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Feministicka avantgarda 70. let
Dila ze sbirky SAMMLUNG VERBUND, Wien

Vystava uméleckych dél ze sbirky SAMMLUNG VERBUND, Wien ukazuje, jak umélkyné sedmdesatych
let zacaly se subverzi kulturnich konstruktd, tykajicich se reprezentace Zenskosti. Své télo pouzivaly jako
projekéni platno socialnich kédu a jejich kritické reflexe. Vystava si klade za cil zdGraznit prikopnické
¢iny feministické avantgardy (termin zavedla zakladajici reditelka sbirky SAMMLUNG VERBUND Gabriele
Schor) a prepsat tak kanon déjin uméni.

Prostrednictvim novych médii — fotografie, filmu, videa, ale také performanci a happeningt dekonstruuji
tyto umélkyné omezujici kulturni a spole¢enské prostredi své doby, mechanismy a automatismy Gtlaku.
Poprvé v déjinach uméni se zobrazovani Zenstvi ujaly umélkyné samotné a stvofily pluralitu moznych
Zzenskych identit s moznosti rozhodovat o sobé samych. Ve svych pracich zacaly klast radikalné nové
otazky, tykajici se spole¢enského i uméleckého fungovani a Zenské role. Angazovanost a odmitnuti
tradi¢nich, normativnich predstav se staly pojitkem celé umélecké generace. Feministické hnuti,
inspirovano udalostmi roku 1968, prijalo heslo ,,Osobni je politické”. Jednorozmérna role matky,
manzelky a hospodyné byla radikalné a ironicky zpochybnéna.

Vystava je roz¢lenéna do péti tematickych okruhu: redukovani Zeny na matku, manzelku a hospodyni;
hrani roli jako parodie a pretvarka; vizualizace pocitu uvéznéni a osvobozeni se; Zenska sexualita versus
objektivizace; diktat krasy. Pozoruhodné je, Ze nékteré umeélkyné zvolily formalné podobné strategie,
ackoli sva dila navzajem neznaly.

Vystava Feministicka avantgarda sedmdesatych let | Dila ze sbirky SAMMLUNG VERBUND, Wien
predstavuje 62 autorek z Evropy, Severni a Jizni Ameriky a Asie, narozenych v letech 1929 az 1955.

Sbirka SAMMLUNG VERBUND, Viden, byla zaloZena v roce 2004 spole¢nosti VERBUND, prednim
rakouskym producentem elektrické energie z vodnich zdroj(.

The Feminist Avant-Garde of the 1970s

Works from the SAMMLUNG VERBUND Collection, Vienna

The exhibition from the SAMMLUNG VERBUND Collection, Vienna, shows how feminist artists in the
1970s began to subvert cultural constructions of women. In the process, they used their bodies as
‘projection screens’ for displaying social codes and their critique of such codes. The aim of the exhibition
is to underscore the pioneering achievements of the Feminist Avant-Garde, a term that was coined by the
collection’s founding director Gabriele Schor, to rewrite the canon of art history.

Making use of relatively new art media such as photography, film, video, performance and happenings,
the women artists deconstructed existing restrictive cultural and social conditioning and the mechanisms
and automatisms of female oppression. For the first time in the history of art, women artists began
collectively taking “representations of women” into their own hands by creating a plurality of self-
determined female identities. In their works, they confronted patriarchal society as a whole, and the

art scene in particular, with radically new questions about the roles of women. The rejection of ideas
conforming to traditional norms is the common link amongst the female artists of that generation.
Against the backdrop of the events of 1968, the feminist movement left its mark with the rallying slogan
“The personal is political”, thus challenging the one-dimensional roles assigned to women — mother,
housewife, and spouse.



The exhibition is arranged in five sections: reducing women to mothers, housewives, and spouses;
roleplaying as masquerade and parody; the visualization of oppressive confinement and the act of
breaking out; female sexuality versus objectification; and the dictates of beauty. Amazingly, some
artists chose strategies that were formally similar, although they did not know of each other’s works.

The FEMINIST AVANT-GARDE of the 1970s from the SAMMLUNG VERBUND Collection, Vienna brings
together 62 artists from Europe, North and South America and Asia, who were born between 1929

and 1955.

The SAMMLUNG VERBUND Collection, Vienna was founded in 2004 by VERBUND, Austria’s leading

hydroelectric power producer.

Helena Almeida
1934, Portugalsko Portugal

Helena Almeida experimentuje s vlastnim obrazem
a hleda rGzné zplsoby pojeti vztahu mezi lidskym
télem a okolnim prostorem. Jeji fotografie £studo
para dois espagos (Studie pro dva prostory, 1977)
zobrazuji ruce seviené kolem kovovych mfizi

a bran, které pUsobi jako represivni bariéra. Dilo
vzbuzuje pocit uvéznéni mezi dvéma prostory
nebo dvéma riznymi skutec¢nostmi. Poukazuje tak
na situaci zeny vazané povinnostmi v domacnosti
a zaroven odkazuje na pocity umélecké izolace,
jimiz umélkyné trpéla béhem obdobi diktatury

v Portugalsku, kdy byla zemé kulturné i politicky
odfiznuta od zbytku svéta.

Helena Almeida experiments with her own image,
seeking different ways to explore the relationship
between the human body and the surrounding
space. Her photographs £studo para dois espagos
(Study for Two Spaces, 1977) show hands
clasped around metal grilles and gates, which
seem like oppressive barriers. This gives rise to

a feeling of imprisonment between two spaces
or realities. This work illustrates the situation of

a woman bound to domestic duties, and it is also
a response to Almeida’s own sense of artistic

isolation under Portugal’s dictatorship, which
cut off the country, both culturally and politically,
from the rest of the world.

Emma Amos
1958-1981, USA

Emma Amos vyrlstala v Americe v dobé hnuti

za obcCanska prava. Jako mlada ¢ernoska méla
pomérné radikalni cil, kdyz se chtéla stat umélkyni.
Zpocatku pracovala jako textilni ndvrharka, pozdéji
zaclenila textil i do své figurativni tvorby. Emma
Amos v Sedesatych letech byla jako jedina Zena
vyzvana, aby vstoupila do afroamerické umélecké
skupiny Spiral. Jiz v poloviné sedmdesatych

let zobrazovala afroamerické Zeny vylouc¢ené

v mnoha situacich z bézného Zivota: American Gir/
(Americka divka), Dream Gir/ (Divka snt) nebo
Poo/ Lady (Dadma u bazénu). Umélkyné vysvétluje:
wPokaZdé, kdyz premyslim o barveé, jde o politické
prohlaseni A dodava: ,,Bylo by to lurusni, byt bila

a nemuset o tom vibec premyslet.“ Na autoportrétu
z roku 1994 ukazuje, jaké to je, byt ¢erna. Pod jejim
tmavym plastém je vidét kostym Wonder Woman.

Emma Amos grew up at the time of the civil rights
movement in America. Her goal as a black young
woman to make a career as an artist, is considered
radical. She first worked as a textile designer, later
integrating fabrics into her figurative work. As the
only female artist, Emma Amos is invited in the
1960s to become part of the African-American
artist group Spiral. Already in the mid-1970s, she
shows African-American women who have been
separated in many places of everyday life: American
Girl, Dream Girl or Pool Ladly. The artist explains,



“Every time | think about color, it’s a political
statement.” And further: “It would be a luxury to
be white and never have to think about it.” In 1994
she showed what it feels like to be a black in a self
portrait. Under a dark cloak, a Wonder Woman
costume flashes out.

Sonia Andrade
1935, Brazilie Brazi/

Sonia Andrade je povaZovana za prukopnici
videoartu v Brazilii. Jako ¢lenka umélecké skupiny
v Rio de Janeiro dokazala vzdorovat nedlvére

vUci novému médiu, jimz video tehdy bylo.
Skupina méla jedinou kameru a musela si vystacit
s technickym vybavenim, které méla (napfriklad
rezignovat na striznu), ale i tak vytvarela poetické
a kritické filmy. Ve vSech videich, ktera Sonia
Andrade v sedmdesatych a osmdesatych letech
vytvorila, vystupuje sama pred kamerou a néjakym
zpUsobem se vystavuje nasili. Ve svém dile Bez
nazvu (1974-1977) si nejprve provléka nylonovou nit
skrz dirky v usnich laltécich. Nasledné si nit rychle
omota kolem obliceje, ¢imz si ho zdeformuije;
béhem okamziku je znetvorena, jeji smyslové
organy jiz nejsou rozpoznatelné. Oblicej razem
pfipomina kus masa ovazaného provazkem. Stejné
jako némecka umélkyné Annegret Soltau v dile
Selbst z roku 1975 i Andrade se na konci osvobodi
tak, ze nit prestrihne.

Sonia Andrade is considered a pioneer of video
art in Brazil. As a member of a group of artists

in Rio de Janeiro, she resisted the resentment
towards the emerging medium of video. The
group had only a single camera and had to

rely on technical equipment, such as abandon

a cutting room, but still produced poetic and
critical films. In all videos produced by Sonia
Andrade in the 1970s and 1980s, the artist plays
the role of a performer in front of the camera and
exposes herself to violence. In her work Untit/ed,
19741977, she threads a nylon thread through her
ear holes at the beginning. Quickly she winds the
thread across her face and deforms it, in no time
it is disfigured, her sense organs are no longer
recognizable as such. The face resembles a piece
of tied meat. Like the German artist Annegret
Soltau in her work Se/bst from 1975 Andrade
freed herself at the end of the film of the thread
through a cut.

Eleanor Antin
1935, USA

Eleanor Antin se zajima o otazky identity, jeji
fiktivnosti a smyslenosti, a v dusledku také

o prostor, ktery nabizi pro transformaci. Jeji
pruzkum konceptu osobni identity ji prived|

k alegorii vlastniho ja rozdéleného do tri

podob - baletka, kral a zdravotni sestra. V jejich
performancich, na fotografiich, ve filmech, videich,
instalacich, v kresbach i v textech nad ni maze
kterakoli z téchto tri osob do¢asné prevzit kontrolu.
Sama umélkyné k tomuto hrani roli uvedla: ,,Zajima
mé hledat limity sebe sama. Obvyklé prostredky
sebedefinice — pohlavi, vék, nadani, ¢as a prostor —
pokladam za tyranizujici omezeni mé svobodné
volby.“ Kral Solana Beach (1974-1975), jedind muzska
postava, kterou Antin pouZiva, nosi bilou kosili

s volany a plasténku, ale nijak nepopira jeji zenské
télo. Z&mérné se zfikd muzského vzezreni a nenosi
zadné symboly nadvlady, jako je napriklad kralovska
koruna, ¢imz zd(iraznuje patriarchalni autoritu.

Ve svém dile 7he People Were Enchanted (Lidé byl
okouzleni) umélkyné paroduje narcismus muzskych
vladcu, kdyz pochoduje skrze své kralovstvi, vita
své poddané a nechava je, aby se ji dvorili.

Eleanor Antin is interested in the question of
identity, its fictionality and contrivance and, by
implication, the scope it offers for transformation.
Antin’s exploration of the question of personal
identity leads her to an allegory of the self
divided into three—ballerina, king, and nurse.

In performances, photographs, films, videos,
installations, drawings, and text, these three
persona can each take control of the artist.

The artist commented on this act of roleplaying:
“l am interested in defining the limits of myself.

| consider the usual aids to self-definition—sex,
age, talent, time, and space—as tyrannical
limitations upon my freedom of choice.”

Antin’s only male persona, 7he King of Solana
Beach (1974-75), wears a white frill shirt and
cape, but in no way negates her feminine body. By
deliberately refraining from actually looking male
and using no symbols of domination like a crown,
she puts patriarchal authority in the foreground.
In her work 7he People Were Enchanted the artist
parodies the narcissism of the male rulers and
marches through her kingdom, welcomes her
subjects and let herself be courted.



Anneke Barger
1939, Nizozemsko The Netherland's

Ustiednim prvkem performativniho uméni Anneke
Barger je vyrazovy tanec. Casto vystupuje naha —
jeji nahota symbolizuje prirozenou situaci, ktera
umoziuje transformaci pocit(, pri¢emz pocity
jsou pro Barger energii vyjadrujici myslenky. Byt
naha neni provokaci, ale nutnym vyjadfovacim
prostifedkem. V performativnim uméni
sedmdesatych let pouzivaly feministické umélkyné
télesnou nahotu jako prostiedek spolec¢enské
kritiky. BEhem performance nets (sité, 1980) se
umélkyné pohybuje naha v labyrintu ze siti. Dotyka
se jich a zamotava se do nich. Postupné se do nich
zapléta ¢im dal vice a nasledné se mocnymi pohyby
pokousi opét vymanit. Performance you and me
(vy a ja) se konala v Kodani béhem druhé svétové
konference Dekady OSN pro Zeny. Barger je bosa,
Saty ji sahaji az ke kotnikiim a na hlavé ma satek;
drzi lano, jeden konec méa omotany kolem téla, na
druhém konci je privazana latkova panenka, kterou
Barger nosi a zaroven se ji snazi zbavit, coz se ji
nedari. Tato performance je reflexi jeji dvoji role —
matky a umélkyné.

Expressive dance is a key element of Anneke
Barger’s performance art. Barger often performs
naked—her nakedness symbolizing a primeval
situation that enables the transformation of feelings,
and for Barger feelings are energies that express
ideas. Being naked in this way is therefore not an
act of daring, but a necessity. In the performance
art of the 1970s, feminist artists used the naked
body as a form of social critique. In her performance
nets (1980), the artist moves without clothing

in a labyrinth made of nets. Barger touches the

nets and wraps herself in them. Little by little she
becomes entangled and then tries to free herself
from the tangle with powerful movements. The
performance you and me took place in Copenhagen,
during the second World Conference of the United

Nations Decade for Women. Barger is barefoot,
wearing an ankle-length dress and a headscarf; she
holds a rope, one end of which is wound around her
own body. The other end is tied around a cloth doll,
which Barger carries around and tries to get free of,
but without success. For Barger this performance

is also a reflection on her role as both mother

and artist.

Lynda Benglis

1941, USA

Série Lyndy Benglis Se/f (J4, 1970-1976) nabizi
pohled na jeji vlastni zkusenost a kriticky hodnoti
role, které ona sama i ostatni v uméleckém svété
hraji. Fotografie reaguji na vyuzivani genderovych
identit a Zenské sexuality jako vizuélnich
strategii v reklamé. Obrazy jasné ukazuiji, ze
nazev Se/f odkazuje spiSe na nejednoznacnou
pozici, podminénou spolecenskou kategorizaci
a vnimanim moci, nez na osobni narativ, biografii
¢i portrétovani.

Nejznaméjsi a nejkontroverznéjsi fotografie
Lyndy Benglis zobrazuje samotnou umélkyni,
ktera na sob& nema nic jiného nez slunecni bryle,
pokozku ma naolejovanou a vlasy hladce s¢esané
dozadu a pézuje s velkym dildem mezi nohama.
Kdyz byla v roce 1974 drasticky zredukovana
pfipravovana prezentace jeji prace v ¢asopise
Artforum, Benglis na vyraz protestu, provokace
a sebeprosazeni zaplatila umisténi této fotografie
do reklamniho prostoru v ¢asopise. Dilo ukazuje
sloZitost jeji zkusenosti coby Zeny, jez se snazi
prosadit v uméleckém svété sedmdesatych let.

Lynda Benglis’s series Se/f (1970-1976) looks at her
own experience and takes a critical view of the
roles that she and others play in the art world.
These photographs address the use of gender
identities and female sexuality as visual strategies
in advertising. The images make clear that the title
Self suggests an ambiguous position contingent
on social positioning and perceptions of power
rather than on personal narrative, biography or
portraiture.

Benglis’s best-known and most
controversial photograph shows the artist herself
wearing nothing but a pair of sunglasses, with oiled
skin and slicked-back hair, posing with a large dildo
between her legs. When a planned feature on her
work in Artforum 1974 was dramatically reduced,



Benglis paid for the image to run as an ad in the
magazine as a gesture of protest, provocation and
empowerment. The work shows the complexity
of her gendered experience as a woman trying

to make it in the art world of the 1970s.

Judith Bernstein

1942, USA

Judith Bernstein studovala na Yale University.
Jako jednu z mala Zen v kampusu ji zacaly
fascinovat obscénni texty, kresby a naskrabana
graffiti na muzskych zachodcich. Vizualni
obraznost graffiti, komiks a vulgarni jazyk se

v nasledujicich desetiletich staly vyznamnou
soucasti jejiho vlastniho uméleckého slovniku.
Jeji z&bavné a zaroven smrtelné vazné kresby
se zabyvaji tématy valky, sexudlni agrese

a genderové politiky. Podobné jako Renate
Bertlmann pouziva i Bernstein vyobrazeni penisu
jako prostredek kritiky patriarchatu a jeho
dvojakych moralnich standard i jako protest
proti diskriminaci Zzenské touhy.

Feministickd umélkyné Judith Bernstein
provokuje a popouzi divaky uz od poc¢atku
Sedesatych let. Poté, co byla cenzurovéana jeji
prace Horizontal (1973), vystavena ve Philadelphia
Civic Center Museum, upadla cela jeji tvorba
v nemilost a nasledujicich tficet let byla viceméné
prehlizena. Jeji uméni se jen obtizné prodavalo
a ona sama byla pokladana za ,,nespravny druh
feministky“, proto zlstala jeji umélecka tvorba
pomérné dlouho bez pov§imnuti.

Judith Bernstein studied at Yale University. One
of the few women on campus, she developed
a fascination with the obscene written, drawn,
and scratched graffiti in men’s restrooms. This
kind of visual imagery, used in graffiti, comics,
and vulgar language, became highly influential
on her own artistic vocabulary over the following
decades. Her drawings are both funny and deadly
serious, addressing subjects such as warfare,
sexual aggression, and gender politics. Similar to
Renate Bertlmann, Bernstein uses representations
of the penis to critique the patriarchy with its
moral double standards, and to protest against
the discrimination of female desire.

Feminist artist Judith Bernstein has been
provoking and enraging audiences since the early
1960s. Following the censorship of her artwork

Horizontal (1973), presented at the Philadelphia
Civic Center Museum, Bernstein’s work fell out
of favor and was largely overlooked for thirty
years. The fact that her art was hardly saleable
and the idea that she was not “the right kind of
feminist” ensured that her artistic work went
relatively unnoticed for a long time.

Renate Bertimann
1943, Rakousko Austria

Renate Bertimann v sedmdesatych letech
dvacéatého stoleti rozvinula svUj vlastni vtipny

a ironicky styl, jehoz pomoci zkoumala rtzné
identity a spolecenské aspekty sexuality a vztahu
mezi pohlavimi. Jeji trilogie nazvana AMO

ERGO SUM sestéva z casti, které se jmenu;ji
»~PORNOGRAFIE®, ,IRONIE* a ,,UTOPIE*.

V sérii René ou Renée vystupuje jako
bytost oscilujici mezi maskulinnim a femininnim
prevtélenim, aniz by se s jednim &i druhym
ztotoznila.

Nejde zde jen o reverzibilitu, androgynii
¢i bisexualitu, ale také o schopnost mutace
a neurcitelnost. ,,René” v muzském rodé a ,,Renée’
v zenském vlastné tedy predstavuji nejasné znaky,
¢i spiSe hru s posunem vyznamd.

Ustiednim tématem tvorby Renate
Bertimann je kize. Obklopuje nase télo, chrani je
a vymezuje nas vuci okolnimu prostredi. Umélkyné
se ve svych performancich a inscenovanych
fotografiich zaméruje na dotykani, vnimani
a prociténi mékkych tvard, jako napfiklad na
fotografiich Ausstiijpungen (Vyénélky) nebo
Zartlicher Tanz (Nézny tanec).

Propastnost vztahu matka—dité zkouma
Renate Bertlmann ve své kresbé Rosemarie’s Baby
(Rosemary ma détatko). Kocarek je zaroven
koleckovym kreslem, které tvori metaforu
pomijivosti, kiehkosti, bezmoci, zranitelnosti
a omezenosti ¢lovéka.

3

In the 1970s, Renate Bertimann developed her own
humorous and ironic style with which she explored
different identities and social aspects of sexuality
and the relations between the sexes. Her work
is a trilogy entitled AMO ERGO SUM, with the
parts named “PORNOGRAPHIE,” “IRONIE,”
and “UTOPIE.”

The René/Renée series oscillates between
masculine and feminine incarnations that hover



between, but do not “resolve” themselves

as one or another. It is not simply reversibility

or androgyny or bisexuality that is figured, but
mutability and undecidability. Consequently,
“René” and “Renée” are uncertain signs or rather,
they play with scrambled ones.

The skin is a central theme in Renate
Bertimann‘s work. The skin envelops us, protects
us and sets us apart from the environment. In
the performances and staged photographs, the
artist concentrates on touching, grasping and
feeling soft forms, such as in her photographs
Ausstiijpungen (Protrusions) or Zértlicher Tanz
(Tender Dance).

In her drawing Rosemarie’s Baby Bertlimann
is dedicated to the abyss of a mother—child
relationship. The stroller is at the same time
a wheelchair, which stands as a metaphor for
transience, fragility and helplessness as well
as vulnerability and the limitation of man.

Dara Birnbaum
1946, USA

Dara Birnbaum se kriticky zabyva televizi jako
masmédiem uz od konce sedmdesatych let,
pricemz zpochybnuje vSechna kli§é pri reprezentaci
zen v tomto médiu. Nejzndméjsim prikladem je
jeji video Technology | Transformation: Wonder
Woman (Technologie / Transformace: Wonder
Woman, 1978-1979). Pouziva material z televizniho
seridlu Wonder Woman ze sedmdesatych let.
Prostrednictvim opakovani, otravné disko hudby

a opakujicich se explozi poukazuje na proménu
hlavni Zenské hrdinky Diany Prince z usedlé
sekretarky v silnou superhrdinku. Na rozdil

od serialu, ktery akcentuje sexudlni vzhled

zeny, Birnbaum ve svém videu zdlraznuje spiSe
superschopnosti této superzeny, diky nimz dokaze
zachranit i muze. Umélkyné drzi dodnes prst

na tepu doby a kriticky se vénuje sou¢asnému
masmédiu — internetu a jeho neutuchajici zaplavé
obrazu, kterym jsme neustale a s nebyvalou
intenzitou vystavovani.

Since the end of the 1970s, Dara Birnbaum
has been dealing critically with the mass
medium of television. She questions the
clichéd representation of women in this
medium. The best known example of this is
her video 7echnology | Transformation: Wonder

Woman 1978-1979). She uses material from

the 1970s TV series Wonder Woman. Through
repetition, intoxicating discosoundtrack

and a recurring explosion, she emphasizes

the transformation of the female lead role

Diana Prince, a staid secretary into a strong
superheroine. In contrast to the series, in which
the heavily sexualized appearance of the woman
is in the foreground, Birnbaum emphasizes in
her video the superhuman powers of the super
heroine with whom she saves a man. To this day,
the artist is working on the pulse of the times
and dedicates herself in her work critically to
the current mass medium of the Internet and the
constant flood of images we are permanently
exposed to in an unprecedented intensity.

Teresa Burga
1935, Peru

Prace Teresy Burgy kombinuji prvky pop-artu,
vizudlni poezie i konceptualniho a informacéniho
umeéni a zabyvaji se otdzkami souvisejicimi
se zobrazovanim Zzen v masmédiich. Burga
zpochybnuje konstrukci Zenské identity a vénuje
se také mechanizaci a byrokratizaci prace
a volného ¢asu v kazdodennim Zivoté.

Jeji soubor drobnych barevnych
perokreseb ze sedmdesatych let evokuje
motivy z reklamy. Prostfednictvim svych kreseb
zpochybnuje koncept dokonalé krasy pomoci
vlastniho méritelného a ovéritelného procesu.
Odhaluje tak vykonstruovanou podstatu idealu
zenské krasy propagovaného v reklamé. Burga na
svych kresbach ¢asto uvadi, kolik presné ¢asu na
nich pracovala. Zaznamenava datum a ¢as, kdy
zacala a kdy praci dokoncila, a zapisuje si také
vSechna preruseni a prestavky. Kazdé dilo je tak
zdznamem o Case svého stvoreni. Néco takového
je v kontextu uméni nezvyklé a poukazuje to na
skutecnost, ze umélkyné ke své tvorbé pristupuje
jako k placené praci. Jeji kresby tak stiraji hranici
mezi uméleckou tvorbou a ndmezdni praci.

Teresa Burga’s works combine elements of pop
art, visual poetry, and conceptual and information
art, revolving around issues related to the
representation of women in the mass media. Burga
challenges constructions of female identity and
explores the mechanization and bureaucratization
of work and leisure in everyday life.



Burga’s series of small colored pen-and-ink
drawings done in the 1970s refers to motifs from
advertising. In many drawings, she questions
concepts of immaculate beauty by means of
her own measurable and testable process, thus
revealing the constructed nature of an ideal of
female beauty that is propagated in advertising.
On many of her drawings, Burga notes the exact
amount of time she spent working. She records
the date and the times at which she began and
completed the work as well as any interruptions
and breaks. This makes each work a record of the
time of its own creation. Such accurate record-
keeping is unusual in the art context and reflects
the artist’s view of her work as a paid labor. These
drawings blur the line between artistic work and
wage labor.

Marcella Campagnano
1941, Italie /taly

Marcella Campagnano se za¢atkem sedmdeséatych
let pripojila k milanské feministické skupiné Via
Cherubini. Skupina pracovala na projektu tykajicim
se tradi¢nich koncepci zenské identity. Ironické
~Z8Zitkové divadlo“, jak ho Campagnano nazyvala,
dokumentovaly prostrednictvim fotografii. V roce
1974 se jeji vlastni maly byt stal provizornim
fotografickym ateliérem, v némz sama sehrala

role rdznych Zen a s vyuzitim vlastniho Satniku

a make-upu se postupné proménovala v manzelku,
mladou ddmu, pracuijici Zenu, matku, studentku,
zamilovanou Zzenu, ddmu v letech, téhotnou Zenu,
prostitutku, nevéstu a milenku. Vysledna série
fotografii nese nazev L’Invenzione del Femminile:
RUOL/ (Vynélez Zenstvi: ROLE, 1974) a nebyla
zamyslena cCisté jako umélecké dilo. Campagnano
jim chtéla také vzbudit politickou debatu a upozornit
na to, Ze role, které na sebe Zeny berou, jsou
konstrukty vnucované jim patriarchalni spolec¢nosti.
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Marcella Campagnano joined Milan’s Via Cherubini
feminist group in the early 1970s. The group
developed a project on traditional concepts of
female identity. This ironic “theater of experience,”
as Campagnano called it, was documented in
photographs. In 1974 her own small apartment
became a makeshift photo studio, where she
herself enacted various women’s roles using

the contents of her own wardrobe and make-up
to show women as wife, young lady, working
woman, mother, student, woman in love, mature
lady, pregnant woman, prostitute, bride, and

lover. This series of photos, entitled L/nvenzione
del Femminile: RUOL/ (The Invention of Femininity:
ROLES, 1974), was not intended purely as a work
of art. Campagnano also hoped it would ignite
political discourse. She wanted to highlight how
the roles women play are constructions imposed
by patriarchal society.

Judy Chicago

1939, USA

Judy Chicago stéla v roce 1970 spolu se svou
kolegyni, umélkyni Miriam Schapiro, u spusténi
prvniho programu feministického uméni na
California State University ve Fresno (CalArts).
Cilem studia uméni a feminismu bylo zvysit
povédomi o téchto otadzkach a bojovat proti
diskriminaci a tehdy bé&znym praktikdm vylouceni.
V roce 1979 publikovala Chicago v uméleckém
Casopise Artforum svoji reklamu Boxing ring ad,
Vv niz presvédcené tvrdila, Ze Zeny si dokazi svoji
cestu vybojovat.

V roce 1971 si Chicago a Schapiro
pronajaly opustény dim v rezidenéni Ctvrti
v Hollywoodu a preménily jej na Womanhouse
(Zensky dam), centrum pro feministické akce,
diskuse a vystavy. Chicago v té dobé vytvorila
fotografiku Red Flag (Ruda vlajka, 1971), ktera
se vénuje tabuizovanému tématu menstruace.
Néazev dila pritom nese zfejmé politické konotace.
V roce 1973 zacala pracovat na rozsahlé
instalaci 7he Dinner Party (Vecirek), ktera
vstoupila do dé&jin feministického uméni jako
jedno z nejvlivnéjsich a nejvice kontroverznich
dél. Na trech stolech umisténych do tvaru
trojahelniku jsou prostreny talife zdobené motivy
vulvy a vaginy pro tficet devét hostl; kazdé
misto je ur¢eno pro jednu vyznamnou Zenskou
osobnost zapadni civilizace.



In 1970, Chicago and fellow artist Miriam Schapiro
launched the first Feminist Art Program at the
California State University in Fresno (CalArts).
This class in art and feminism was aimed to
raise awareness and to stop discrimination and
widespread processes of exclusion.

In 1971, Chicago and Schapiro rented an
abandoned home in a residential neighborhood
in Hollywood, transforming it into Womanhouse,
a center for feminist actions, discussions, and
exhibitions. During this time, Chicago produced
the photolithograph Red Flag (1971). Here she
addressed the taboo topic of menstruation, with
clear political connotations in the work’s title.
In 1973 Chicago began to work on the expansive
installation 7he Dinner Party, which entered the
annals of feminist art as one of the most influential
and controversial works. Thirty-nine place settings
are arranged on three tables set in a triangle; each
of the ensemble, with vulva-and vagina-like shapes
painted on the dinner plates, is dedicated to an
important female figure in Western civilization.

Linda Christanell

1939, Rakousko Austria

Linda Christanell se prosadila zejména jako
avantgardni filmarka. Odmitla klasickou malbu
a béhem studii se zac¢ala vénovat kresbé, kterou
brzy rozsifila o mnohovrstevnou grafiku; pozdéji
pracovala s plexisklem. Christanell sva dila
fotografovala a tyto fotografické série ji privedly
k filmové tvorbé. Umistovala objekty na vlastni télo
a to ji privedlo k uméni performance. V roce 1975
zacala natacet na filmy Super 8 a Super 16, pricemz
vlastni zabéry kombinovala s nalezenym materidlem.
Ve své performanci, fotoalbu a filmu
Fingerficher (Prstovy Vvéjit, 1977) pouziva Christanell
rafinovanou rec téla, na které pripevnuje véjire
z raznych materiald jako umélé koncetiny. Nékteré
shimky zobrazuji umélkyni v kombinaci s obrazy
jeji matky. Predstaveni predvedla poprvé v Bologné
s pouzitim zrcadel, vé&jiti a prenosného drevéného
pddia. To nesla na téle jako ,modelové divadélko®
zdGraziuijici jeji bile nali¢enou tvar. Cerné prstové
véjife se pohybovaly v rytmu dechu umélkyné,
rozeviraly se a odhalovaly jemné symboly
ambivalentnich sil Eréta.

Linda Christanell is best known as an avant-garde
filmmaker. She rejected classical painting and turned

"

during her studies to drawing, soon expanding

this genre with layered graphic works and then
working on Plexiglas. Christanell photographed her
works, and then these photo series led her to the
filmmaking, while placing the objects onto her body
led her to performance art. She started shooting
on Super 8 and Super 16 film in 1975, combining her
own footage with found material.

For her performance, photo album, and
film Fingerfacher (Finger Fan, 1977), Christanell
developed subtle body language, mounting fans
made of various materials onto her body like
artificial limbs. Some shots showed photos of
the artist combined with images of her mother.
This show was first performed in Bologna, using
mirrors, fans, and a portable wooden stage. The
latter was worn on the body like a “model theater,’
accentuating the made-up white face of the artist.
The black finger fans moved to the rhythm of the
performer’s breath and unfolded to reveal subtle
symbols of the ambivalent forces of Eros.

y

Lili Dujourie
1941, Belgie Belgium

Umeélecka kariéra Lili Dujourie zacala v jeji rodné
Belgii v jisté izolaci od evropskych a americkych
zenskych hnuti. Klicovym tématem jejich
fotografii a videi ze sedmdesétych let je vztah
mezi umélkyni a jejim modelem. Prevraci naruby
tradi¢ni predpoklad, Ze naha Zena byva objektem
zajmu muze-umeélce. V dile Zonder Tite/ (Bez
nazvu, 1977) vidime nahé télo na drevéné podlaze
bytu v rlznych pozicich, které jasné odkazuji na
akty typické pro zapadni malirstvi a socharstvi.
Umélkyné nechava divaka na pochybach, zda
se diva na muze nebo na Zenu.

Ve skute¢nosti jde o muze s dlouhymi
vlasy. Dujourie vypravéla, Ze jeji model byl pfi
pohledu na fotografie v rozpacich. Umélkyné



chce svymi expresivnimi fotografiemi poukazat
na néznou a zenskou stranku muzi; modelim
v$ak pohled na snimky zachycujici jejich vlastni
zranitelnost ¢asto nebyl prijemny.

Lili Dujourie began her artistic career in her native
Belgium and somewhat isolated from the European
and American women’s movements. A key theme
in her photographic and video work of the 1970s

is the relationship between the artist and her
model. She inverts the traditional constellation
whereby a female nude is the object of a male
artist’s gaze. In Zonder Tite/ (Untitled, 1977), we see
a nude body on the wooden floor of an apartment,
in various poses that clearly allude to the nudes

of Western painting and sculpture. The artist has
made it unclear whether we are looking at a man
or a woman.

In fact this is a man with long hair. Dujourie
recounted that her model was very confused when
he saw the photographs. In her expressive photos,
the artist wishes to show the tenderness and the
feminine side of men, while her models often felt
uncomfortable when they saw pictures exposing
their own vulnerability.

Mary Beth Edelson

1933, USA

Mary Beth Edelson se aktivné vénuje boji za

lidska prava a emancipa¢nimu hnuti. V roce 1972
usporadala prvni konferenci pro Zzeny ve vytvarném
uméni ve Washingtonu. Ve své kolazi Some Living
American Women Artists | Last Supper (NEkteré
Zijici americké umélkyné / Posledni vecere),
inspirované obrazem Leonarda da Vinciho, pouzila
portréty umélkyn, jako jsou napriklad Georgia
O’Keeffe, Helen Frankenthaler, Lee Krasner i
Louise Bourgeois, které jsou v rdmci historie
uméni prehlizeny.

V dilech 7rickster Body: Stoic Royalty (Télo
podvodnik: Stoicky majestat) a Nobody Messes With
Her: Red Blood (Nikdo s ni nechce nic mit: Ruda
krev) pracuje se stejnym motivem: naha Zzena, sama
umeélkyné, v prirodnim prostredi, s roztazenyma
nohama a zvednutyma rukama. Edelson tyto
portréty premalovala abstraktnimi vyobrazenimi
starovékych bohyn jako Baubé nebo Sheela Na
Gig, které Gdajné odhanély zlo tim, Ze odhalovaly
své pohlavi. O své umélecké préaci s vlastnim télem
Edelson rika: ,,Pouzivém své télo jako ,objet trouvé’

a snazim se proménit Zensky subjekt na ,sujet trouve*.

Mary Beth Edelson is active in the civil rights and
women’s movements. In 1972 she organized the first
conference for women in fine art in Washington.
In her collage Some Living American Women Artists /
Last Supper, based on a painting by Leonardo da
Vinci, she arranges portraits of numerous women
artists, for example Georgia O’Keeffe, Helen
Frankenthaler, Lee Krasner, and Louise Bourgeois
who have been neglected by art history.

Trickster Body: Stoic Royalty and Nobody
Messes With Her: Red Blood use the same motif:
a naked woman, the artist herself, in natural
surroundings, her legs spread and her arms raised.
Edelson overpainted these portraits with abstract
depictions of ancient goddesses, like Baubo or
Sheela Na Gig, who were alleged to ward off evil
by showing their genitals. On the use of her body
in her art, Edelson said: “l use my body as an ‘objet
trouvé, aiming to transform the female subject into
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a ‘sujet trouvé’.

Renate Eisenegger
1949, Némecko Germany

Série osmi fotografii /so/amento (Odlouceni,

1972) Renate Eisenegger zobrazuje umélkyni, jak
si ucpava Usta, nos, usi a oci vatou a prelepuje
paskou, az si nakonec paskou ovaze i hlavu a ruce.
Zneklidnujici ztvarnéni prekazek v komunikaci
neodrazi jen vlastni zkusenosti umélkyné, ale
odkazuje také na kolektivni zkusenost Zen, proti
niz zenské hnuti tehdy protestovalo.

Na otazku, zda byla po Ctyfriceti letech
nadéje feminismu naplnéna, Eisenegger odpovida:
»Jesté jsme neskoncily.“

Performance Budova [C. 7]) se konala bez
obecenstva v roce 1974 ve vyskovém bytovém
domé v Hamburku. Eisenegger lezla po zemi



dlouhou chodbou a pritom Zehlila hladké linoleum
na podlaze. Dilo reflektuje fadni podstatu
zenskych domacich praci a zaroven nedostatek
predstavivosti a stresujici Zivotni podminky

v typickych anonymnich vyskovych budovach
Sedesatych let.

The eight-part photo sequence /so/amento
(Isolation, 1972) by Renate Eisenegger shows

the artist sticking cotton wool and tape over her
mouth, nose, ears, and eyes, and then finally
binding up her head and hands too. This disturbing
enactment of obstructions to communication is not
just a reflection of the artist’s own experience, but
also addresses a collective experience of women
that the women’s movement was protesting
against at the time.

Asked today whether the hopes of
feminism had been fulfilled after forty years,
Eisenegger said: “We haven’t finished yet.”

Hochhaus (Nr. 7) (High-Rise Building [No.1])
was performed in 1974 without an audience in
a Hamburg high-rise apartment block. Crawling
along the ground, Eisenegger moved along a long
corridor ironing the smooth linoleum flooring.

This performance addressed the drab nature
of women’s domestic work, and also the lack
of imagination and distressing living conditions
in typically anonymous high-rise architecture
of the 1960s.

VALIE EXPORT

1940, Rakousko Austria

VALIE EXPORT je povaZovana za prukopnici
konceptuélniho, akéniho, medialniho a filmového
umeéni v Rakousku a za jednu z prvnich umélkyn,
které vyuzivaly techniku tzv. expanded cinema.
Jednou z jejich nejvyznamnéjsich performanci
v této oblasti je dilo 7app und Tastkino (Dotykové
kino, 1968). V ramci performance umélkyné
vyzyvala kolemjdouci muze, aby vsunuli ruce do
krabice, kterou méla pripevnénou kolem svych
nahych prsou; neméli jinou moznost, nez se ji pfitom
divat do o¢i. Umelkyné na né sebevédome hledéla.
Performance Aktionshose: Genitalpanik
(Akéni kalhoty: Genitalni panika, 1969) pracuje
s podobnym pristupem. Odehréala se uvnitr
pornografického kina a také se zamérila na
kritiku objektivizace Zenského téla v komerénim
filmovém primyslu a norem muzského pohledu.
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EXPORT se pred zraky muzskych navstévnikua kina
prochazela po sale v dZzinach s otvorem v rozkroku.
Stejné obleceni na sob& ma i na fotografii, ktera
byla pofizena pozdéji a na niz navic drzi kulomet.

VALIE EXPORT is regarded as a pioneer of
conceptual, action, media, and film art in Austria,
and as an early practitioner of expanded cinema.
One of her most important performances in this
context is the work 7app und Tastkino (Tap and
Touch Cinema, 1968). It involved inviting male
passers-by to put their hands inside a box she was
wearing over her naked breasts, whereby they had
little choice but to look her in the eye. The artist
stared at them confidently.

Her performance Aktionshose: Genitalpanik
(Action Pants: Genital Panic, 1969) took a similar
approach. It was enacted inside a porn cinema,
and also aimed to critique the objectification of the
female body in the commercial film industry and
the norms of a male gaze. Wearing a pair of jeans
with a hole cut out in the crotch, EXPORT walked
around the auditorium of the cinema before a male
audience. She is wearing the same clothes on
a photograph that was taken later, where she is also
holding a machine gun.

Gerda Fassel
1941, Rakousko Austria

V dobé, kdy je realistické uméni pokladano

za zastaralé, se Gerda Fassel pustila do
»vycerpavajictho hledani formy* a nasla ji v Zenské
postavé. Jeji Zenské postavy si svoji fyzickou
pritomnosti narokuji okolni prostor. Plastikami

jako Gwen (Queren Kong) (1978), Titti de La Mancha
(1979) Ci Katharina of Austria (Katharina Rakouska,
1980) nabizi Fassel alternativu k prevladajicimu
obrazu Zen ve spole¢nosti. Umélkyné se ke svym
socham dostava prostrednictvim kreseb; i na nich



jeji Zenské postavy vystupuji z forméatu vykresu.
V roce 1998 se Gerda Fassel jako prvni Zena
stala profesorkou socharstvi na Vysoké skole
uméleckoprimyslové ve Vidni. Je zakladajici
¢lenkou videnského sdruzeni Kunstvereins Figur,
zalozeného v roce 1991.

At a time when realistic art is considered
outdated, Gerda Fassel embarks on an
»~exhausting quest for form“ and finds it in

the female figure. Her female figures claim space
through their physical presence. With Gwen
(Queren Kong) (1978), Titt/ de La Mancha (1979),
Katharina of Austria (1980) Fassel creates an
alternative to the existing image of women in
society. The artist finds access to her sculptures
through her drawings, in which the female
figure goes beyond the boundaries of the
drawing sheet. In 1998, Gerda Fassel was the
first woman to become a professor of sculpture
at the University of Applied Arts Vienna. She is

a founding member of the Viennese Kunstvereins
Figur, founded in 1991.

Esther Ferrer
1937, Spanélsko Spain

Prace Esther Ferrer predstavuji vzdy spise
pomijivou uméleckou akci nez trvanlivé umélecké
dilo. Vyrustala ve Spanélsku v obdobi Francovy
diktatury (1939-1975) a uméni se pro ni stalo
prostredkem boje za svobodu projevu, nastrojem
aktivismu a feminismu. Formulovala pfistup
k uméni, ktery odmital vSechny podoby moci
a ideologie.

Performance 7rois jours de /a folie (Tti dny

vov

Silenstvi) se konala v pafrizské Galerii A v roce 1975.

Umélkyné zpocatku sedéla na Zidli a postupné
rozsirovala radius pohybu svého téla expresivnim
tancem. Performance nesledovala Zadnou déjovou
linii a Ferrer uvedla jen, ze jde o ,Zenu v aker*.
Rekla k tomu: ,Performance se skldda ze vseho,

co se béhem ni odehraje. V tomto smyslu mize byt
performanci cokoli. Nékady je ponékud vagni, takZe ji
kaZdy divék muze pochopit jinak.”

Esther Ferrer’s works are always ephemeral
artistic actions rather than works of art that
remain. She grew up in Spain during the Franco
dictatorship (1939-1975) and discovered art
as her own way of campaigning for freedom
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of expression, activism, and feminism. She
formulated an approach to art that rejected
all forms of power and ideology.

The performance 7ro/s jours de /a folie
(Three Days of Madness) took place in 1975 in the
Paris Galerie A. The artist began by sitting on a chair
and then expanded the radius of movement of her
own body with expressive dance. The performance
followed no story, and Ferrer just said it was
a “woman in action.” She said: “A performance
consists of everything that happens during the
performance. In this sense a performance can be
anything. Sometimes it is rather vague, so that
everyone who sees it can understand it differently.”

Margaret Harrison
1949, USA

Margaret Harrison je ¢elni predstavitelkou
britského feministického a aktivistického uméni.
V roce 1970 zalozila v Londyné uméleckou skupinu
Women’s Liberation Art Group. Jeji samostatna
vystava, kde vystavila mimo jiné i kresby a akvarely
zobrazujici Zeny jako néapln v hamburgerech
a Kapitana Ameriku s faleSnymi prsy a na vysokych
podpatcich, byla v roce 1971 uzavrena policii.
Ve svém dile dokumentuje tiZivou situaci $patné
placenych hospodyn, obéti znasilnéni, délnic
v tovarnach a dalsich. Dilo Rape (Znasilnéni, 1978)
bylo vystaveno na kontroverzni vystavé Arts
Council v roce 1979.

Casto prevraci naruby slavny vyrok Johna
Bergera: ,Muz se divaji na Zeny. Zeny se samy
na sebe divaji jako na nékoho, kdo je pozorovan.“

Série Good Enough to Eat (K sezrani)
z roku 1971 zobrazuje Zzeny ve spodnim pradle
a s vysokymi podpatky, které se v pin-up pézach
povaluji v hamburgerech a sendvicich. Na prvni
pohled se zda, jako by jen napliovaly muzské
tuzby. Harrisson ,,nahradila“ platek masa zenou,



¢imz ironicky a prehnané zveli¢uje predpokladanou
Glohu Zen jako objektd muzskych sn(, které se
staly skute¢nosti a mohou byt zkonzumovany.
»,Obrazky byly interpretovany tak, jako
by je vytvorili muzi. V radiu tehdy vysilali porad
Jimmyho Younga. Young kazdé rano predstavil
jeden recept a diskuse kolem toho prirovnavala
zeny ke stavnatym, jedlym vécem. Pravé proto
jsem je umistila do hamburgerut a sendvicu,”
dodéava autorka.

Margaret Harrison has been at the forefront

of British feminist and activist art. In 1970 she
founded the London Women’s Liberation Art
Group. In 1971 her solo show including drawings
and watercolours — showing images of women
as hamburger fillings and Captain America with
fake breasts and high heels — was closed down by
the police. She produced work documenting the
plight of underpaid homeworkers, rape victims,
factory workers and more. Her work Rape (1978)
was included in the controversial 1979 Arts
Council show.

Harrison’s intention has frequently been
to scramble the terms of John Berger’s famous
formulation, “Men look at women. Women watch
themselves being looked at.”

The series Good Enough to Eat from 1971 shows
women in lingerie and high heels, who loll in pin-up
poses in hamburgers and sandwiches. At first
glance, it seems as if they only correspond to male
desire. With ,replacing® the meat loaf by a woman,
Harrisson ironically over-subscribes the supposed
role of women as a male desired dream that has
become true and can easily be consumed.

The artist explains: “Images were
interpreted as if they had been made by men.
There was a show on the radio at the time
called the Jimmy Young programme, and Young
had a recipe every morning and the discussion
paralleled women to juicy, edible things.

That’s why | put the women in the hamburgers
and sandwiches.”

Lynn Hershman Leeson
1941, USA

Umélkyné a filmarka Lynn Hershman Leeson se
vénuje aktudlnim spole¢enskym otazkam: vztahu
mezi lidmi a stroji, konstrukci identity, soukromi
v dobé neustéalého dohledu, splyvani redlného
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a virtudiniho a vyuzivani médii jako nastroje proti
cenzure a politickému dtlaku.

Ve svém nejznaméjsim dile Roberta
Breitmore (1974-1978) prevzala Hershman
Leeson roli fiktivni osoby. Jeji vykonstruovana
identita jménem Roberta Breitmore méla vlastni
ridi¢sky prukaz, bankovni Ucet a kreditni kartu
a navstévovala vernisaze vystav. Podala si
inzerat a chtéla se setkat s muzi v parku Union
Square v San Francisku. Jindy usporadala soutéz
o Robertinu dvojnici. Dilo Roberta Construction
Chart #1 (Konstrukéni schéma Roberty ¢. 1, 1975)
je mapa jeji vlastni tvare s presnymi pokyny
ohledné barev a make-upu pro vytvoreni kopie této
osoby a identity.

V roce 1978 nechala Hershman Leeson
svou postavu zemfrit a proménila Robertu na
CybeRobertu (1995-2000), interaktivni umélou
inteligenci ve formé Zenské webové plastiky.

The artist and film-maker Lynn Hershman Leeson
addresses current social issues: the relationship
between people and machines, the construction
of identity, privacy in an era of mass surveillance,
the merging of the real and the virtual, and the
use of the media as a tool against censorship
and political repression.

For her well-known work Roberta
Breitmore (1974-1978) Hershman Leeson
assumed the persona of a fictional character. Her
constructed identity named Roberta Breitmore had
her own driver’s license, bank account, and credit
card, and visited exhibition openings. She placed
advertisements to meet men at Union Square
Park in San Francisco. Another time she organized
a Roberta lookalike contest. The work Roberta
Construction Chart #1 (1975) is a map of her own
face with precise color and make-up instructions
for creating a copy of this person and identity.

In 1978 Hershman Leeson allowed her
character to die, and transformed Roberta into
CybeRoberta (1995-2000), an interactive artificial
intelligence that takes the form of a female web-
based sculpture.

Alexis Hunter
1948-2014, Novy Zéland New Zealand

Alexis Hunter zaujala radikalni postoj vuci
spole¢enskym normam sexualizace, objektivizace
a svadéni. V dile Approach to Fear: Voyeurism



(Postoj ke strachu: Voyeurismus, 1973) nejprve
naznacuje, jako by chtéla predvadét striptyz.
Ocekavani (muzského) voyeura nasledné zklame,
protoze si zvedne dlouhou sukni pres hlavu. Na
konci performance jsou vidét jen jeji nohy jako
fragment téla, jehoz horni polovina je skryta
pod sukni.

Pro svou sérii /dentity Crisis (Krize identity,
1974) pozadala Hunter nékolik kamaradu, aby ji
vyfotili. Nékteré portréty vypadaji jako z reklamy.
Druhou fotografii zleva fotila sama umélkyné v dobg,
kdy prochéazela depresivni fazi. Série tak ukazuje
rozdil mezi vnimanim sama sebe a tim, jak nas
vnimaji ostatni.

Alexis Hunter took a radical approach to the

social norms of sexualization, objectification,

and seduction. In Approach to Fear: Voyeurism

(1973) Hunter first indicates that she will perform

a striptease. She then disappoints the expectations
of the (male) voyeur by lifting her long skirt over her
head. The performance finishes with just her legs
visible, like a fragment of a body, while her torso is
under her skirt.

For her series /dentity Crisis (1974), Hunter
asked several friends to take her photograph. Some
of these portraits look like advertising photos. The
second from left was taken by the artist herself at
a time when she was going through a depressive
phase. The series as a whole thus shows the gaps
between self-perception and perception by others.

Mako Idemitsu
1940, Japonsko Japan

Filmarka a videoumeélkyné Mako Idemitsu se ve
svém dile zabyva muzskym Sovinismem, jak jej
zaziva v Japonsku a Kalifornii, a také raznymi
Zenskymi rolemi a obrazy zeny. Svoji prvni
videokameru Super 8 si koupila spontanné,

kdyz se rozhodla nebyt jen manZelkou a matkou.
Pomoci kamery v$ak zachytila pravé takovy Zivot,
Zivot manzelky a matky, v souladu s tehdejsi tezi:
~Soukromé je politické.” Video Another Day of

a Housewife (Dalsi den Zeny v doméacnosti) z roku
1977 ukazuje kazdodenni rutinu Zeny v domacnosti
po dobu 9 minut a 50 sekund. Protagonistka je,
stejné jako my jakozto divaci, pod neustalym
dohledem motivu, ktery se ve filmech Mako
Idemitsu ¢asto opakuje: televize vysilajici

staticky obraz oka.

In her work, film and video artist Mako Idemitsu deals
with the male chauvinism she experiences in Japan
and California as well as with the different female
roles and images. She spontaneously bought her

first Super 8 film camera because she had a desire
not to be just a wife and a mother. With the help of
the camera, however, she treated precisely that life,
namely a wife and mother, in line with the statement
of these days: ,,The private is political.” The video
Another Day of a Housewife from 1977 shows the daily
routine of a housewife for 9 minutes and 50 seconds.
The actor, but also we as viewers, are under constant
observation of a recurring theme in the films of Mako
Idemitsu: a TV showing a still image of an eye.

Sanja lvekovi¢
1949, Madarsko Hungary

Béhem studentskych nepokojl v byvalé Jugoslavii
v roce 1968 a v letech nasledujicich byl zalozen
spolek Nova umijetnicka praksa (Nova umélecka
praxe). Sanja lvekovic se ve svych dilech ¢asto
vénuje prevladajicim mocenskym strukturam

i rozporum a restrikcim, které jsou nedilnou
soucasti reZzimu. Pracuje technikou fotomontéaze,
kolaze, videa, instalace, kresby a performance.

V osmdesatych letech zalozila v Chorvatsku nékolik
zenskych nestatnich organizaci.

Fotografie /naugurazzione alla Tommaseo
(Zahajeni v galerii Tommaseo, 1977/2012) byly
porizeny v roce 1977 béhem performance v galerii
Tommaseo v Terstu. Ivekovi¢ své dilo popsala:
»Stojim v malém kancelarském prostoru galerie
a Gsta mam prelepena lepici paskou. Seznamuiji
se s jednotlivymi navstévniky a zesilova¢ mezitim
vysild muj srdecni rytmus do prostoru galerie. Kazdé
jednotlivé setkani je vyfotografovano a vzdy na
jeho zacatku zazni specificky zvuk. Nasledujici den
jsou fotografie vystaveny na stény galerie, kazdou



z nich doprovézi prislusna audionahravka, kterou
si ndvstévnici vystavy mohou poslechnout.”

In the course of student unrest in the former
Yugoslavia in and after 1968, Nova Umjetnicka
Praksa (New Art Practice) was founded. Many of
Sanja lvekovi¢’s works address prevailing power
structures, and the contradictions and restrictions
inherent to the regime. Her work includes photo-
montages, collages, videos, installations, drawings,
and performances. In the 1980s she founded various
non-state women’s organizations in Croatia.

The photographs /naugurazzione alla
Tommaseo (Opening at Tommaseo, 1977/2012) were
taken in 1977 during Ivekovi¢’s performance at the
Tommaseo Gallery in Trieste. Ivekovi¢ wrote about
this work: “l am standing in the gallery’s small office
space with my mouth sealed by adhesive tape
and an amplifier that transmits my heartbeat into
the gallery area as | meet the visitors one by one.
My contact with each person is photographed and
a special sound is produced to mark the beginning
of each meeting. The following day, the photographs
are mounted on the walls, each photograph
accompanied by the corresponding audiotape,
which visitors to the exhibition can listen to.”

Birgit Jiirgenssen
1949-2003, Rakousko Austria

Birgit JUrgenssen zacala jiz v sedmdeséatych letech
zpochybnovat kulturni konstrukce Zenskosti.

Na fotografii /ch méehte hier raus! (Chci odtud

pry¢!, 1976) zobrazuje samu sebe jako konvencné
oble¢enou méstacku v domacnosti; tvar a ruku
pritom tiskne ke sklenéné tabuli jako vézen.

V dile Hausfrauen-Kiichenschiirze (Kuchynska zastéra
hospodyné, 1975) se soucasti odévu stava také
sporak a ironicky se tak propojuje s Zenskym télem.
Kresba Hausfrau (Zena v domacnosti, 1974) zobrazuje
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Zenu uvéznénou Vv ,kleci rodinného Zivota®
V dile NMest (Hnizdo, 1979) si Jirgenssen
poloZila do klina ptaéi hnizdo se dvéma vejci. Zensky
klin ¢i Ino je tak oznaceno jako misto sexuality,
poceti a zrozeni. Dilo zaroven odkazuje k némeckému
slangovému vyrazu ,nemit na néco koule®, protoze
v hémc¢iné se v ném pouziva slovo ,vejce”.
Jirgenssen ve svém dile neustale vyuziva
rdzné podoby reprezentace Zenského téla —
maskaradu, fragmentaci, fetisizaci ¢i animalizaci.
Jeji uméleckou praxi charakterizuje rozmanitost
pouzivanych médii, k nimz kromé fotografie patfi
i kresby, objekty, polaroidy, kyanotypie, fotogramy
a kolaze.

In the 1970s, Birgit Jirgenssen began to challenge
cultural constructions of femininity. In her photograph
Jeh mochte hier raus! (| Want out of Here!, 1976),
she presents herself as a conventionally dressed
bourgeois housewife, with her face and hand pressed
up against a pane of glass like a prisoner.

In Hausfrauen-Kiichenschiirze (Housewives’
Kitchen Apron, 1975), the stove has become an
article of clothing, and thus ironically linked to
a woman’s body. The drawing Hausfrau (1974)
shows a woman imprisoned inside the “cage of
domesticity”.
In Nest (1979), Jurgenssen placed a bird’s nest with
two eggs in her lap. Here the woman’s lap or womb
is connoted as the location of sexuality, conception,
and birth. This also refers to the German slang for
“not having the balls to do something”—where the
German word for egg is used for balls.

Throughout the whole of
Jurgenssen’s oeuvre, she makes use
of representations of the female body,
as masquerade, fragmentation, fetishization,
or animalization. Her practice is characterized
by a diversity of media and includes drawings,
photographs, objects, Polaroids, cyanotypes,
photograms and collages.

Kirsten Justesen
1943, Dansko Denmark

Kirsten Justesen zacala v roce 1968 vyuzivat své
télo jako socharsky material a jeji stale silngjsi
feministické zaméreni zaroven zacalo zpochybriovat
umélecko-historickeé tradice. Fotografie Scujpture #2
(Socha ¢. 2) predstavuje nahou Zenu vméstnanou

do kartonové krabice; jeji t€lo krabici zcela vyplnuje.



Samotna fotografie je pritom také umisténa na
otevrené krabici. Pavodni nazev dila, Kasse (Krabice),
odkazuje na skutecnost, Ze tehdejsi minimalistické
uméni mélo v oblibé pravé jednoduché primarni
struktury. Takto vyrazné vécny pristup k uméni

je prevazné muzskou doménou a Justesen ho
zpochybniuje tim, Ze pouziva své vlastni nahé télo.
Filmova teoreticka Laura Mulvey to vysvétluje takto:
,»V patriarchalni kulture je Zena vici svému muzskému
protéjsku oznacujicim; je vazana symbolickym radem,
v hémz muzi mohou proZivat své fantazie a obsese

a zeny jsou tlaceny do pozice micicich nositeld, nikoli
tvlrell vyznamu.”

In 1968 Kirsten Justesen began to use her own body
as a sculptural form, while her growing feminist
awareness also challenged art-historical traditions.
In Scujpture #2 we can see a photo showing

a naked woman squeezed into a cardboard box,

her body entirely filling the box. This photo is itself
mounted onto an open box. The work’s original
title, Kasse (Box), refers to the affinity of minimal
art—contemporary at the time—for simple primary
structures. This very factual approach to art was
predominantly formulated by men, and Justesen
challenges it by using her own naked body. Film
theorist Laura Mulvey explained this: “In patriarchal
culture, woman is the signifier of the male other,
bound to a symbolic order in which men can live out
their fantasies and obsessions by forcing them onto
the image of the silent woman, who is ascribed the
role of the bearer of meaning and not its producer.”

Auguste Kronheim
1937, Nizozemsko 7he Netherlands

Auguste Kronheim zacala tvorit své drevorezy

v sedmnActi letech. Motivy Cerpala ze svého
okoli v temném povaleéném obdobi v rakouském
Mihlviertelu. Musela tehdy celit kritice za to,
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Ze zobrazuje drastické povalecné Zivotni podminky
venkovského obyvatelstva. Umélkyné ¢asto
pracuje se sériemi; jak sama rika: .,V hlavé mam
vZady nékolik obrazd k jednomu tématu.” Osm

listh cyklu Morgen bist du Hausfrau (Zitra bude$
zenou v domécnosti, 1970) ukazuje spolecenské
naroky na tehdejsi ,,vykonné® Zeny v domacnosti:
cistotné, milujici a vstricné, abychom uvedli pouze
tfi z vyZzadovanych vlastnosti. Dilo v§ak odhaluje

i pocity Zen, které maji témto pozadavkim dostat:
Uzkost, utlak, dojem, Ze jsou v roli loutek.

Auguste Kronheim began to produce woodcuts at
the age of 17. Her motives she drew directly from
her surroundings, the dark post-war period in the
Austrian Muahlviertel. At that time she was criticized
for the portrayal of the drastic living conditions of
the rural population in the post-war period. The
artist often works with series, as she herself says:
»There are always several images in the head on

a topic.“ The eight sheets of the cycle Morgen bist
au Hausfrau (1970) show the demands of a society
on the then ,efficient” housewives: clean, loving,
helpful to name only three of the properties.
However, she also reveals the feelings of the
housewife who faced these claims: being anxious,
feeling repressed, or being part of a puppet theater.

Ketty La Rocca

1938-1976, Italie /taly

Ketty La Rocca zkoumala prostrednictvim ,poesia
visiva“ (vizudIni poezie) vyznam jazyka a obrazu.
Zamérila se na gesta lidského téla jako na prvotni
prostredek komunikace. Umélkyné kombinuje
vyrezy obrazl s Gtrzky slov, coz predznamenava
jeji uvahy na téma slovo—znak—obraz, jez se od roku
1967 mély stat vyluénym konceptem jejich praci.

V sérii Le mie parole e tu? (Moje slova
a ty?, 1972) sestavila umélkyné obrazové



sekvence, v nichZ hlavni roli hraji ruce. Oteviraji
téma slozitého vztahu mezi muzem a Zenou;
slovo ,ty“ napsané jejim rukopisem se stale
opakuje a prekryva, jevi se jako reapropriace
sebe sama, ale také jako vykresleni a predvolani
druhého: muze, ktery omezuje a limituje pohyb
a prostor zenské ruky, ale i divaka jakozto svédka
a prokuratora své vlastni existence.

V dile Craniologia (Rentgen lebky, 1973)
napsala La Rocca nékolikréat slovo ,ty* na
rentgenovy snimek vlastni hlavy, ktery prekryva
obrazem zataté pésti, aby timto gestem vyjadfrila
svlj boj s rakovinou.

On the basis of “poesia visiva” (visual poetry),
Ketty La Rocca investigated the meaning of
language and images. She focused on the gestures
of the human body as the original means of
communication. The artist combines clippings

of images with snippets of words, heralding the
reflection on the value of the word-sign-image
that, from 1967 onward, was to become the
absolute protagonist of her works.

In the series Le mie parole e tu? (My Words
and You?), 1972, the artist composed sequences
in which the hands played a leading role
and which tackled the theme of the difficult
relationship between man and woman; the word
»you“, repeated and superimposed in her own
handwriting, appears as a reappropriation of the
self, but also as a delineation and summons of
the other: the man who constrains and limits the
movement and space of the woman’s hand, but
also the viewer as witness and prosecutor of his
or her own existence.

In Craniologia (Skull X-Ray, 1973) La Rocca
writes the word “you” several times onto an X-ray
of her own head that is overlapped by an image of
a clenched fist. She arrived a total interaction of art
and life. Here she is taking a tough stance toward
the fact that she has cancer.

Leslie Labowitz
1946, USA

Suzanne Lacy
1945, USA

Trinactého prosince 1977 se na schodech
radnice v Los Angeles deset Zen prostiednictvim
performance /n Mourning and in Rage (V zarmutku
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a ve vzteku) vyjadrilo k aktudlnimu déni.

K verejnému vystoupeni je pfiméla zprava deniku
Los Angeles Times o desété obéti takzvaného
skrtice z Hillside, sériového vraha, ktery mezi
lety 1977 a 1979 znasilnil a zavrazdil nékolik

zen. S kazdou novou obéti rostl i medialni

zajem o pripad. Suzanne Lacy a Leslie Labowitz
byly znechucené senzacechtivou medializaci

a zpUsobem reprezentace obéti, a proto se
rozhodly vyjadrit svlij smutek, strach a hnév

a formulovat feministickou kritiku masmédii.

V ramci performance se pred radnici Los Angeles
shromazdilo sedmdesét Zen, které rozvinuly
transparenty s napisem ,,IN MEMORY OF OUR
SISTERS WOMEN FIGHT BACK*“ (,Na pamatku
nasich sester Zeny brarite se!“). Truchlici jedna
po druhé pristupovaly k mikrofonu a prohlasovaly:
~Jsem tu za deset Zen, které byly v dobé od

18. Fijna do 29. listopadu znéasilnény a uskrceny!*
Po kazdém prohlaseni ostatni Zeny zvolaly:

»-Na pamatku nasich sester brarime se!/* Média

v Los Angeles udalosti puavodné prezentovala
jako ,ndhodné” vrazdy, ale v dlsledku této akce
zacaly byt vnimany v celostatnim kontextu nasili
na Zzenach.

On 13 December 1977, ten women raised their
voices in the work /n Mourning and in Rage on the
steps of the City Hall in Los Angeles. This public
performance was prompted by a report in the
Los Angeles Times about the tenth victim of the
Hillside Strangler, a serial killer who raped and
murdered several women between 1977 and 1979.
With each new victim, media interest in the case
grew. Disgusted by the sensationalist coverage
and by the way the victims had been presented
in the media, Suzanne Lacy and Leslie Labowitz
decided to express their mourning, fear, and
anger by formulating a feminist critique of the
mass media. For the performance, 70 women
gathered at Los Angeles City Hall, where they
unfurled banners stating “IN MEMORY OF OUR
SISTERS WOMEN FIGHT BACK.” One by one,

the mourners walked up to the microphone and
proclaimed: “l am here for the 10 women who
have been raped and strangled between October
18 and November 29!” After she made this
statement, the other women chanted in chorus:
“In memory of our sisters, we fight back!” This
action connected what the media had seen as
“random” murders in Los Angeles to the bigger
picture of nationwide violence toward women.



Katalin Ladik

1942, Srbsko Serbia

Kariéra Katalin Ladik se zapocala v multietnické
oblasti Novi Sad v byvalé Jugoslavii (dnesni
Srbsko). Jakozto madarsky piSici basnirka,

ktera misi rizné prvky balkanského folkloru,
vytvéarela kulturné hybridni dila. Jako performerka
a umélkyné se postavila proti ponizovani Zen.

Dilo Poemim (1978) bylo prezentovano
nékolikrat na rdznych mistech. Stejné jako Ana
Mendieta si i Ladik béhem performance tiskla
na tvar tabulku skla. Vysledna deformace jeji
tvare predstavuje kritiku dobového ideélu krasy,

s nimz se Ladik béhem své kariéry zndmé herecky
a moderatorky setkavala.

Umeélkyné vyuzivala dilo Poemim jako
predehru k jinym performancim. S tabulkou skla
pred oblicejem zahdjila i svoji fotografickou sérii
Blackshave Poem (1978). Tato performance byla
anti-striptyzem; Ladik se svlékla, ale odhalila tak
pouze dalsi ¢erné obleceni.

Katalin Ladik began her career in the multiethnic
region of Novi Sad in former Yugoslavia (today
Serbia). As a poet writing in Hungarian and
blending elements of Balkan folklore, she produced
culturally hybrid works. As a performer and artist
she rebelled against women’s experiences of
humiliation.

Poemim (1978) was performed on several
occasions in various locations. Like Ana Mendieta,
Ladik pressed a pane of glass to her face during
this performance. The deformation of her face was
a critique of current ideals of beauty, with which
Ladik was confronted in her work as a well-known
actress and radio speaker.

She also used Poemim as a prelude to
other performances. She also began her photo
series Blackshave Poem (1978) with a pane of glass
before her face. This performance was an anti-
striptease, in which Ladik undressed only to reveal
black clothing.

Suzy Lake

1947, USA

Tématem dél Suzy Lake je Zenska identita,
transformace, krasa a gender. Dilo /mitations of
Myself (Imitace sebe sama, 1973/2012) ukazuje
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proces nanaseni make-upu a nasledné promény.
Umélkyné sedi u stolu, diva se do zrcadla a lici si
tvar. Divak v§ak zrcadlo nevidi. Autorka vysvétluje
smysl a politicky vyznam své bilé tvare témito
slovy: ,, V pantomimé znamena bilé tvar ,nula —

stav pred postavou: Pro mé je pantomimicka nula
néco ve smyslu tabula rasa, stejné jako politické

a spolecenské zmény Sedesatych let. Bila tvar

tedy méla dvoji funkci masky — skryvat a zarover
odhalovat.”

The themes of Suzy Lake’s art are female identity,
transformation, beauty, and gender. /mitations of
Myself (1973/2012) shows the process of putting
on make-up and the ensuing transformation. The
artist is sitting at a table, looking into a mirror and
applying make-up to her face. The mirror stays
hidden for the spectator. The artist explained the
function and the political meaning of the white
face: “In mime, white face signifies ‘zero—before
character.’ For me, mime’s notion of zero was

a tabula rasa like the political and social changes of
the 1960s. The white face had the double function
of a mask—both hiding and revealing.”

Brigitte Lang

1953, Rakousko Austria

Brigitte Lang ukondcila v roce 1973 studium
uméleckého kovarstvi na vyssi odborné technické
$kole ve Styrském Hradci; pro Zenu $lo tehdy
o velmi neobvyklé zaméreni. V roce 1981 zacala
pracovat na souboru Frauenkopfschmuck (Ozdoba
zenské hlavy). Jde o kritické feministické dvahy
0 napéti ve vztazich mezi muzi a zenami. Tyto
podivné objekty nesou psychologické poselstvi;
nejde pritom o komeréni ,,okraslovani“ Zen, jsou to
krehké konstrukce pripevnéné na zenském téle.
Dilo Frauenkopfschmuck Mund (Ozdoba
zenské hlavy — Usta, 1984) agresivné odrazi
jakoukoli intimitu pomoci hrozivych hrotl na rtech.
Frauenkopfschmuck Dornenkrone (Ozdoba Zenské
hlavy — Trnovéa koruna, 1984) a Frauenkopfschmuck
Schieier (Ozdoba Zenské hlavy — Zavoj, 1984)
symbolizuji proménu radosti nevésty v utrpeni,
které Lang spojuje s utrpenim Krista.

Brigitte Lang studied creative metalworking up to
1973 at the Higher Federal School of Technology
in Graz, an unusual domain for women at the
time. In 1981, she began her Frauenkopfschmuck



(Women’s Headdress) series, critical feminist
reflections on the tensions in relationships between
men and women. Psychologically charged, these
awkward objects do not cater to the commercial
“prettification” of women, but are delicate
constructions that are fitted to the female body.
Frauenkopfschmuck Mund (Women’s
Headdress Mouth, 1984) aggressively repels
any intimacy by means of threatening spikes
on the lips. Frauenkopfschmuck Dornenkrone
(Women’s Headdress Crown of Thorns, 1984) and
Frauenkopfschmuck Schlefer (Women’s Headdress
Veil, 1984) symbolize the reversal of the bride’s
pleasure into suffering that Lang links to the
Passion of Christ.

Natalia LL

1937, Polsko Poland

Pravdépodobné nejzndméjsi dilo Natalie LL
Consumer Art (Konzumni uméni) zachycuje modelky,
jak si pochutnavaji na bananech, parcich nebo na
zmrzliné. Tato zdanlivé nevinna ¢innost dostava
evidentné silné eroticky nadech. Kombinace
»chladné” filmové nahravky s ,,horkym® smyslnym
motivem naznacuje odmitnuti ¢isté analytického
charakteru konceptualniho uméni.

V Sedesatych a sedmdesatych letech
byla Natalia LL jednou z prvnich umélkyn, které
nevahaly kritizovat konceptualni uméni pro jeho
priliSnou racionalizaci a vyhybani se fyzické
smyslnosti. V dile Consumer Art odkazuje také na
vizudlIni stranku popkultury, kde motivy spotreby
a erotiky ¢asto vystupuji spole¢né.

Pristup umélkyné ke konzumu a k vytvareni
obrazu zeny v popkulture vSak ziskal rozmanité
interpretace. Klasické paradigma nadvlady jednoho
pohlavi nad druhym je zde obraceno: aktivni roli
zaujima Zena, zatimco muznost se omezuije na
pouhé produkty falického tvaru.

Probably the most notorious work by Natalia
LL, Consumer Art presents models delighting in
bananas, frankfurters or ice-cream. Obviously, this
seemingly innocent activity acquires a strongly
erotic edge. Combination of a “cold” film recording
with a “hot” sensual motif stands for a rejection of
the purely analytical character of conceptual art.

In the 1960s and 1970s, Natalia LL was
one of the first artists to step forward and criticise
conceptual art for excessive rationalisation and

21

avoidance of physical sensuality. In Consumer
Art she also refers to the imagery of popular
culture, where consumption and erotic motifs
are often paired.

However, the artist’s approach to
consumption and creating the image of a woman
in popular culture received varied interpretations.
The classic paradigm of domination of one sex over
another is reversed: it is the woman who takes an
active role, while masculinity is reduced to mere
products of phallic shape.

Lea Lublin

1929, Polsko Poland — 1999, Francie France

Rodina Ley Lublin emigrovala v roce 1931 do
argentinského Buenos Aires. Ona sama zila od
roku 1968 stridavé ve Francii a v Jizni Americe.
Vlivem svého kontaktu s Centro de artes
visuales, vyzkumnym strediskem zamérenym na
experimentalni a avantgardni argentinské uméni,
se prestala vénovat malbé a zacala pracovat jako
performerka a autorka instalaci. V roce 1968
predstavila v parizském Musée d’art moderne
radikalni dilo Mon fils (MQj syn): vzala s sebou do
muzea své sedmimésicni dité a nechala divaky
sdilet svUij kazdodenni Zivot. Lublin byla ¢lenkou
feministické skupiny Femmes/Art (1976-1980), s niz
v roce 1978 pri jednodennim workshopu umélkyné
Francoise Janicot uskutec¢nila svoji performanci
Dissolution dans l'eau. Pont Marie, 17 heures
(Rozpousténi ve vodé, most Marie, 17 hodin).
Kladla pfi ni rétorické misogynni otazky: ,,Je Zena
sexudlnim objektem? Je Zena podiadnou bytosti?
Je Zena soukromym majetkem?“ Ty potom byly
napsany na vlajku a utopeny v Seiné. Lea Lublin

vove

zemrela v Pafrizi v roce 1999.

In 1931 Lea Lublin’s family emigrated to Buenos
Aires, Argentina. From 1968 she commutes

between France and South America. Her contact
with the Centro de Artes Visuales, a research

center dedicated to experimental and avant-garde
Argentinian art, causes Lublin to break with painting
and begin to work performatively and installatively.
In 1968 she shows the radical work Mon fils at the
Musée d’Art Moderne, for which she draws with her
seven-month-old son into the museum and lets the
visitors share in her everyday life. Lublin is a member
of the feminist collective Femmes [/ Art (1976-1980),
with whom she performed her Dissolution dans



I’eau. Pont Marie, 17 heures in 1978 on the occasion
of a one-day workshop by artist Francoise Janicot.
She asked rhetorical misogynist questions like: “Is
woman a sexual object?”,“ls woman an inferior
being?”, “Is woman private property?”, which were
written on a flag and sunk into the Seine. Lea Lublin
died in 1999 in Paris.

Karin Mack

1940, Rakousko Austria

Pocatkem sedmdesatych let zacala fotografka Karin
Mack analyzovat svoiji Zivotni situaci a svUj vlastni
obraz; Gstrednim bodem jejiho fotografického
hledani se stalo patrani po unikatni a jedinecné —

a presto mnohostranné — podstaté vlastniho ja.

S jistou ironii odkazuje na stereotypy
méstackého Zivota a prenasi je do vlastni
imaginativni obraznosti. Jeji dilo Bige/traum
(Sen o Zehleni, 1975) je no¢ni murou dobré
hospodynky. Fadni Zehleni pradla se proménuje
v obétni ritudl, Zehlici prkno se stava umrlc¢im
prknem a na marach lezi mrtvola hospodynky
s bosyma nohama, prikryta cernym zavojem. Dilo
Zerstorung einer lllusion (Zniceni jedné iluze, 1975)
si hraje s konstrukei idylické harmonie v reklamni
fotografii; dokonald podobizna $tastné Zeny svirajici
sklenici domaci marmelady se rozpada, kdyz na ni
umélkyné Gtoci, dekonstruuje ji a nakonec ji smaze.
Smrt obrazu a zni¢eni fotografie predstavuje
zaroven konec iluze a akt osvobozeni.

In the early 1970s, the photographer Karin Mack
started to scrutinize her situation in life and
self-image; the quest to identify the unique and
singular—and yet multifaceted—core of her self
became the focus of her photographic research.
With some irony, she referred to stereotypes of
bourgeois life, transferring these into her own
imaginative imagery. Her Biigeltraum (Dream
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of Ironing, 1975) is a good housewife’s nightmare,
as the anodyne laundry work turns into a sacrificial
ritual and the ironing board becomes a bier on
which the ironer is laid out, her bare feet pointing
toward the next world, surreally beautiful and
veiled by the shadows of her grief.

Zerstorung einer lllusion (Demolition of
an lllusion, 1975) toys with the construction of
idyllic harmony in advertising photography; the
flawless likeness of a happy woman holding a jar
of homemade jam cracks as the artist attacks,
deconstructs, and eventually effaces it. The death
of the image, the destruction of the photograph,
is at once the end of an illusion and an act of
liberation.

Ana Mendieta

1948-1985, Kuba Cuba

Uméni Any Mendiety hluboce ovlivnila jeji
emigrace z Kuby a odlouceni od rodiny. Témata
dislokace, znovuzrozeni a regenerace se v jejich
performancich ¢asto opakuiji.

V dile Untitled (Glass on Body Imprints)
(Bez nazvu - Otisky téla na skle) z roku 1972
zkouma moznosti manipulace s obli¢ejem a télem.
Zesiluje a zdlraznuje vyznam technického média
ve vyhrocené scénografii, ale i jeho omezuijici efekt.
Soubory fotografii, které Mendieta vytvorila béhem
studia v lowé, ji zobrazuiji, jak si tiskne tabulku
plexiskla na tvar a prsa. Dava nam najevo, ze
prekazky, s nimiz se setkava, jsou také politického
charakteru. Obrazky evokuji etnické stereotypy
a rasisticka klisé (plné rty, plochy nos). Odpor
materidlu (prostredi) deformuje jeji télo. Tim také
narusuje ideal Zzenské krasy v uméni.

Ana Mendieta’s art is deeply influenced by her
emigration from Cuba and the separation from her
family. Dislocation, rebirth, and regeneration are
recurring themes in some of her performances.

In her work Untitled (Glass on Boady
Imprints) from 1972, she investigates facial and
body manipulation. She redoubles and emphasizes
the technical medium’s significance for pointed
mise-en-scene, as well as its constricting effect.
The series of photographs Mendieta created as
a student in lowa show her pressing her face and
breasts against a Plexiglas plate. The barriers
she confronts, we are given to understand,
are political as well. The pictures hint at ethnic



stereotyping and racist clichés (full lips, flat nose).
The resistance of the material (the environment)
disfigures her body. With that she also frustrates
the ideal of female beauty in art.

Rita Myers

1947, USA

Rita Myers se zabyva stereotypy souvisejicimi
s prumyslem Zenské krasy. Ve svém fotografickém
dile Body Halves (Pllky téla, 1971) rozvraci
predstavu ,,dokonalého” Zenského téla. Dilo je
zalozeno na domnénce, Ze jedna polovina téla je
»krasnéjsi“ a druha ,,méné krasna*.

Jde o soubor ¢tyr fotografii, pricemz dvé
zobrazuji nahé télo umélkyné zepredu a zezadu
v jeho prirozené podobé. Pro dalsi dva snimky
si Myers vybrala tu polovinu téla, ktera se zdala
vice ,bezchybna“, a zkopirovala ji podle stredové
osy. Prirodni symetrie je tak nahrazena iritujici
»dokonalou® symetrii. Dilo evokuje renesancni
studie proporci lidského téla a krasy jakozto normy,
kterou Ize matematicky vypocditat, jako je tomu
v dilech Leonarda da Vinci a Albrechta Direra.
Myers kriticky zkouma umélecké tradice, které
definuji idedIni obrazy lidského téla. Ona sama
vyjadruje svoji kritiku konceptu idealni krasy tim,
Ze prezentuje Zenské télo jako predmét studia.

Rita Myers deals with stereotypes produced by the
beauty industry. In her photographic investigation
Body Halves (1971) she subverts the idea of

a “perfect” female body. The work is based on the
notion that the body has a “more beautiful” and

a “less beautiful” half.

This work consists of four photographs,
two of which show the artist’s naked body from
the front and behind, in its natural form. For the
other two photographs, Myers chose the half of
her body that seemed more flawless and reflected
it through a central axis. Natural symmetry is
replaced by an irritating “perfect” symmetry.

This work evokes Renaissance studies of the
proportions of the human body and of beauty as
a norm that can be mathematically calculated,
such as works by Leonardo da Vinci and Albrecht
Direr. Myers critically explores artistic traditions
that define ideal images of the human body. She
herself presents the female body as an object

of study and thereby formulates her critique of
notions of ideal beauty.
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Lorraine O’Grady

1934, USA

Lorraine O’Grady odmita ,,hrani roli“ vyzadované
spole¢enskymi konvencemi a zkouma rtiznorodost
Zenskych identit. Jako Mademoiselle Bourgeoise
Noire (1980-1983) na sebe vzala roli imaginarni
karibské kralovny krasy, ktera vyhrala soutéz krasy
v Cayenne ve Francouzské Guyané.

Performance se odehrava v galerii Just
Above Midtown, ktera jako prvni na Manhattanu
(New York) patrila afro-americké avantgardé.
Umélkyné na sobé ma Saty, které si vyrobila
z 360 bilych rukavic, a na hlavé ma diadém.
Okouzlujici Mademoiselle Bourgeoise Noire nabizi
prekvapenému publiku bilé chryzantémy, které
symbolizuji integritu. Kdyz rozda vsechny kvétiny,
svlékne si plast a odhali Saty s holymi zady. Nasadi si
bilé rukavice, popochéazi sem a tam jako Ivice v kleci
a primo pred zraky divaka se zac¢ne s narustajici
intenzitou bicovat. Pfitom vykfikuje protestni basen
proti Utlaku ¢ernosskych umélkyn pod diktatem
umeélecké scény ovladané bélochy. Jednou z premis
tohoto dila je, Ze ,¢erné uméni musi vice riskovat®.

Lorraine O’Grady breaks with the “role-plays”
necessitated by social stereotypes and researches
the diversity of female identities. As M/le
Bourgeoise Noire (1980-1983) she takes on the
role of an imaginary Caribbean beauty queen
who has won a beauty contest in Cayenne in
French Guyana.

The performance takes place in the Just
Above Midtown Gallery, the first gallery for the
Afro-American avant-garde in Manhattan (New
York City). She wears a dress she made herself out
of 360 white gloves and she has a diadem on her
head. Charming Mlle Bourgeoise Noire offers the
surprised audience white chrysanthemums, which
symbolize integrity. After she has given out all
the flowers, she removes her robe and her open-
backed dress is revealed. She puts on white gloves,



steps forward and backward like an imprisoned
lioness, and begins to whip herself with increasing
rage before the very eyes of the audience. She
shouts out a protest poem against the repression
of black women artists under the dictates of an art
scene dominated by whites. “Black art must take
more risks” is one of the demands of this work.

ORLAN

1947, Francie France

V osmdesatych letech se ORLAN proslavila svym
télesnym uménim, kdyz proménovala svoji tvar
pomoci plastické chirurgie; prukopnicka dila
feministického télesného uméni vsak vytvorila jesté
predtim. Fotograficka série Strijp-tease occasionne/
avec les draps du trousseau (Prilezitostny striptyz
s vyuzitim prostéradel z vybavy nevésty, 1974—
1975) zacina tim, Ze se ORLAN prezentuje jako
krestanska svétice nebo Panna Marie. Potom
prejde do teatralnich gest a divokého tance
a skonci v pdze pripominajici antickou Venus
pudica (tzv. ,cudna Venuse® zakryvajici si ohanbi).

Performance Le Baiser de I’ Artiste
(Polibek umélce, 1976) vyvolala na Parizském
uméleckém veletrhu v roce 1977 skandal. Vedle
fotek, na nichz se ORLAN prezentuje jako svétice,
umistila vyobrazeni své vlastni horni poloviny téla.
Navstévnici mohli za penize ziskat od umélkyné
polibek nebo u ni zapalit svicku. ORLAN tak do
prostredi uméleckého veletrhu vnesla prostituci
a zaroven ostrou kritiku cirkve, kterda umoznuje
Zadat odpusténi hrichl vyménou za penize.
Sména téla a svédomi za penize je zde srovnavana
s uméleckym trhem.

Ve své performanci Se vendre sur les
marchés en petits morceaux (Rozprodat se
po kouscich na trhu, 1976) se ORLAN také
vénuje predstavé ,prodavani“ ¢asti téla, at uz
v ndbozenském kontextu, nebo jako akt prostituce.
Na rusném pouli¢nim trzisti prodavala fotografie
s vyrezy ¢asti svého téla.

In the 1980s, ORLAN developed carnal art,
manipulating her own face by means of plastic
surgery, but even before then she had created
pioneering works of feminist body art. The photo
series Strip-tease occasionnel avec les draps du
trousseau (Incidental Striptease Using Sheets
from the Trousseau, 1974-1975) begins with
ORLAN presenting herself as a Christian saint
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or the Virgin Mary. She then moves into theatrical
gestures leading to wild dance, ending in a pose
resembling the ancient Venus pudica (Venus
covering her shame).

The performance Le Baiser de /Artiste
(The Kiss of the Artist, 1976) triggered off
a scandal at the 1977 Paris Art Fair. Alongside
photos in which ORLAN appears as a saint,
she shows a representation of her own upper
body. In exchange for money, visitors can get
a kiss from the artist or light a candle. ORLAN
thus brought prostitution to the Art Fair and
also strongly criticized the church, which
allows asking for the forgiveness of sins in
exchange for money. Exchanging the body and
the conscience for money is here compared to
the art market.

In her performance Se vendre sur les
marchés en petits morceaux (Selling Oneself
on the Market in Small Pieces, 1976), ORLAN
again addresses the idea of “trading” body
parts, whether in a religious context or as an
act of prostitution. On a busy street market, she
sold photographs of parts of her own body as
cut outs.

Florentina Pakosta
1933, Rakousko Austria

Florentina Pakosta zacala zachycovat
spole¢ensky kontext své doby prostrednictvim
malby a grafiky jiz koncem padesatych let. Ve
svych kresbéach se kriticky zabyvala tehdejSim
obrazem Zeny. Dilo Der Ehering und seine Folgen
(Snubni prsten a jeho dasledky) je vénovano
spolec¢enské predstave, ze kdyz se Zena

provda, musi se vzdat svého vlastniho Zivota

a podridit se svému muzi. V roce 1978 byla prvni
a jedinou Zzenou ve vyboru videnské Secession
a usporadala vystavu Secessionistinnen.



Umélkyné se proslavila svymi vyobrazenimi
velkych charakterovych hlav, inspirovanych
sochami Franze Xavera Messerschmidta. Dilo
WC - Pocta Allenu Jonesovi (1980) odkazuje na
sexistickou plastiku Allena Jonese Chair (Zidle,
1973), kde je naha zena degradovana do pozice
kusu nabytku. Florentina Pakosta inscenovala
podobnou situaci, ale s opa¢nou pozici obou
pohlavi.

As early as the late 1950s, Florentina Pakosta
began to work in a painterly and graphic way,
capturing the social circumstances of her time.
In her drawings, she takes a critical look at the
image of women at that time. In her work Der
Ehering und seine Folgen (The Wedding Ring and
its Consequences), she shows the social notion
that when women marry, they have to give up
their own lives and submit to their husbands.

In 1978 she was the first and only female board
member of the Vienna Secession and organized
the exhibition Secess/onistinnen. The artist
became known for depicting her large formated
character heads, which are inspired by Franz
Xaver Messerschmidt’s sculptures. The work
WC - Homage to Allen Jones (1980) refers to
the sexist portrayal Chair of Allen Jones (1973),
in which a woman half naked is degraded to
furniture. Florentina Pakosta stages a similar
situation but with the opposite sex ratio.

Gina Pane
1939-1990, Francie France

Gina Pane zah4jila svoji uméleckou kariéru
minimalistickymi sochami, ale po parizském
povstani v kvétnu 1968 presla k uméni
performance. Jeji performance ¢asto obsahuiji
krvavé akty sebeposkozovani.

Dilo Le Lait Chaud (Teplé mléko, 1972) se
odehrélo v parizském byté a jeho tématem bylo
»bila neexistuje®. Umélkyné oblec¢ena v bilém
stala v bilé mistnosti s fotografiemi poskvrnénych
bilych predmétu - bilé misky mléka, v niz plave
vlas, bilé koupelny s krvavymi skvrnami a bilych
hrobl padlych vojakua. Performanci zahdjila tim,
ze se na zadech porezala ziletkou, a kdyz se
zacala rezat v obliceji, divaci zacali protestovat;
ona v$ak pokracovala a obratila kameru do
publika, aby zaznamenala jejich reakce. Rekla:
wDotkla jsem se zasadniho probléemu — esteticna
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v kazdém clovéku. Oblicef je tabu. Je ustrednim
bodem lidské estetiky, jedinou &asti, v niZ dii
narcisticka sila.*

Gina Pane began her artistic career making
minimalist sculptures, and then turned to
performance art after the May 1968 uprising in
Paris. Her performances often involved bloody
acts of self-mutilation.

In Le Lait Chaud (The Hot Milk, 1972),
Gina Pane staged a performance in a Paris
apartment, on the theme of “white doesn’t exist.
She stood dressed in white in a white room with
photographs of sullied white objects—a white
bowl of milk on which a hair floats, a white
bathroom with trails of blood, and white soldiers’
graves. She started the performance by cutting
her own back with a razor blade, and when she
came to cutting her face, the audience protested,
but she continued and turned a camera on
the spectators to record their reactions. She
said: “l touched on an essential problem—the
aestheticism in every person. The face is taboo.
It is the core of human aesthetics, the only part
that retains a narcissistic power.”

”

Leticia Parente
1930-1990, Brazilie Brazi/

Videoart Leticie Parente se ¢asto zaméruje na
to, Zze kazda ¢innost v doméacnosti mlze byt
povazovana za typicky Zenskou. Dilo 7arefa /
(Ukol I, 1982) je zasazeno do prostiedi pradelny,
ktera je v zamoznych brazilskych domacnostech
témér vyhradné doménou pokojskych
a sluzebnictva. Film zobrazuje Zenu ¢erné pleti
v uniformé sluzebné, jak ,,zehli“ Zenu bilé pleti ve
svétlém obleceni, kterd nehybné lezi na Zehlicim
prkné. Nedilnou soucast tohoto dila tvori reflexe
rasismu a genderu.

Ve filmu Preparagao / (Priprava |, 1975)
se umélkyné uprené diva na svUj vlastni obraz
v zrcadle, oCi a Usta ma zalepené paskou.
Pomoci make-upu kresli na pasku rysy své
maskované tvare. Parente sama vysvétluje, Ze
video ma charakter svédectvi; ,,prostrednictvim
téla“ odhaluje jeji ,vztah jako jednotlivce
k sociopolitickému kontextu® své doby.

Leticia Parente’s video works often focus on
how all action taken in domestic environments



can be seen as typically female. 7arefa / (Task |,
1982) is set in a laundry room, which in affluent
Brazilian households is almost entirely the
domain of maids and servants. The film shows
a black woman in a servant’s uniform “ironing”
a white woman wearing bright clothing and lying
motionless on an ironing board. Reflection on
racism and gender is inherent to this work.

In the film Preparacéo / (Preparation I,
1975), the artist stares at her own image in
a mirror, her eyes and mouth covered with
masking tape. She traces the features of
her masked face onto the tape using make-
up. In Parente’s own words, the video has
a testimonial character that “via the body”
reveals her “relationship as an individual to
the sociopolitical context” of the time.

Ewa Partum
1945, Polsko Poland

Ewa Partum je v Polsku uznavana jako priikopnice
konceptualniho uméni. Stanovila prvni kritéria
pro rozvoj feministického uméni performance.
K tématu zenského téla a jeho spolec¢enského
kédovani se vyjadrila v mnoha performancich,
v nichz vzdy vystupovala naha. Tim, Zze se
rozhodla pracovat se svym nahym télem, jej
prestala definovat jako ,,pfirodni® ¢i ,,sexudlni
objekt, nybrz jako samostatné umélecké dilo.

V dile Change (Proména, 1974) je
Partum filmovéna, zatimco vizazistka li¢i jednu
polovinu jeji tvare a druhou nechava beze
zmény. Umélkyné se timto zpusobem vyjadruje
k nedostate¢nému spole¢enskému ocenéni
starych Zen. Dilo poukazuje na skute¢ny béh
¢asu v zivoté Zzeny. Polovina jejiho téla prestava
odpovidat normam krasy, které jsou vétsinou
urc¢ovany muzi. Umélkyné tak spojila podporu pro
sebeurcéeni Zen s ambici ustanovit feministickou
estetiku a prosadit jeji prijeti.

Ewa Partum is recognized as a pioneer of
conceptual art in Poland, defining early
parameters for the development of feminist
performance art. She addressed the female
body and its social encoding in numerous
performances in which she appeared naked. By
deciding to use her own naked body, she defines
it neither as “nature” nor as a “sexual object,”
but as a self-determined work of art.
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In her action Change (1974) Partum was
filmed while a make-up artist was painting half
of her face while leaving the other unaltered.
The artist here addresses the low levels of social
appreciation of old women. The piece highlighted
the real passage of the time of a woman'’s life as
one half of her body is rendered unappealing by
standards of beauty that are mostly determined
by men. The artist thus combined her advocacy
of women’s self determination with the ambition
to establish and gain acceptance for a feminist
aesthetic.

Friederike Pezold
1945, Nizozemsko The Netherlands

Friederike Pezold pracuje jiz od roku 1973 na tom,
CcOo sama nhazyva ,,nova genderova znakova re¢
téla zalozena na zakonech anatomie, geometrie
a kinetiky“. Fotografie fragment( svého téla
oznacuje jako ,dila® a dava jim nazvy jako
Mundwerk (Dilo Gsta), Schamwerk (Dilo ohanbi),
Fingerwerk (Dilo prst) ¢i Augenwerk (Dilo oko).
Cernobilé trojihelniky dila Schamwerk
(Dilo ohanbi, 1973/1974) zobrazuji zenské
pohlavni organy redukované na sérii cernobilych
kontrast(, jeZ pUsobi jako moderni, feministicka
odpovéd na zjednodusujici zobrazovani téze
véci na historickych obrazech, napriklad
u renesanc¢nich Venusi. Pohybujici se rty v dile
Mundwerk (Dilo Usta, 1974/1975) jsou odkazem na
akt mluveni a jeho vyznam pro budovani identity.
| tento motiv je velmi zjednoduseny.

Since 1973 Friederike Pezold has been working
on what she calls a “new bodily sign language
of gender based on the laws of anatomy,
geometry, and kinetics.” Pezold calls photos of
fragments of her own body “works,” with titles
like Mundwerke (Mouth Works), Schamwerke (Sex
Works), Fingerwerke (Finger Works), Nasenwerke
(Noseworks), and Augenwerke (Eyeworks). The
black-and-white triangles of Schamwerke (Sex
Works, 1973/1974) show the female sexual organs
reduced to black-and-white contrasts and in
a series that looks like a modern, feminist answer
to the simplified depictions of the same subject
in historical images, such as the Venus of the
Renaissance.

The moving lips in Mundwerk (Mouth
Work, 1974/1975) are a reference to the act of



speaking and its significance for the construction
of identity. The motif is also greatly simplified and
has the character of an abstract sign.

Margot Pilz

1936, Nizozemsko The Netherlands

Prvni inscenované autoportréty Margot Pilz
vznikly po zazitku, ktery vyrazné ovlivnil jeji
Zivot. 14. dubna 1978 se Gcastnila slavnosti Zzen
ve Vidni, kdy nékolik policistl v civilu nasilné
rozehnalo Zeny z ulice. Fotosérie Selbstauflésung
(Sebezniceni 1978/2015) evokuje drastickym
zpUsobem emocionalni a psychické rozpolozeni
postizenych. Zda se, Ze spoutana Zena se marné
snazi osvobodit kyvavymi pohyby hlavy dopredu
a dozadu.

Detailni zabér a nadzivotni velikost na
fotografii Hénde (Ruce, 1978) pusobi ponékud
hrozivé. Motiv je rozporuplny, spojuje v sobé
dojem potlacované ¢i zadrzované agrese
a kontemplativni atmosféru. Ruce mohou byt
nositelem vyrazu stejné tak dobre jako tvar.

Dilo Arbeiterinnenaltar (OItar délnic, 1981)
zobrazuje neférové pracovni podminky v tovarné
na prazeni kdvy: kontrast mezi mzdou, dobou,
po kterou v tovarné pracuiji, a tkoly, jez jsou
svérovany zaméstnankynim ve srovnani s jejich
muzskymi kolegy.

Margot Pilz began to take posed self-portraits
after a life-changing experience. On April 14,
1978, she attended a women'’s festival in Vienna.
Then several police men violently pushed the
attendees off the street, Pilz stood her ground.
The photographic series Se/lbstaufliésung (Self-
Dissolution, 1978/2015) probably offers the
most drastic illustration of her emotional and
psychological state at the time. Craning her neck
back and forth, the female figure appears to be
trying in vain to throw off the straps fastened
around her chest. Shot from up close, the
larger-than-life Hande (Hands, 1978) are vaguely
menacing. The motif is ambivalent, combining
a sense of pent-up suppressed aggression with
a contemplative air. Hands can be a vehicle of
expression no less than the face.
Arbeiterinnenaltar (Female Workers’
Altar, 1981) visualizes the unfair labor practices
at a coffee-roasting plant, contrasting female
employees’ wages, how long they have held their
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jobs, and the tasks they are assigned with their
male colleagues’.

Howardena Pindell
1943, USA

Howardena Pindell se narodila ve Filadelfii

v dobé, kdy segregace jesté nebyla ilegalni

a rasismus byl béZnou véci. Po vazné dopravni
nehodé v roce 1979, ktera ji zplsobila ¢astecnou
ztratu paméti, zacala ve svych spolec¢ensko-
politickych pracich rekonstruovat vlastni
minulost. Rasistickou a sexistickou diskriminaci,
kterou prozila, zpracovala ve svém videu Free,
White and 27 (Svobodni, bili a jednadvacetileti,
1980). Umélkyné ztélesnuje samu sebe a bilou
mladou Zenu s bilym make-upem, blond
parukou a ¢ernymi slune¢nimi brylemi, ktera
fika, Ze rasistické zazitky afroamerickych Zen
jsou paranoidni. Umélkyné za&ina vypravét

o rasistickych zazitcich své matky a potom mluvi
o své vlastni diskriminaci. Pri reci si postupné
bali hlavu do bilych gazovych obvazu, které si na
konci videa zase strhne. Po vzoru zkraslujicich
masek nabizenych kosmetickym primyslem si
na konci videa aplikuje pletovou masku, ktera
v$ak jeji vzhled nijak neovlivni a samoziejmé ani
nezméni barvu jeji pleti.

Howardena Pindell was born in Philadelphia at

a time when segregation was still legitimate

and racism was commonplace. After a serious
car accident in 1979, which leads to a partial
loss of memory, she begins to reconstruct

her own past in her socio-political works. The
experienced racist and sexist discrimination she
processed in her video Free, White and 27 (1980).
The artist embodies herself and a white young
woman with white make-up, blond wig and
black sunglasses who call the racist experiences
of the African-American woman paranoid. The
artist starts to talk about the racist experiences
of her mother and then talks about her own
discriminations. As she talks, she begins to wrap
her head in white gauze bandages, which she
strips off at the end of the video. Based on the
beauty masks of the beauty industry she begins
to apply a facial mask at the end of the video,
which has no effect on the appearance of the
artist and certainly does not change her skin
color.



Ulrike Rosenbach
1946, Némecko Germany

Ulrike Rosenbach vyuziva ve své praci zobrazeni
Zen zndma z dé&jin uméni. V dile Hauben fir
eine verheiratete Frau (Cepce pro vdanou Zenu,
1970) odkazuje na tradici zobrazovani vdanych
Zen znamou jiz od stredovéku. Cituje némecké
porekadlo ,,unter die Haube kommen* -
»~dostat se pod ¢epec” - ve vyznamu provdat
se. Jeji ,Cepce® znaci pocatek ,,prehodnoceni
historickych vyobrazeni Zzen® stejné jako kritické
zkoumani zenskych spolecenskych roli v jejich
kulturnich souvislostech a Gvahy o stereotypech
a klisé pojicich se s ideou Zenskosti.

V dile Art is a criminal action (Uméni
je kriminalni akce, 1969-1972) vstupuje na
jevisté jako Zensky protéjsek sitotisku Andyho
Warhola vytvoreného na zakladé fotografie
Elvise Presleyho. Tim, ze predklada dvoijité
zobrazeni sama sebe jako formalné rovnocenné
doprovodné dilo ke ,,Krali rokenrolu®, dava
najevo, Ze je pripravena postavit se muzské
dominanci v uméni.

Ulrike Rosenbach makes use of well-known
depictions of women from art history. In Hauben
fiir eine verheiratete Frau (Bonnets for a Married
Woman, 1970) she refers to a tradition in images
of married women that has been known since
the Middle Ages. She cites the German proverb
“unter die Haube kommen”—literally to “come
under the bonnet” and meaning to become
married. Rosenbach’s “bonnets” mark the
inception of her “reappraisal of historic images
of woman” as well as a critical exploration of
women’s social roles in their cultural contexts
and a reflection on stereotyped and clichéd ideas
of femininity.

For Art is a Criminal Action (1969-
1972) Rosenbach takes the stage as a female
counterpart to Andy Warhol’s silkscreen based

on a photograph of Elvis Presley. By proposing

a double of herself as a formally equivalent
companion piece to the “King of Rock’n’Roll,” she
signals that she is ready to defy men’s dominance
over art.

Martha Rosler

1943, USA

TéZko by se nasel umélec, ktery se tak intenzivné
vénuje popularnim médiim a prezentaci obrazu
Zeny, ktery §ifi, jako Martha Rosler. Riké o sobé:
~Jsem feministka, byla jsem feministka a budu
feministka a vérim, Ze i prace, které se explicitné
nevyjadruji k otazkam genderové politiky, tvorim
z pohledu feministky .

Jeji video Semiotics of the Kitchen
(Sémiotika kuchyné, 1975) je mozna jednim
z nejznaméjsich dél feministického umeéni.
Odkazuje na televizni porady o vareni;
umeélkyné v zastére stoji u stolu pIného
kuchynskych potreb. Predvadi zpusob
pouziti téchto nastroju a postupuje pritom
v abecednim poradi, od ,apron® (zastéra) az
po ,tenderizer” (palicka na maso). Jeji pohyby
pUsobi mnohdy neohrabané, jako by ji ovladala
néjaka vnéjsi sila, a ¢asto také agresivné. Noze
a sekacky na led prezentuje spise jako zbrané
nez kuchynské nacini, které ma usnadnit Zivot
hospodyrnkam.

There is hardly any other artist who has so
intensively addressed the popular media and the
images of women that they disseminate as has
Martha Rosler. She said: “I am a feminist, | was
a feminist, and | will be a feminist, and | believe
that even in works that do not explicitly address
questions of gender politics | am working from
the standpoint of a feminist.”

Her video Semiotics of the Kitchen
(1975) is perhaps one of the best known
works of feminist art. It refers to TV cookery
shows, featuring the artist wearing an apron
and standing before a table filled with kitchen
utensils. She demonstrates the use of these
utensils in alphabetical order, from “apron” to
“tenderizer.” Her movements often seem clumsy,
even controlled by some external force, and often
aggressive. Knives and ice picks are used more
like weapons than kitchen tools that are supposed
to make a housewife’s life easier.



Suzanne Santoro
1946, USA

V roce 1968 se Suzanne Santoro prestéhovala

z New Yorku do Rima, kde se seznamila s Carlou
Lonzi, uméleckou kritickou a klicovou postavou
italského feminismu a feministické skupiny

Rivolta Femminile. Lonzi inspirovala Santoro svym
diskurzem tykajicim se politického vyznamu Zenské
sexuality a jeji reprezentace.

V roce 1974 Santoro vydala autorskou
knihu nazvanou Per una Espressione Nuova.
Towards New Expression (K novému vyjadreni).

V knize jsou fotografie kvétin, musli a detaily soch,
které pripominaji vulvu. Santoro vysvétlovala, Ze
WJuxtapozice starobylych soch a Zenskych genitalii
predstavuje touhu pochopit vizuaini strukturu

mych viastnich pohlavnich orgént a zaroveri snahu
porozumét tomu, zda a jak byly zobrazovény

v déjindch vizuaini reprezentace, napriklad v draperii
Zenskych soch starovékého Rima.“ Londynsky
Institute of Contemporary Arts (Institut soudobého
uméni) knihu v roce 1976 cenzuroval, diky ¢emuz
se okamzité proslavila.

In 1968, Suzanne Santoro moved from New
York to Rome, where she met Carla Lonzi, an
art critic and a key figure in Italian feminism and
the Rivolta Femminile. Santoro was inspired by
Lonzi’s discourse on the political significance

of female sexuality and its representation.

In 1974, Santoro published an artist’s book
entitled Per una Espressione Nuova. Towards New
Expression. The book presented photographs
of flowers, shells, and details of sculptures that
resembled vulvas. Santoro explained that “the
juxtaposition of ancient sculptures and female
genitalia represents a wish to understand the
visual structure of my own sexual organs and also
if and how they have been depicted in the history
of visual representation, for example in the drapery
on female Roman statues.” In 1976, the Institute of
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Contemporary Arts, London, censored the book,
making it instantly famous.

Carolee Schneemann
1939, USA

Dilo Carolee Schneemann zahrnuje fotografie,
videa, instalace, happeningy a performance.
Zacinala jako malirka abstraktniho expresionismu
a sama sebe vnima jako ,,malirku, které opustila
platno, aby aktivovala skutecny prostor a Zity cas*.

V zacéatcich kariéry ji ovlivnilo dilo
rakouského psychoanalytika Wilhelma Reicha
0 osobnim osvobozeni a erotickém sebevyjadreni.
Schneemann ve svych pracich na papire posunula
feministické ideologie do podoby erotogenniho
divadla. V sérii /mage as (Obraz jako, 1973-1974)
pracovala s fotografickymi kolazemi, nalezené
texty a stripky z vlastniho Zivota usporadala do
komixovych strip0, pricemz termin ,,strip“ zde
ma dvoji vyznam, protoze umélkyné v tomto dile
vystupuje naha.

Spolecné tvori tfi prace z cyklu /mage
as nastin celého procesu umélecké tvorby
Carolee Schneemann: soukroma sféra psani,
kresleni a tvorby objektl poskytuje zazemi pro
energické a sdilené vytvareni performanci a filmu.
Jeji dilo hluboce ovlivnilo generace mladsich
umélkyn, které se zajimaji o niterny prozitek
eroti¢na a fyzi¢na, zpritomnény nekompromisnim
intelektualnim zaujetim.

Carolee Schneemann’s work includes
photographs, videos, installations, happenings,
and performances. She began to work as an
abstract expressionist painter, and sees herself
as “a painter who has left the canvas to activate
actual space and lived time.”

Influenced at an early stage of her
development by the work of Austrian psychoanalyst
Wilhelm Reich on personal liberation and erotic
self-expression, in her works on paper Schneemann
expanded feminist ideologies toward an erogenous
theater. In the series /mage as (1973-1974)
Schneemann used photographic collages, arranging
found texts and personal anecdotes into cartoon
strips, whereby the term “strip” has a double
meaning, as the artist is naked in this work.

Taken together, the three /mage As works
function as snapshots into Schneemann’s own
artistic process: a private sphere of writing,



drawing, and object-making that supports

a livewire, often collaborative practice of making
performances and films. Schneemann’s process
has been an enormous influence on generations
of younger artists interested in immersive
experiences in eroticism and physicality, buoyed
by a rigorous intellectual commitment.

Lydia Schouten

1955, Nizozemsko 7he Netherlands

Neuctivy voyeursky muzsky pohled na Zenské
té€lo mnoho umélkyn zavrhuje. Lydia Schouten
takovy pohled dekonstruuje, kdyz vystupuje jako
rozzlobeny subjekt. Ve své performanci Koo/ (Klec,
1978) prechazi sem a tam po kleci a otira se mrize
nabarvené olejovymi pastely. Ty zanechavaiji stopy
na jeji mokré bilé kosili. Schouten chéape tyto
~télesné kresby* jako metaforu spolec¢enského tlaku
vuci zendm, od nichz se ocekava, ze ,,s/ za zadmi
svych domovi nanesou make-up, aby byly hezké pro
vnéssi svét, v nemz nemayji Zadna viastnicka prava“.

V dile Sexobject (Sexobjekt, 1979) ma
Schouten celou hlavu ovazanou obvazy. Na
sobé& ma ¢erny korzet pripevnény elastickymi
Gvazky k velkému kovovému ramu. Navzdory
tomuto omezeni se vrha dopredu a bicem se
snhazi zasdhnout balénky naplnéné inkoustem;
hlasité reakce divakl se pritom stavaji soucasti
performance. Schouten na balénky Gtoci bicem
tak dlouho, dokud ¢erny inkoust nestece pres napis
na zdi ,,jaké to je, byt sexobjekt®. Pak se uvolni
z pout i z korzetu a naha se postavi ke zdi. Pomalu
sundava obvazy a odhaluje oblicej a upreny pohled.

Many woman artists reject a disrespectful,
voyeuristic, male gaze on the female body. Lydia
Schouten deconstructs this gaze by performing as
an angry subject. In her performance Koo/ (Cage,
1978) she walks up and down in a cage and rubs
against the bars, which are coated in oil pastels.
This leaves traces on her wet white shirt. Schouten
sees these “body drawings” as metaphors for
the social pressure exerted on women, who are
expected to “put on make-up inside the closed
walls of their homes so as to be pretty for an
outside world in which they have no ownership.”
In Sexobject (1979) Schouten’s head is
completely wrapped in bandages. She is wearing
a black corset affixed to a large metal frame by
means of elastic bands. She thrusts forward
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against her fetters, trying to reach balloons filled
with ink with a whip, while loud reactions from
the audience become part of the performance.
Schouten whips hard at the balloons until the
black ink drips down over an inscription on the
wall reading “how does it feel to be a sexobject.”
Then she frees herself from her fetters and the
corset and stands naked before the wall. Slowly
she unwinds the bandages and reveals her face
and her gaze.

Elaine Shemilt
1954, Velka Britanie United Kingdom

Elaine Shemilt Zije a pracuje v Edinburghu. Sva dila
tvori riznymi technikami, jsou mezi nimi instalace,
sochy, malby, grafika, video ¢i performance. Dilo
ACME vytvorila jesté jako studentka v roce 1976.
Vyfotografovala se naha a od hlavy az k paté
svazana. Zrod dila vysvétluje takto: ,, Vytvorila jsem
ho v reakci na sérii prednasek byvalého vedouciho
ateliéru socharstvi na Slade School of Art v Lonadyné,
ktery pri jedné z prednasek uvedl, Ze Zena nemdize
zarovern fungovat jako umélkyné a jako Zena.“ Déle
dodava: ,,Jde o jakysi tichy protest [...] Cilem bylo
vytvorit natolik nadéasové dilo, Ze se s nim budou
moci ztotoZnit vSechny Zeny a kaZda z jinych divodd.
Vim, Ze mnoho mladych Zen v té dobé bylo bud’
rozzurenych, nebo hluboce deprimovanych. Tehdy
Jjsem se pratelila s Helen Chadwick, smaly jsme se
tomu a zaroveri se snaZily proti tomu bojovat.

Edinburgh-based artist Elaine Shemilt works with
a variety of media, such as installation, sculpture,
painting, printmaking, video and performance.
While still a student in 1976, she created her work
ACME, for which she photographed her naked
body, tied up from head to toe. As she explains
the work’s genesis, it “was made in response to
a series of lectures given by the former head of
the sculpture department at the Slade School of
Art in London, who stated in one of the lectures
that a woman could not function as both an artist
and a woman.” She elaborates: “It was a sort of
silent protest [...] the aim was to make the artwork
timeless for all women to identify with for their
own reasons. | know that at the time many young
women were either infuriated or very depressed.
| was friendly with Helen Chadwick in those days
and we used to laugh about it and do our best to
fight back.”



Cindy Sherman

1954, USA

Cindy Sherman se od poc¢atku sedmdesatych let
vénuje tvorbé souboru inscenovanych fotografii,
na nichz si prisvojuje rGizné role a postavy,
v mnoha pfipadech spojené s fiktivnimi pribéhy.
Sherman projevovala mnohem hlubsi koncentraci
a rozhodnost, nez byva u mladych umélcli obvyklé.
Kazda faze jeji prace se vyvinula z té predchozi
s témér neliprosnou logikou. Obzvlast vyrazné je
odhodlani, s nimz uz jako studentka sledovala svou
vlastni cestu.

V jejich predstavach a technikach
se od samého pocéatku vyskytovaly narativni
a konceptudlni prvky spolu s filmovym
a performativnim pohledem. Rané dilo Cindy
Sherman muzeme rozdélit do tri fazi. Zpocatku se
soustredila na tvar; pomoci make-upu a mimiky
se naucila pracovat s Sirokym vyrazovym
rejstrikem lidského obliceje, jako napriklad v dile
Untitled (ABCDE) (Bez nazvu — ABCDE, 1975).
Potom zacala vytvaret charakteristické figury
z fotografického papiru. Svoje postavy z néj
vystrihovala jako ,,panenky®. Tuto techniku vyuzila
napriklad v dile Untitled (Murder Mystery People)
(Bez nazvu - Lidé z detektivek, 1976/2000). Soubor
fotografii vypravi hollywoodsky pfibéh ve stylu
Agathy Christie s radou typizovanych postav. Ve
vSech 17 rolich vystupuje Sherman a fotografuje
sama sebe. Ve treti fazi vytvorila Sherman
nékolik respektovanych spolecenskych studii.
Na fotografii Untitled (Doctor and Nurse) (Bez
nazvu — Doktor a sestra, 1980) ukazuje, jak sestra
zbozZnuje Iékare.

Since the early 1970s, Cindy Sherman has been
making her series of staged photographs, in
which she slips into various roles and characters,
in many cases associated with fictional narratives.
More than most young artists, Sherman evinced
great focus and a clear sense of purpose. Each
phase of her work evolved out of the previous one
with an almost inexorable logic. Especially striking
is the determination with which she charted her
own path while still a student.

From the outset, her ideas and techniques
combined narrative and conceptual elements with
a filmic- and performative vision. Sherman’s early
oeuvre may be divided into three phases. At
first her focus was on the face; she learned
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to probe its wide-ranging expressive potential
using makeup and mime like in Untitled (ABCDE)
(1975). Then she cut characteristic figures out

of photographic paper. Sherman used this
method of cutting out her characters as “dolls”
on photographic paper in for example Untitled
(Murder Mystery Peopl/e) (1976/2000). In this series
she tells a Hollywood story in the style of Agatha
Christie with a number of clichéd characters.
Sherman performs in all 17 roles and photographs
herself. In the third phase, Sherman created some
respected social studies. The photograph Untite/d
(Doctor and Nurse) (1980), shows a nurse adoring
the doctor.

Penny Slinger

1954, Velka Britanie United Kingdom

Penny Slinger ve svych dilech ¢asto s ironii
a humorem postuluje Zenskou sexualitu jako
rovnou té muzské. Nevaha pritom vyuzivat viastni
sex-appeal a vysvétluje: ,,VV té dobé byl velmi
duleZity status Zenské sexuality. Abych rekla pravadu,
v pod'staté se nepredpokiadalo, Ze by si Zeny mohly
uzivat sex. Néco ve smyslu ,zavrete oc¢i a myslete na
Anglii: Lidé si mysleli, Ze by Zeny mély byt podrizené
muzam.

Ve fotografickych kolazich z roku 1973 se
Slinger predstavuje jako nevésta ve svatebnim
dortu. Krajeni dortu pritom ztotoznuje s defloraci
b&hem svatebni noci. Na jednom snimku ze série,
/CU, Eye Sea You, | See You (ICU, Oko more ty, J&
té vidim), ma pred vaginou velké oko a obli¢ej si
zakryva rukama. Vagina/oko se stavéa aktivni silou,
ktera odpovida na pohled divaka a ovlada ho.

Penny Slinger’s works posit female sexuality as
having the same rights as male sexuality, often
using irony and humor. She is willing to make use
of her own erotic attraction, and she explains:
“An important matter at the time was the status
of female sexuality. To be honest, there was
almost no understanding that women might
enjoy sex. It was like ‘close your eyes and think
of England.” People thought that women should
be subordinate to men.”

In photo collages of 1973, Slinger presents
herself as a bride in a wedding cake. The artist
equates the cutting of the wedding cake with the
deflowering of the wedding night. In one picture
in the series, /CU, Eye Sea You, | See You, she has



placed a large eye in front of her vagina, while
covering her face with her hands. The vagina/eye
becomes an active force that replies to and
controls the gaze of the beholder.

Annegret Soltau
1946, Némecko Germany

V dilech Annegret Soltau se opakuji témata
jako sebepoznani, materstvi a vék. Vétsina

z nich pristupuje ke konceptu Zenského ja jako
poskozeného, hledajiciho a transformuijiciho.

Pro svou performativni fotografickou sérii
Selbst (Ja, 1975) si ovazovala tvar tenkym svazkem
¢ernych niti. Na zacatku akce plsobi ,,kokon® jen
nendpadné, ale kompletné zavazana tvar vzbuzuje
mnohem znepokojivéjsi pocity. Na poslednich
dvou fotografiich ze ¢trnacti umélkyné striha nité
ndzkami a uvolnuje si tak obli¢ej. Soltau prirovnava
kokonovité ovazovani, které se objevuje v jejim
dile, k prirodnimu procesu kukleni. Ten totiz také
vrcholi destrukcei, diky niz vznika néco nového.

V kresbé Umschlossene (Sevrena, 1973) je
vladkno tak silné, Ze obepina télo jako tézké roucho.
Tvar Zeny je klidna a bez vyrazu, zatimco se jako
had oviji kolem jejiho téla valcovity limec a ztéZuje,
pfimo znemoznuje svobodu jejiho pohybu.

Themes like self-experience, motherhood, and
age recur in Annegret Soltau’s artworks, the
majority of which explore notions of the female
self as damaged, searching, and transforming.

For her performative photo series Se/bst
(Self, 1975), she bound her face with a thin strand
of black thread. While the initial stages of spinning
the “cocoon” generate only a subtle impact, the
effect of the completely bound-up face is much
more disturbing. In the last two of the fourteen
photographs the artist cuts the threads with
a pair of scissors, thus freeing her face. Soltau
compares the cocoon-like envelopment in her
work to the process of pupation in the natural
world, which also culminates in destruction that
allows something new to emerge.

In the drawing Umschlossene from
1973, the string is so thick that it wraps around
the upper body like a heavy garment. The
woman’s face is calm and expressionless as the
plump and sturdy coil vigorously winds around
her body, hampering her freedom to move and
fixing her in a motionless posture.

Betty Tompkins

1945, USA

Betty Tompkins vytvarela v letech 1969 az 1974
technikou americké retuse velkoformatové,
fotorealistické obrazy nazvané Fuck Paintings
(Sukaci obrazy). K tématu se v roce 2003 vratila.
Nemilosrdné, avSak bez moralizovani, zobrazuje
sexudlni scény v extrémnim detailu. Penetrace
a masturbace jsou tak monumentalni, Ze jsou
zaroven realistické i abstraktni. ,,Uvédomila jsem
si, Ze pokud oriznu vSechny identifikatory — hlavy,
ruce, nohy atd. — mohu vytvorit krasné abstrakini
obrazy z té nejvic inkriminované casti fotografie,
coZ je samozrejmé ta explicitné sexualni.” Stejné
jako Judith Bernstein, Anita Steckel a Louise
Bourgeois, které v roce 1973 zalozily skupinu
Fight Censorship (Boj proti cenzure, FC), také
Tompkins kritizuje skutec¢nost, Ze v muzeich
jsou k vidéni nahé pouze Zzeny, muzska nahota
zUstava zcela skryta.

Jeji dila jsou dodnes predmétem
cenzury a bojkott vystav. Sirsimu publiku byla
zpristupnéna teprve v roce 2002 diky vystavé
v New Yorku.

Betty Tompkins created between 1969 and
1974 large-format, photo-realistic airbrush
paintings titled Fuck Paintings. A topic that she
resumed in 2003. Unsparing but also without
taking a moral position, she shows sex scenes
in extreme close-up. You can see penetrations
and masturbations that are presented so
monumentally that on the one hand they

are realistic and on the other hand abstract.

»| realized that if | cut off all the identifiers —
heads, hands, feet, etc. — | could create these
beautiful abstract images out of the part of the
photograph that most compelling which, of
course, was the explicit sex part.” Like Judith
Bernstein, Anita Steckel and Louise Bourgeois,
who founded the Collective Fight Censorship



(FC) in 1973, Tompkins also criticizes the fact
that in museums only women were portrayed
naked, but the male nudity was completely
hidden. To this day, Tompkin‘s works are subject
to censorship and exhibition boycotts.

It took until 2002 that her work was
made accessible to a wider audience through
an exhibition in New York.

Regina Vater
1943, Brazilie Brazi/

Regina Vater se narodila v Brazilii,

v sedmdeséatych letech se prestéhovala do

New Yorku a v roce 1979 tam usporadala prvni
vystavu brazilskych avantgardnich umélct. Ve
svych feministicky zamérenych pracich se vénuje
otadzkam kultury a identity, ale také se kriticky
zabyva brazilskym vojenskym rezimem. Kvuli
svému dilu 7/na America (1975) vklouzla do 12
raznych klisé Zenskych postav brazilské stredni
tridy sedmdesatych let: od usedlé hospodynky

s koralky na krku po sexy vampa s hlubokym
dekoltem ¢i farméarovu Zenu s $dtkem na hlavé.
Podobné jako mnohé dalsi umélkyné té doby,
jejichz dila jsou soucasti této vystavy, napriklad
Marcella Campagnano, Cindy Sherman a Martha
Wilson, upozorriuje i Vater na skute¢nost, ze
jednorozmérné prisuzovani spolecenskych roli
Zzenam musi skondcit.

Born in Brazil, Regina Vater moved to New York in
the 1970s, where she showed the first exhibition
of Brazilian avant-garde artists in 1979. In her
feminist work, she is dedicated to the issues of
culture and identity, but also deals critically with
the Brazilian military regime. For her work 7/ina
America (1975), she slips into 12 different clichéd
female roles of the Brazilian middle class of the
1970s: from the staid housewife with a pearl
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necklace to the sexy vamp with a deep-cut
décolleté to a farmer’s wife wearing a headscarf.
Like many women artists of her time who can

be seen here in the exhibition, among others
Marcella Campagnano, Cindy Sherman, and
Martha Wilson she draws her attention to the
fact that the one-dimensional role attribution

of society to women must be broken.

Hannah Wilke

1940-1993, USA

V sedmdesatych a na po¢atku osmdesatych
let vytvorila Hannah Wilke sérii videokazet

s performancemi, v nichz se zabyvala
vétsinou otazkami genderu a mocenskych
struktur prostrednictvim drzeni téla, p6zovani
a gestikulace.

V dile Super-T-Art (1974) predvadi své télo
ve dvaceti rliznych postojich. Za¢ind postojem
Mari Magdalény a pres rGizné pin-up pozice dojde
az k vyobrazeni JeziSe Krista. V roce 1978 Wilke
napsala: ,,Super-T-Art je slovni hricka se slovy super
a tart, jako Jesus Christ Superstar. Riksém tedy
,Soup-T-Art‘ nebo ,Super Tart; tart jako coura, Upiné

prvni prostitutka v uméni.“

In the 1970s and early 1980s, Hannah Wilke made
a series of performance videotapes, in which
she often explored issues of gender and power
structures through posturing, posing, and gesture.
For her work Super-T-Art (1974), she
shows her body in twenty different poses. These
begin with Mary Magdalene, and then the show
goes through various pin-ups to a depiction of
Jesus Christ. In 1978, Wilke wrote, “’Super-T-
Art’ was a pun on ‘super’ and ‘tart, like Jesus
Christ Superstar. So | said ‘Soup-T-Art’ or ‘Super
Tart, tart, as in prostitute, like the very first
prostitute in art.”



Martha Wilson

1947, USA

Martha Wilson se zabyva stereotypy a normami
krasy. Jeji fotograficko-textové dilo Breast Forms
Permutated (Permutované prsni formy, 1972)
zobrazuje diagram prsou deviti rliznych Zen.
Texty poskytuji komentar k rdznym tvardm -
»kuzelovité (dolni) sférické (diagonalni) nebo
povislé (naproti)®, atd. Text kon¢i: ,,Dokonalé sada
se nachazi uprostred.“ Wilson ve svych fotografiich
a videich zkouma svoji vlastni Zenskou subjektivitu
prostrednictvim hrani roli a kostym0. Upozornuje
pfitom na rozdily mezi nasim skute¢nym vzhledem
a vnimanim sebe sama.

V dile A4 Portfolio of Models (Portfolio
modell) predstavuje Sest modelll Zenskosti
a v doprovodnych textech popisuje rozdily mezi
bohyni, hospodyrikou, pracujici divkou, lesbou,
profesionalkou a matkou Zivitelkou. Sama
umélkyné o své praci rika: ,Jsou to modely, které
mi spolecnost nabizi. VSechny jsem si je postupné
vyzkousela, abych zjistila, jak mi sedli.“

Martha Wilson explores stereotypes and norms
of beauty. Her photo-text work Breast Forms
Permutated (1972) shows the breasts of nine
different women arranged to form a diagram.
The text comments on the different shapes—
“conical (down) spherical (diagonal), or pendulous
(across),” etc. The text closes: “The perfect set
is located in the center.” Using role-playing and
costumes, Wilson’s photos and videos research her
own female subjectivity. She draws our attention
to the disparity between actual appearance and
our perception of ourselves.

In A Portfolio of Models she presents six
models of femininity and adds accompanying
texts describing the differences between
a goddess, a housewife, a working girl, a lesbian,
a professional, and an earth mother. The artist says
about her work: “These are the models society
holds out to me. At one time or another, | have
tried them all on for size, and fit.*

Francesca Woodman
1958-1981, USA

Umélecka kariéra Francescy Woodman zacala,
kdyz ji bylo pouhych tfinact let. V letech 1975

az 1978 studovala na Rhode Island School of Design
v Providence. Jeji dilo zahrnuje ¢ernobilé fotografie,
videa, blueprinty, kresby a nékolik autorskych knih.

Ve svych autoportrétech predstavila
Woodman své télo ve vztahu ke konkrétnim
exteriéram a interiérim. Uprostred téchto casto
opusténych prazdnych prostor jeji té€lo nékdy
vypada jako zapomenuta rekvizita. Neustale
osciluje mezi pritomnosti a nepfitomnosti a nikdy
se ji nelze skute¢né dotknout — vymezuje se vuci
klasickému zanru fotografie. Jeji melancholické
zjeveni. To, co tam vidime, neni nikdy tak docela
Zivé, ani Gplné mrtvé.

Francesca Woodman'’s career as an artist began
when she was only thirteen years old. From 1975
to 1978 she studied at the Rhode Island School of
Design in Providence. Her work includes black-and-
white photographs, videos, blueprints, drawings,
and several artist’s books.

In her self-portraits, Woodman presented
her body in relation to specific interior and exterior
spaces. In the midst of these often abandoned
empty spaces, her body sometimes looks like
a forgotten prop. She continually oscillates
between presence and absence, and is never really
tangible—marking a break with the classical genre
of photography. Woodman’s melancholy spaces
can become the scenes of uncanny apparitions.
What we see there, is never quite alive, and never
quite dead.

Nil Yalter

1938, Egypt

Nil Yalter se v roce 1965 prestéhovala z Istanbulu
do Parize. Nové prostredi ji privedlo k reflexim
kultury, kterou opustila, a pocitu ,jinakosti®, ktery
sdilela s jinymi ,nezapadnimi“ lidmi. Ve videu



nazvaném La Femme sans téte ou La Danse du
ventre (Bezhlava Zena neboli brisni tanec, 1974)

si Yalter na vlastni bricho piSe citaty o erotice

a civilizaci z dila francouzského basnika, historika
a etnologa Reného Nelliho. Kdyz tanci, text

o mrzaceni pohlavnich organ( (a o dalSich vécech)

se rozpohybuje a slova oziji.

In 1965, Nil Yalter moved from Istanbul to Paris.
This new environment led her to reflect on the
culture she had left behind and about the sense of
“being different” that she shared with other “non-
Westerners.” In the video La Femme sans Téte ou La
Danse du Ventre (The Headless Woman or the Belly
Dance, 1974), Yalter writes quotes on the subject
of eroticism and civilization by the French poet,
historian, and ethnologist René Nelli onto her own
belly. When she dances, the text, which addresses
genital mutilation (and other matters) begins to
move and the words come alive.
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