. Box 25, The
Woman'’s Building Archive, AAA.

Figure 1.20, Rachel Vaughn, Two Women Seated at a
Dinner Table. Contribution to What is Feminist Art, c.
1976-7. Box 25, The Woman’s Building Archive,
AAA.
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Figure 1.21, Shelia de Bretteville and Deena Metzger. Contribution to What is
Feminist Art,c.1976-7. Box 25, The Woman’s Building Archive, AAA.
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Chapter Two

Figure.2.1, Suzanne Lacy and Linda Preuss, et al. Invitation to
participate in the International Dinner Party, 1979 (verso). Box
83, Judy Chicago Papers, Schlesinger Library, Radcliffe Institute,
Harvard University.

Figure.2.2, Suzanne Lacy and Linda Preuss, et al.
Invitation to participate in the International Dinner Party,
1979 (recto). Box 83, Judy Chicago Papers, Schlesinger
Library, Radcliffe Institute, Harvard University.
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Figure.2.3, Suzanne Lacy and Linda Preuss, Second invitation to
participate in the International Dinner Party, 1979. Box 83, Judy Chicago
Papers, Schlesinger Library, Radcliffe Institute, Harvard University.



SOME LIVING AMERICAN WOMEN ARTISTS

Figure.2.4, Mary Beth Edelson, Some Living American Women Artists, 1972.
From the artist’s website.

Figure.2.5, Mary Beth Edelson, Death of the Patriarchy/ A.IR., 1976. From
the artist’s website.
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Figure 2.6 Louise Bourgeois, The Destruction of the Father,
1974. Photograph by Peter Moore.

Figure 2.7, Louise Bourgeois, The Destruction of the Father,
1974 (detail). Photograph by Peter Moore.
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Figure 2.8, Mary Beth Edelson, ‘Come Dressed as your Favourite
Artist’, photograph of attendees to a dinner party honouring Louise
Bourgeois, part of the International Dinner Party, 1979. From the
artist’s website.

52
T
Figure 2.9, Alexis Hunter, Photograph of the London iteration of
the International Dinner Party, 1979. Reverse reads: ‘The Dinner
Party (International), Alexis Hunter’s Studio, Kate [sic] Elwes,
Margaret Harrison, Tina Keane, Rose Garrard, Kate Walker, Nine
Kellgran, Liliane Lijn, Alexis Hunter (taking photo). From , Misc.

Early Years Box, Women’s Art Library.

232



Figure 2.10, Photograph of Suzanne Lacy during the International Dinner Party
performance at San Francisco Museum of Modern Art, 14 March 1979. From the
artist’s website.

Figure 2.11, Photograph of a visitor looking through the folders of telegrams in the
International Dinner Party installation at San Francisco Museum of Modern Art,
1979. From the artist’s website.
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Figure 2.12, Suzanne Lacy postcard sent after the International Dinner
Party, 1979 (recto). Box 25-6, Judy Chicago Papers, Radcliffe.

""""'.'lllIllIllIIIIlIIIIIIIIIIIIIIIIIII--—— e

Dear Sisters,
On March 14, 1979 women around the world joined hands i
in the International Di)
Event, Ionmng @ continuous 24 hour celebration of women's culture, They came 1ogs!:e:’r'lln’;;:it
own homes, in groups numbering as few as three or as many as 200 - each honoring women im
portant to their own lives. The event honored, as well, the o, ning of Ji i i ;
exhibition in San Francisco. I ot
¢ Qver 300 groups responded with telegrams and letters! (Responses numbered in red
Il{anglesv) Sixty of these sent follow-up reports and photos. We marked each dinner with a red
triangle on & twenty foot map of the world, and posted the telegrams in large books for all to read,
It was a moving experience to hear from you.
This postcard is one way we're inuing the chain of ide women's i
Our message is being added to by another woman friend, who is sending you this postcard from

both of us. (your message:)

1st

© S. Lacy, Postcard by L. Preuss.

? Marlite Halbertsma

| Alberstraat 15

! 9724 JX Groningen,Hol land
L2

Sincerely,

2 a (and) (your name)

Suzanne Lacy
812 Traction Ave.
Los Angeles, CA 90013

Figure 2.13, Suzanne Lacy postcard sent after the International Dinner Party,
1979 (verso). Box 25-6, Judy Chicago Papers, Radcliffe.
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Figure 2.14, Judy Chicago, The Dinner Party, 1979. Brooklyn
Museum website.

dopoure
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Figure 2.15, Judy Chicago, The Dinner Party, (detail), 1979.
Brooklyn Museum website.
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Figure 2.16, Suzanne Lacy, Freeze Frame: A Room of Living, photograph
of performance, 1982. From the artist’s website.

Figure 2.17, Suzanne Lacy, Immigrants and Survivors, photograph of
dinner party, 1983. From the artist’s website.
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Figure 2.18, Suzanne Lacy, The Waves, The Wind, photograph of the
performance, 1983—4. From the artist’s website.

Figure 2.19, Suzanne Lacy, The Crystal Quilt, photograph of the
performance, 1985-7. From the artist’s website.
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Figure 2.21 Su Richardson, For
Kate on Mother’s Day, crochet
plant for the Women'’s Postal Art
Event, 1975-77. Author
photograph.

Figure 2.20, unknown artist,
unknown title, part of the Women's
Postal Art Event, 1975-7. Mama:
Women Artists Together, 1977: 30.

Figure 2.22 Su Richardson,
Crysettus Prickum, crochet plant
for the Women’s Postal Art Event,
1975-77. Author photograph.
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Figure 2.23, Su Richardson, ‘ME panel’ for the Women’s Postal Art
event, c.1975-7. Author photo.

Figure 2.24, Robert Morris, I-Box, 1962.
coloumbia.edu website.
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Figure 2.25, page spread from Spare Rib, no.60, (July 1977): 67, illustrated with unattributed
artworks, including Sanctuary at the top right of page 7, the Black Magic chocolates below it and
Su Richardson’s crochet breakfast on the bottom of both page 6 and 7.

-

%ORTRK:IT OF THE ARTIST AS & YOHRG WOmAR

a postal event r AR %* d

Figure 2.26, ‘Portrait of the Artist as a Young Woman: a postal event’, page spread reproduced
from MAMA: Women Artists Together, 1977: 24-25. Lyn Austin’s Bubble Bath Suicide is pictured
at the top of page 25, second from right.
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Figure 2.28, Poster for Song of the Shirt, directed by Sue Clayton and Jonathon
Curling, 1979. Dutch Art Institute website.
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Figure 2.29, Cecilia Vicufia, Guardian on Con-con beach, Chile, 1967.

From the artist’s website.

Figure 2.30, Cecilia Vicufa, Muerte de Allende, 1973.
From Jane England, ed., Cecilia Vicuna: 20.
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Figure 2.31, Cecilia Vicuia, Libro Tul, 1973-1974.
From the artist’s website.

Figure 2.32, Cecilia Vicuiia, Pario e' sangre, 1973-1974.
From the artist’s website.
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Figure 2.33, Cecilia Vicuiia,
Red Silk, 1974. From the
series Twelve Books for the
Chilean Resistance. From
Jane England, ed., Cecilia
Vicuiia: 20.

Figure 2.34, Cecilia Vicuiia,
Libro Buey 1973. From the
series Twelve Books for the
Chilean Resistance. From Jane
England, ed., Cecilia Vicuiia:
19.
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Figure 2.35, Cecilia Vicuiia, photograph of the artist with her installation
‘A Journal of Objects for the Chilean Resistance’, Arts Meeting Place,
London 1974. From Jane England, ed., Cecilia Vicufia: 24.

Figure 2.36, Cecilia Vicuiia outside her squatted house in Camden,
London in 1974. From Jane England, ed., Cecilia Vicuiia: 26.
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Chapter Three

Figure 3.1, Zoe Leonard, Washcloth (1084) from
Habitation in a Habitat, 2012. Interiors: 44.
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Figure 3.2, Front cover of Womanhouse exhibition
catalogue, 1972, designed by Shelia de Bretteville, with
Miriam Schapiro and Judy Chicago on the steps at 533 N.
Mariposa Ave. Author photograph.

Figure 3.3, Dori Atlantis, Photograph of participants of the
Fresno F.A.P. outside their studio on Maple Ave, 1971. A
Studio Of Their Own: 35.
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Figure 3.4, Shawnee Wollenman,
The Nursery, in Womanhouse,
1972. womanhouse.net website.

Figure 3.5, Kathy Huberland,
Bridal Staircase, in
Womanhouse, 1972.
womanhouse.net website.



Figure 3.6, Karen Le Coq and
Nancy Youdelman, Lea’s Room,
in Womanhouse, 1972.
womanhouse.net website.

Figure 3.7, Beth Bachenheimer,
Shoe Closet, in Womanhouse,
1972. womanhouse.net website.
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Figure 3.8, Camille Grey,
Lipstick Bathroom in
Womanhouse, 1972.
womanhouse.net website.
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Figure 3.9, Faith Wilding,
Crocheted Environment in
Womanhouse, 1972.

womanhouse.net website.




Figure 3.10, Judy Huddelston,
Personal Environment in
Womanhouse, 1972.
womanhouse.net website.

Figure 3.11, Janice Lester, Personal Space in Womanhouse, 1972.
womanhouse.net website.



Figure 3.12, Mira Schor, Red Moon Room in Womanhouse, 1972. womanhouse.net
website.

Figure 3.13, Robin Mitchell, Painted Room in Womanhouse, 1972.
womanhouse.net website.
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Figure 3.14, Robin Weltsch,
Eggs to Breasts in Womanhouse,
1972. womanhouse.net website.

Figure 3.15, Sandy Orgel, Linin
Closet in Womanhouse, 1972.
womanhouse.net website.
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Figure 3.16, Robin Schiff, Nightmare Bathroom, in Womanhouse, 1972.
womanhouse.net website.

Figure 3.17, Judy Chicago,
Menstruation Bathroom, in
Womanhouse, 1972.
womanhouse.net website.
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Figure 3.18, Documentation
of the performance of Cock
and Cunt Play in
Womanhouse, 1972. Written
by Judy Chicago and Faith
Wilding. womanhouse.net
website.

Figure 3.19, Documentation
of the performance of the
Birth Trilogy in
Womanhouse, 1972.
womanhouse.net website.
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Figure 3.20, Janice Lester, calendar for Judy Chicago, November 1971. Box 11
Woman’s Building Collections, AAA,

Figure 3.21, Beth Bachenheimer, Sherry Brody, Karen LeCoq, Robin Mitchell,
Miriam Schapiro, Faith Wilding, The Dining Room, in Womanhouse, 1972.
womanhouse.net website.



Figure 3.22, Ann Mills, Leaf
Room, in Womanhouse, 1972.
womanhouse.net website.

The image cannot be displayed. Your computer may not have enough
g memory to open the image, or the image may have been corrupted

e e s e e s e e Figure 3.23, Front cover of WIRES,
no.9 (Women'’s Liberation Movement
National Newsletter) 1976. Women’s
Library, London.
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Figure 3.24, Front cover of Spare
Rib,n0.55 (February 1977). The
cover shows Kathy Nairne during a
women’s self defense class at the
Women'’s Free Art Alliance,
Cambridge Terrace Mews, London.
From the British Library.

Figure 3.25, Front cover, FAN
(Feminist Art News), no.4, Women’s
Craft Issue, (1981). Author
photograph.

Figure 3.26, Front cover, Heresies 9,
vol.3, no.1, Organized Women
Divided, (1980).
heresiesfilmproject.org/archive/
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Figure 3.27, Poster for A Woman’s Place (14 Radnor Terrace), 1974. From Mama:

Women Artists’ Together: 19.

259



Figure 3.28 Kate
Walker, Death of a
Housewife in A
Woman’s Place (14
Radnor Terrace),
1974. Reckitt, ed.
Art and Feminism:
94.

Figure 3.29 Rozsika
Parker,
“Housework”,
including five
photographs of the
artists working on A
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Figure 3.30, Nick
Wates, Photograph of
Tolmer’s Square,
London. 1973. From
Goodbye to All That,
unpaginated.

Figure 3.31, The Hackney

? Flashers, title panel from the
series Who's Still Holding the
Baby? 1978. From the
collective’s website.
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Figure 3.32, Leaflets and
posters of London-based
lesbian groups c.1980-8.
Urban Amazons: 30.
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Figure 3.33, Edward Keinholz, Back Seat Dodge ’38, 1964. New York Times website.
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Figure 3.34, Candace Hill-
Montgomery, Reflections
on Vacancy, exterior,
1979. Get the Message:
136.

Figure 3.35, Candace Hill-
Montgomery, Reflections
on Vacancy, interior,

1979. Get the Message:
136.
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Figure 3.36, Candace Hill-Montgomery, Black and White in Closure, 1979.
Fashion Moda Slide File, Fales.

Figure 3.37, Candace Hill-Montgomery, installation view of Currents:
Candace Hill-Montgomery at the New Museum, New York, 7 August—22
September 1982. New Museum Digital Archive.



Figure 3.38, David
Hammons, The Door
(Admissions Office),
1969. Blanton
Museum of Art
website.

Figure 3.39, David
Hammons, Higher Goals,

1988. Rousing the Rubble.
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Figure 3.40, Candace Hill-Montgomery, Candy-Coated,
installation at Artist’s Space, New York, December 1979.
Photograph by Lisa Kahane. Fashion Moda Slide File, Fales.
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Figure 3.41, Candace Hill-Montgomery, Photographs of the
opening night of Candy-Coated, at Artist’s Space, New York,
December 1979. Photographer unknown. 1979 Exhibition File,
Artists Space Archive, Fales.
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Figure 3.42, Candace Hill-Montgomery, Inner City Environment,
installation shot at Fashion Moda,1980. Photograph by Lisa Kahane.
Fashion Moda slide file, Fales.

I

Figure 3.43, Candace Hill-Montgomery, Inner City Environment,
installation shot at Fashion Moda,1980. Photograph by Lisa Kahane.
Fashion Moda slide file, Fales.
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Figure 3.44, Candace Hill-Montgomery, 92 Morningside Remember Fred
Hampton, as installed at The Times Square Show, New York, 1979.
Photographer possibly Lisa Kahane. Fashion Moda slide file, Fales.

Figure 3.45, Poster for
Working Women/ Working
Artists/ Working Together
exhibition organised by
Candace Hill-Montgomery and
Lucy R. Lippard at Gallery
1199, New York,1982.
Artworkers: 170.
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Chapter Four

Figure 4.1, Photograph showing the
entrance wall to ‘Issue’, 1980. TGA
955 Installation Shots, ICA
Collection, Tate Library and
Archives.

Figure 4.2, Photograph of ‘Classified: Big Pages from the Heresies Collective’, exhibition
at the New Museum, New York, 1984. Box 19, Papers of Lawrence Alloway, GRI.
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Figure 4.3, Plan for the
layout of ‘Issue’ at the
ICA. TGA 955/7/5/50,
ICA Collection, Tate
Library and Archives.

Figure 4.4, Photograph of Beverley Naidus, The Sky is Falling, The
Sky is Falling (A Panacea for a Pre-Millennium Tension) (1980 )in
‘Issue’, 1980. TGA 955 Installation Shots, ICA Collection, Tate
Library and Archives.
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Figure 4.5: Photograph of Beverley Naidus conducting her survey for her

work The Sky is Falling, The Sky is Falling (A Panacea for a Pre-

Millennium Tension) (1980) in ‘Issue’, 1980. TGA 955 Installation Shots,

ICA Collection, Tate Library and Archives.
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Figure 4.6, Inside cover of Martha Rosler, Tijuana Maid, postcard novel, 1975.

Author scan..

271



Ascuy @ e

g
hey ve been shart

with Iiquewr and cgg
¢ thee.

Figure 4.7, Page 4 of Martha Rosler, The Restoration of High
Culture in Chile, 1977. Martha Rosler: 3 Works.

Figure 4.8, Photograph of Ariadne (Leslie Labowitz and
Suzanne Lacy), contribution to ‘Issue’, 1980, detail of material
relating to Incest Awareness Project (1979). TGA 955
Installation Shots, ICA Collection, Tate Library and Archives.
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Figure 4.9, Maria Karras, Photograph of Both Here and There (1979) in
‘Issue’, 1980. TGA 955 Installation Shots, ICA Collection, Tate Library
and Archives.

Figure 4.10, Maria Karras, Both Here and There, (1979), publicity shot,
included in ‘Issue’, 1980. TGA 955 Installation Shots, ICA Collection,
Tate Library and Archives.
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Figure 4.11, Photograph of
Mierle Laderman Ukeles, Touch
Sanitation (1979-80) in

‘Issue’ (1980). TGA 955
Installation Shots, ICA
Collection, Tate Library and
Archives.

Figure 4.12, Conrad Atkinson,
from Garbage Strike: Hackney,
1970. Museum of London
website.
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Figure 4.13, Photograph of
Nicole Croiset and Nil Yalter,
Rahime (1980) in ‘Issue’ (1980).
TGA 955 Installation Shots, ICA
Collection, Tate Library and
Archives.
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Figure 4.14, Margia Kramer, Essential Documents: The F.B.1.
File on Jean Seberg Part I, artist’s book, 1979. Author
Photograph.
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Figure 4.15, Adrian Piper, I am the Locus (#2), 1975. Part of the
Mpythic Being series. University of Chicago website.

Figure 4.16, Photograph of Candace Hill-Montgomery, Historic
Evictions (detail), in ‘Issue’ (1980). TGA 955 Installation Shots,
ICA Collection, Tate Library and Archives.
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Figure 4.17 Photograph of Alexis Hunter’s work in ‘Some British
Artists on the Left’ at Artists Space, New York, 1979. Crippa, “1970s:
Out of Sculpture”, unpaginated.

Figure 4.18 Photograph of Nancy Forest Brown sat in front of her spray
painted title wall for ‘Both Sides Now’ in Artemisia Gallery, 1979. Art
Institute of Chicago Archive.
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Figure 4.19, Photograph of Margaret Harrison, Craftwork, (1980)
in ‘Issue’, 1980. From Margaret Harrison slide file, WAL.

Figure 4.20, Nancy Spero, Torture in Chile, 1974.
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Post i Document Figure 4.21, Mary Kelly,

Documentation VI Pre-writing
Alphabet, Exergue and Diary, from
it Post-Partum Document, (1979).
Issue: Social Strategies by Women
Artists: unpaginated.
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Figure 4.22, Su Richardson, Monica Ross and Kate Walker, Fenix’in
Birmingham, 1978. Framing Feminism: 25.
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Figure 4.23, Su Richardson, Monica Ross and Kate Walker, Fenix®, at Dartington
Hall, Totnes, detail of Kate Walker’s wall, 1978. ‘Fenix®’ slide folder, WAL.

Figure 4.24, Su Richardson, Monica Ross
and Kate Walker, Fenix®, detail of One
Hand Tied Behind Us, 1979. ‘Fenix®’
slide folder, WAL.
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Figure 4.25, Su Richardson, Monica Ross and Kate Walker,
Fenix®, detail of Monica Ross, Bed Installation with Ross and
Richardson lying on the bed and Kate Walker beside it, 1979.
Photograph by James T. McShane, WAL.

Figure 4.26, Su Richardson,
Monica Ross and Kate Walker,
Fenix°, detail of Kate Walker’s
S.0.S Window, 1978. ‘Fenix®
slide folder, WAL.
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Figure 4.27, Su Richardson, Monica Ross and Kate Walker, Fenix®, detail of
Kate Walker’s wall with mannequins, 1979. Photograph by James T.
McShane, WAL.

Figure 4.28, Su Richardson, Monica Ross and Kate Walker, Fenix’,
detail of Su Richardson, A Life in Legs, 1978. ‘Fenix®’ slide folder, WAL.
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Figure 4.29, Robert Gober, Untitled (Leg), 1989-90. MoMA
website.

Figure 4.30, Su Richardson, Monica Ross and Kate Walker,
Fenix?, detail of Monica Ross, Bed Installation, 1980. ‘Fenix®’
slide folder, WAL.
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Figure 4.31, Kate Walker, Self

Portrait, 1980 from Su

Richardson, Monica Ross and
Kate Walker, Fenix®. Parker,

“The Story of Art Groups™:
50-51.

Figure 4.32, Loraine
Leeson, in collaboration
with the Women’s Health
Information Collective,
Women’s Action on
Health poster (1979) from
Peter Dunn and Loraine
Leeson, ‘East London
Health Project’, 1978-80.
TGA 955 Installation
Shots, ICA Collection,
Tate Library and
Archives.
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Figure 4.33, Su Richardson, Monica Ross and Kate Walker, Fenix®,
detail of the ‘Last Fenix installation’, 1980. ‘Fenix®’ slide folder, WAL.
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Figure 4.34, Bonnie Ora Sherk, Photograph of A Triptych, Within a Triptych, Within
a Triptych, Within the Context of a Counterpointed Diptych: Technological/ Non-
Mechanised etc...,in ‘Issue’ (1980). Lauritis, “Lucy R, Lippard and the Provisional
Exhibition: 268.
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Figure 4.35, Bonnie Ora Sherk, Plan for Figure 4.36, Bonnie Ora Sherk, Photograph of
Community Crossroads (The Farm), children at Community Crossroads (The Farm),
1974. (1974-80). museumarteutil .net. undated, 1974—-80. museumarteutil.net.
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Conclusion

Figure 5.1, Hannah O’Shea,
A Litany for Women Artists,
1977. thisisliveart.co.uk,
website.

Figure 5.2, Annabel
Nicholson, Reel Time, 1973.
luxonline.org.uk website.

Figure 5.3, Lis Rhodes, Light Music, 1975. Triple Canopy website.



Figure 5.4, Photograph of the Sylvia Pankhurst BP
Spotlight display at Tate Britain, 2013—4. Proposed by the
Emily Davison Lodge (Olivia Plender and Hester Reeve).
From Hester Reeve’s website.

Figure 5.5, Photograph of the Women and Work: A
Document on the Division of Labour in Industry (1973-5),
BP Spotlight display at Tate Britain, 2013—4. Tate website.
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Figure 5.6, Alex Martinis Roe,
The Practice of Doing, 2012—
3. Universitit der Kiinste
Berlin website.

Figure 5.7, Sisters of Jam, the
Lavender House, as installed at
Orebro Konsthall 27 February — 3
April 2016. From the artists’
website.

Figure 5.8, Anna Bunting
Branch, W.I.T.C.H. ("Whispers
Increase 'Til Cacophonies
Heard"),2015. From the
artist’s website.
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Figure 5.9, Sharon Hayes, In My Little Corner of the
World, Anyone Would Love You, 2016. Studio Voltaire
website.

Figure 5.10, Sharon Hayes, In My Little Corner of the
World, Anyone Would Love You, 2016, detail reverse
of the plywood structure. Studio Voltaire website.
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