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A survey of feminist art from suffrage posters to The Dinner Party and beyond: “Lavishly
produced images . . . indispensable to scholars, critics and artists.” —Art MonthlyOnce again,
women are on the march. And since its inception in the nineteenth century, the women’s
movement has harnessed the power of images to transmit messages of social change and
equality to the world.From highlighting the posters of the Suffrage Atelier, through the radical
art of Judy Chicago and Carrie Mae Weems, to the cutting-edge work of Sethembile Msezane
and Andrea Bowers, this comprehensive international survey traces the way feminists have
shaped visual arts and media throughout history.Featuring more than 350 works of art,
illustration, photography, performance, and graphic design—along with essays examining the
legacy of the radical canon—this rich volume showcases the vibrancy of the feminist aesthetic
over the past century and a half.

"Art and Feminism is a handsome, meaty volume which provides an excellent overview or the
influence of feminist theory and politics on four decades of art my women artists...The sheet
heft of lavishly produced images will be indispensable to scholars, critics and artists."- Art
Monthly"Immensely important...a valuable resource."- Contemporary"Long overdue...an
indespensable read for everyone."- i-D"Beautifully designed, it is the first fully illustrated,
comprehensive survey of key feminist works and texts."- The Art Newspaper -- This text refers
to an alternate Paperback edition.--This text refers to the hardcover edition.About the
AuthorHelena Reckitt is chair of the Women's Art Library and a senior lecturer in curating at
Goldsmiths, University of London. --This text refers to the hardcover edition.
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Acknowledgments 272PrefaceMaria Balshaw, Director of TateI write this preface after a
weekend where the United Kingdom witnessed a feminist performance on an epic scale. Many
tens of thousands of women, in London, Glasgow, Newcastle, and from across the whole
country, became Processions—a mass-movement art performance marking 100 years since
partial suffrage was granted in the United Kingdom.This collective performance, with women
carrying and wearing banners and costumes in the purple, white, and green of the suffragette
movement, created a feminist spectacle that closed the center of London as both protest and
celebration. This two-fold orientation speaks of the gender conflicts of the past one hundred
years, and the issues and challenges that are still part of our now. A more than one-hundred-
year view is the admirable aspiration of this important text. This book reminds us, as
Processions does, how feminism has always been a plural and intersectional movement, even
if this has not always been acknowledged or properly addressed. The United Kingdom’s 1918
suffrage victory was, of course, a limited emancipation of some white women and too many
decades passed with change being felt in unequal measure across the differences of race,
ethnicity, sexuality, and class.The optimism of our now is that art and social mores are moving
in nonbinary directions and, as this book vividly documents, we see an ever more plural
feminist art practice meeting an engaged activism that seeks to shape an intersectional world
view beyond gender and other hierarchies. In seeking to represent over a century of change,
this collectively authored text allows us to see the long history of this kind of thinking in the
practice of artists and to notice the ellisions and omissions we now also need to own. In taking
us from the art of the original suffrage banners to the gender fluid activism of the present day,
The Art of Feminism sets out in plain language the, as yet, incomplete story of feminist



emancipation. We are all on that procession and there is still some way to go. As a feminist
Director of Tate, I salute the multiple and contested practices of artists working within the wide
variety of feminist paradigms traced by the authors and I commend the authors for their
determination to encompass many world views.ForewordXabier Arakistain, feminist curator,
Bilbao, SpainIt was only fifty years ago that, lifted by the feminist activism of the 1960s and
1970s, women became permanently and centrally involved in art theory and practice. It was in
that context, echoing Virginia Woolf’s proposition about women and literature in A Room of
One’s Own, that American art historian Linda Nochlin first applied the renewed feminist
perspective to art history with her now legendary article “Why Have There Been No Great
Women Artists?,” published in Artnews in 1971.Nochlin’s article revealed that art is one of the
institutions that reproduce the enduring sociosexual order that maintains and perpetuates
masculine hierarchy, which in those years came to be designated by a new term: the patriarchy.
Nochlin’s article inspired a series of studies, publications, and exhibitions devoted to recovering
female artists who had been ignored or undervalued by official art history. It also provided the
basis for a new paradigm of historiographical and curatorial practice that, at the risk of
oversimplification, aims to include women and their work in the discipline.Some felt this
approach was insufficiently transformative because it would fail to incorporate the knowledge
and political and social agenda of feminism. A decade later, in 1981, British art historians
Griselda Pollock and Rozsika Parker published Old Mistresses: Women, Art and Ideology, in
which they affirm that, contrary to popular belief at the time, women have always made art, and
had not been systematically erased from the history of art until the twentieth century. They add
that art made by women has been categorized as minor under the negative stereotype that
they lacked creativity and were therefore unable to contribute to or influence the course of art.
They stress that rather than merely being a means of excluding women, such stereotypes are
absolutely foundational in the current construction of the discipline of art history and its canons.
Therefore, they object to presenting the history of women in art merely as a struggle for
inclusion in institutions such as art academies. In their view, this approach conceals the ways
in which women have succeeded in making art in different contexts, despite being constrained
as much by their sex as their class. Moreover, they emphasize that if we only see women’s
history as a progressive struggle for inclusion against great odds, we are falling into the trap of
reaffirming the assumed, established, and often unconscious norms of the field as it has been
shaped by men and male dominance. Finally, Parker and Pollock openly question the belief
that women should fight for recognition in the current status quo, rather than focusing on
dismantling it. In Old Mistresses, they establish the basis for the question that Pollock would
ask in 1994, namely: “Can art history survive feminism?” She argues that, in her attempt to
understand the nature and effects of feminist intervention, she cannot confine herself to the
strict domain of the history of art and its discourse in the context of art history: to understand
the effect of feminism she has to go far beyond art historical critical and interpretative
schemas. In turn, Pollock’s perspective has also inspired another historiographical and
curatorial practice, focused on exhibiting and explaining the work of women artists from
positions and terms different from those of dominant art criticism—a practice that Pollock
herself has continuously explored. A valid objection to this approach is that the process of
reevaluating artworks made by women may in some instances lead to a lack of critical
appraisal of such works as a product of a specific patriarchal power relations.Those of us who
work in the field of art from feminist perspectives have witnessed how the crucial work of
Nochlin and Pollock is periodically reactivated. The Art of Feminism contains numerous echoes
of the debate alongside an extremely rich roster of thinkers and artists who worked, or are still



working, in the intersections between art and feminism. The first section of the book
demonstrates how the two positions are prefigured in the work of women prior to the women’s
liberation movement of the 1960s: On the one hand are those who appear simply to want to
add women into the art world, while on the other, are those such as Sylvia Pankhurst, Claude
Cahun, and Frida Kahlo, who appear to believe that the whole way of thinking that has
produced this exclusion must be fundamentally altered. The debates come into sharp focus in
the second section of the book, from the displacing of Jesus and his disciples with Georgia
O’Keeffe and other American women artists in Mary Beth Edelson’s work to the fragmentation
of femininity by Polish artist Alina Szapocznikow or Austrian Renate Bertlmann, and the need
to intersect structures of race and class with those of sex, as in the work of The Hackney
Flashers and Carrie Mae Weems. This intersectionality increases in the third section of the
book, after the fall of the Berlin Wall (1989) and 9/11 (2001), to highlight similar rifts between
the assimilation of women into existing structures and the demand for fundamental shifts in
culture. In conclusion, I would like to stress that, in the twenty-first century, we have learnt that
both Nochlin’s perspective and that of Pollock continue to posit two entirely relevant models for
feminist intervention in the art world, and can even complement each other in different projects
for art institutions.IntroductionHelena ReckittThis is the first book to present feminist
interventions in art and visual culture from the nineteenth century to the current era. By no
means an exhaustive history, and focusing primarily on the Western tradition, it nonetheless
shows how women moved from the art world’s margins to its centers. While claiming the
visibility and space that had long been denied them, female artists demanded the
transformation of the terms under which they had been excluded.We see women assert their
right to become subjects, and not just objects, of the gaze. The portraits created by female
modernists have an almost performative ambition, as if by depicting confident, dynamic female
subjects they might help bring about this longed-for liberation. Returning the gaze with a
vengeance, women imbued images of themselves and one another with curiosity and desire.
They experimented with masquerade and self-fashioning. “Masculine? Feminine? But it
depends on the situation. Neuter is the only gender that always suits me,” wrote Claude Cahun
of her and Marcel Moore’s staged photographs. “I will never finish removing all these
masks.”Suffragettes understood the contagious power of spectacle. Their dramatic processions
incorporated embroidered banners depicting allegorical figures of female heroism and grace.
Protestors were urged to dress elegantly, to wear white dresses, accessorized in the suffrage
color schemes: purple, white, and green in the United Kingdom; purple, white, and gold in the
United States. Designed to win hearts and minds, and to counter stereotypes of feminist
dowdiness, their campaigns were reproduced widely in newspapers. Half a century later,
women’s liberation activists also used mass media to disseminate their message. The 1970
anti-Miss World protest in London, during which Angry Brigade members pelted flour bombs at
the contestants, was broadcast live, reaching almost twenty-four million viewers. Feminists
drew sustenance from seeing, and being seen, together. Asked why she attended a women’s
liberation demonstration in 1971, one participant replied, “we wanted to come together and
look at each other.”Throughout the periods surveyed here artists have critiqued the degrading,
stereotyped, and fetishistic depictions of women that appear in art and popular culture.
Combining image and text in their work, they have experimented with strategies of
estrangement to highlight the constructed nature of gender. Some artists refuse to represent
women altogether. Hélène Cixous’s argument that women must write from the self and the
body resonated within feminist art circles. Evoking bodily experience, they made artworks that
disrupt deep-seated patriarchal divisions between reason and passion, mind and matter.



Filmmaker Laura Mulvey urged feminists to create “a new language of desire,” a call that artists
from Mary Kelly to Theresa Hak Kyung Cha have taken up. The psychoanalytical concept of
jouissance, an experimental practice that ruptures the male symbolic order, has been
generative for feminist art. That jouissance relates to the culturally feminine, rather than
biologically female, chimes with current understandings of gender fluidity. Contemporary artist
Heather Phillipson devises haptic installations that celebrate bodily functions, creating a state
of heightened excitement. Operating almost synaesthetically, tropes echo and rhyme across
screens, objects, and soundscapes. Like artists Carolee Schneemann and Joan Jonas before
her, Phillipson frequently explores relationships between human and nonhuman animals, and
is alert to the agency of objects and matter.Feminists have given symbolic value to denigrated
realms of female creativity and experience, from eroticism and sex work to friendship,
conversation, childbirth, and housework. By staging acts associated with domestic and
parental labor in the museum, artists such as Mierle Laderman Ukeles, Lea Lublin, and Lenka
Clayton highlight society’s reliance on this under-seen, undervalued work. Yet feminists have
contested the idea that women are inherently more nurturing, domestically inclined, or
peaceful than men. They recognize that naturalizing feminine activities, and suggesting that
they are performed as labors of love, only perpetuates feminized subjects’ exploitation and their
work’s devaluation.Where some feminist artists invent fictional and mythic characters with
whom to identify, others scour the past for evidence of creative women and female
relationships. Intergenerational calls-and-responses play out across artworks. Mary Cassatt’s
1893 mural for The Women’s Building imagines female exchanges over the eras. Decades
later, Miriam Schapiro includes a reproduction of one of Cassatt’s portraits in Mary Cassatt and
Me, 1975. Maud Sulter pays homage to nine black female muses, including novelist Alice
Walker and Ysaye Maria Barnwell from Sweet Honey in the Rock, in her 1989 Zabat series, its
title referencing forms of embodied knowledge including ritual and dance.The use of female
subjects and bodies has taken on new contours in online contexts. While feminist artists were
among those to criticize the internet’s military/industrial origins, many, including SubRosa, VNS
Matrix, and Lucy Kimbell, were key particpants in the Netart movement of the 1990s in which
art was circulated, and often made, online. They responded to the internet’s potential for
initiating more expansive forms of communication and collaboration, intimacy, and identity.
Recently, however, Net optimism has given way to Net cynicism. Feminists have critiqued the
internet’s commodification of all aspects of life and subjectivity, highlighting its increasingly
predictive and preemptive operations. Hito Steyerl is among artists who explore how to
withdraw from the internet’s regime of surveillance, as well as how to inhabit it critically and
disruptively. Meanwhile, artists such as E. Jane and Sondra Perry deploy fictional personae
and avatars both to play with and disrupt assumptions about gendered and racial
identities.Heather Phillipson, EAT HERE, 2015–16Animated with objects that evoke the
intensive effects of activities ranging from tennis, sex, and excessive consumption, to being
caught in the rain, the rotunda of the Schirn Kunsthalle Frankfurt becomes a circulatory system
in Heather Phillipson’s EAT HERE. COMMISERATIONS!, a looped video at the installation’s
center, depicts a beating heart, underlining the mood of sensory overload, vulnerability, and
risk. Sampling the languages of poetry, experimental film, pop art, hip-hop, and social media,
Phillipson’s work generates haptic responses that surpass the cognitive.Sondra Perry,
Resident Evil, 2016Microscopic projections of the artist’s skin cells, pulsating like lava or
flames, form a backdrop to Sondra Perry’s exhibition. LCD monitors mounted on bicycle
workstations encourage visitors to exercise while they watch, contrasting the wellness
industry’s insistence on productivity and self-management with the vulnerability of the black



lives evoked. Videos incorporating found footage, including smartphone videos taken by
witnesses of police brutality, underscore how social media is haunted by images of black death.
A 3D avatar based on Perry’s features suggests a more resistant response to AI capture that
exceeds the flattening produced by existing formats: “We’re the second version of ourselves
that we know of,” it intones, “rendered to her fullest ability,” with limits, as she “could not
replicate her fatness in the software that was used to make us.”Candice Lin and Patrick Staff,
Hormonal Fog, 2016Vapor made from extracts of licorice and black cohosh, plants known to
suppress the body’s production of testosterone, creates a slow-forming cloud in Hormonal Fog.
Installed in the exhibition LESBIAN GULLS, DEAD ZONES, SWEAT AND T, within a hexagonal
frame mimicking benzene’s chemical compound, the work alludes to contemporary practices of
biohacking and gendered self-determination. Incorporating unofficial genealogies of botanical
knowledge, the work evokes the permeability of bodies and subjectivities, and the
transmissibility of affects across human and nonhuman agents.Reflecting how business profits
from human data trails, and mimicking venture capitalist practices, in 2014 Jennifer Lyn
Monroe incorporated herself as JLM Inc. She evaluated and issued shares in her material and
intangible assets and raised capital based on her potential success. Similarly, Erica Scourti
attempts to repurpose platforms of networked capitalism. Her “live twitter bot with feelings,”
Empathy Deck, responds to its followers’ tweets by sending them one-of-a-kind empathy cards
that combine images and inspirational text. For her 2014 book The Outage, Scourti gave a
writer access to her online passwords and accounts, on which he then drew to ghostwrite her
memoir. We see related tactics of hyperbolic mimicry in the work of other artists, including
Andrea Fraser and Tanja Ostoji�rå66÷W ti likens her approach to Paul B. Preciado’s account of
self-administering testosterone as a form of overidentifying with “pharmacopornographic
capital.” Preciado’s understanding of bodies as a locus of chemical, hormonal, and cosmetic
modification finds resonance in Candice Lin and Patrick Staff’s Hormonal Fog, 2016, in which
testosterone-reducing, plant-based tinctures are pumped into the gallery foyer. Transgender
politics are nonetheless a lightning rod for contemporary feminist debate. Faultlines have
emerged between trans-exclusionary radical feminists (TERFS) who insist that only people
born as women can lay claim to that gender, and other feminists who see claiming trans or
nonbinary gender identity as a central tenet of the feminist struggle for self-determination.For
the 2016 online curatorial project URL IRL members of the black female collective
sorryyoufeeluncomfortable collaborated with curator Francesca Altamura to ask where the
internet ends and the real world begins. Discussing the program, artist and cocurator Deborah
Findalter highlighted the unequal ways that black female bodies circulate online. Where content
generated by black women often goes viral, those women rarely receive recognition or pay for
their meme-ified images and words. In Zarina Muhammad’s Digjihad, 2015, a work included in
the program, leotard-clad women dance over videos of military and terrorist actions—stitched
together from a compilation including iPhone footage, CCTV, computer games, and state and
terrorist propaganda. Mischievously jamming viral tropes, including GIFs, emojis, and bhangra
dance moves, Muhammad calls out the contagious nature of macho glamorizations of
violence.While hypersexualized representations of black female bodies circulate as
commodities online and off, the perspectives of women of color are often sidelined. “White
feminism has failed the true test of feminist solidarity,” Myriam François-Cerrah wrote in 2014,
treating non-Western critiques as “quaint contributions permitted to confirm the eternal truth of
Western supremacy.” Meanwhile, the goal of female liberation is used to justify imperialist wars
and occupations, with women from the Arab world stereotyped as passive victims and grateful
recipients of Western aid. Some artists have developed strategies that aim to challenge white



supremacy. Trinh T. Minh-ha makes experimental films in proximity to, rather than on behalf of,
subaltern individuals and groups. Using the hypervisibility of Hollywood, in Love Story (2016),
Candice Breitz cast celebrity actors to narrate the accounts of people who had fled their homes
due to sexual and gender prejudice and violence. On an institutional level, resonating with
Flavia Dzodan’s mantra, “My feminism will be intersectional or it will be bullshit,” arts
organizations have initiated activities that foreground global feminist struggles. The Showroom
has developed its artist commission program in collaboration with community groups in
London, including a woman’s shelter and Justice for Domestic Workers. In 2017, basis voor
actuele kunst (BAK) in Utrecht launched Propositions for Non-Fascist Living, a research
itinerary designed to contest the normalization and internalization of fascisms, and to institute
new realities.The sustainability of an art world that relies on feminized labor—care, passion,
flexibility, communication—while making it hard for many workers in the sector to support
themselves, is of increasing feminist concern. While continuing to pressurize institutions into
giving fairer representation to artists from diverse backgrounds, feminists also question the
logic of participating in a system that undermines their ability to care for themselves and
others. Céline Condorelli, Park McArthur, Raju Rage, and A.L. Steiner are among artists who
highlight the networks of kinship and mutual aid that enable cultural and social survival.
Curators and organizational directors are realizing that it is not enough to exhibit feminist art
and program feminist content if the host institution’s values contradict the politics on show.
Binna Choi, Director of Utrecht’s CASCO, argues that the “back” of purportedly radical
institutions needs to reflect more accurately their public “front.” For Site for Unlearning (Art
Organisation; 2014–ongoing), Choi and her coworkers collaborated with artist Annette Krauss
to interrogate ingrained institutional behaviors. They concluded that their preoccupation with
being busy and productive had created exploitative conditions for themselves and those they
worked with that emphasized productivity over collective care. Through “unlearning exercises”
they sought to make the maintenance activities that supported the organization more visible,
valued, and equitably distributed.Feminism can be adapted and diluted to mean different things
to different people. To rediscover feminism’s radicalism and relevance, artists today revisit
feminist art, thinking, and activism history. Sharon Hayes describes her artworks, which often
restage events from queer feminist history, as “placeholders” that try to keep earlier moments
of political promise alive. Alex Martinis Roe, whose art establishes feminist genealogies and
forges intergenerational feminist networks, works in a spirit of “dutifully undutiful” feminism.
“Fans of feminism” is art historian Catherine Grant’s term for the combined playfulness,
reverence, and critique with which artists revisit feminism’s past. By creating feminist cultures
and awakening feminist subjectivities, their art helps us to understand and imagine the world
differently.Part 1Suffrage and Beyond1857–19491 Femininity and Freedom:From Being Seen
to Being Heard 14Art Schools and the Women’s Art Education Boom 24Early Women
Photographers 28The Woman Artist: Dressing the Part and Self-Image 322 The March of the
Women: Visualizing Suffrage 36The Suffrage Atelier 46Exhibiting Feminism 50Suffragist
versus Anti-Suffragist—Visual Conflict 563 To War and To Work:On the Battlefield and in the
Factory 58The Power of the Poster 68Women Behind the Lens 724 A New Woman
Emerges:Pushing Boundaries, Celebrating Difference 74Tamara de Lempicka—Style and
Substance 84The Modern Woman in Magazines 881Femininity and FreedomFrom Being Seen
to Being HeardEntering the male domain. From the masculine attire to the lit cigarette, this
unattributed illustration from the British Pick-Me-Up magazine ca. 1900, plays to the frequent
visual stereotypes associated with the ”New Woman“ of the late nineteenth century.
Regardless of the consternation of her male traveling companions, it is an image that reflects a



growing desire among many women to challenge the proscribed Victorian feminine ideal of the
”angel of the home“ and to seek out the same opportunities and spaces as men.“To really
excel in Art one should live for that alone, is her opinion, though unfortunately this is rarely, if
ever possible to a woman, who has many calls upon her time and energy and is not often able
to give herself up entirely to her career.”Mary Ellen Edwards, in an interview in The Girl’s Own
Paper, 1907When a group of avant-garde artists exhibited for the first time in Paris, in 1874,
and under the name The Anonymous Society of Painters, Sculptors, Engravers, etc., the art
world was bewildered. The unnatural colors were baffling, the stippling and unfinished daubing
surely a mistake? Two years later, at another of the group’s exhibitions, art critic Louis Leroy
derided Claude Monet’s Impression, Sunrise, as inferior to wallpaper, while French newspaper
Le Figaro wrote dismissively of “an exhibition of what is said to be painting . . . Five or six
lunatics, of whom one is a woman, have chosen to exhibit their works. There are people who
burst into laughter in front of these objects. Personally I am saddened by them.”The female
“lunatic” was Berthe Morisot, who had grown up in a bourgeois family where she had received
private art lessons. Showing conspicuous talent, she studied under the Barbizon painter Jean-
Baptiste-Camille Corot, became a copyist at the Louvre, and began to exhibit her work,
eventually attracting the attention of the art dealer Paul Durand-Ruel, whose championing of
the impressionists—as this group of artists came to be known—would be the driving factor in
their eventual success. Another prominent female member of the group was the American
Mary Cassatt, responsible, through her high-society connections, for introducing impressionist
art to an enthusiastic American audience. These women were exceptional, not just because of
their artistic talent, but because of their status as professional artists.Until this time, art was
simply part of an arsenal of feminine accomplishments women were expected to learn, not a
skill with which to build a career and gain public recognition. Women’s magazines and
instruction manuals regularly suggested drawing as a hobby to their readers. Godey’s Lady’s
Book, with a circulation of 150,000 in the United States during the 1860s and 1870s, featured
“A Course of Lessons in Drawing,” though more pages focused on needlework and decorative
art for the household. In 1842, British writer Sarah Stickney Ellis addressed the subject of art
and its benefits to young women in Daughters of England, one of four popular advice manuals
she authored: “Amongst these advantages” she wrote “I will begin with the least—it is quiet. It
disturbs no one; for however defective the performance may be, it does not necessarily, like
music, jar upon the sense. It is true, it may when seen offend the practised eye; but we can
always draw in private, and keep our productions to ourselves.”Underpinning each of Ellis’s
books was the firm belief that, as a wife and mother, a woman’s prime purpose in life was to
instill strong moral values and Christian beliefs into the next generation and, consequently, any
learning or cultivation of talents was exercised purely within the framework of family obligations.
In her previous manual, Women of England, Ellis had suggested that women might earn
money from such dainty pastimes as engraving or drawing embroidery patterns. It was clear
from such periodicals that women’s innate creativity was in no doubt. For generations, across
the globe, women had been makers of tapestries, quilts, samplers, rugs, and clothes. But there
is no suggestion that a woman might practice what was considered “fine art,” or that she could
seek formal training and perhaps exhibit her paintings in public. While women continued to
practice art without tuition or professional encouragement, they remained invisible with little
opportunity to improve or to challenge the status quo of the male-dominated art world. But the
following decades would see persistent attempts to challenge this monopoly, a movement that,
unsurprisingly, was to dovetail with a growing political activism culminating in the very visible
campaign for female suffrage at the end of the nineteenth century.Around the same time Sarah



Stickney Ellis was disseminating her vision of the Victorian feminine ideal in Britain, a young
woman in Paris was frequenting abattoirs and veterinary schools, in order to pursue her own
creative ambitions. Rosa Bonheur, who specialized in animal painting, became one of the most
famous artists of the nineteenth century. She began to exhibit in 1840 and, by 1855, had
produced her best-known work, The Horse Fair. Bonheur subverted all traditional
preconceptions of the “feminine” artist. With a permit to do so from the French government, she
wore trousers, boots, and a smock while out sketching, claiming they were practical and
allowed her some camouflage in such a male environment. She remained unmarried, living
instead with two women—her childhood friend Nathalie Micas until Nathalie’s death in 1889,
and in her latter years, another artist, Anna Klumpke. Bonheur had no qualms over earning a
substantial income, commenting, “I mean to earn a good deal of ‘filthy lucre’ for it is only with
that you can do what you like.” Clearly understanding the relationship between financial
security, independence, and creative freedom, hers was a declaration that bore particular
resonance at the time. In the 1850s, married women, regardless of their wealth prior to
marriage or of any subsequent earnings or inheritance, legally owned nothing, with all money
subsumed under their husbands’ names.Berthe Morisot, The Sisters, 1869Morisot, at the
center of the impressionist circle, and with a successful career lasting thirty years, frequently
used family members as sitters, visiting themes of domesticity, motherhood, familial ties, and
contemporary fashions, rendered in a loose and spontaneous style. The color white featured
prominently in many paintings, including this one, in which her sisters Yves and Edma, in
matching dresses, are pictured with a Japanese fan and framed fan design, hinting at the
fashionable, bourgeois tastes of the period.Rosa Bonheur, The Horse Fair, 1855Rosa
Bonheur’s status as one of the nineteenth-century’s greatest painters was sealed with this
immense canvas. Measuring a vast 16 x 8 ft (4.9 x 2.4 m), it caused an artistic sensation when
exhibited at the Paris Salon in 1855. Later that year, the art dealer Ernest Gambart bought the
painting and toured it around Britain, including a private viewing at Windsor Castle at the
request of Queen Victoria. The painting’s ambitious size and muscular dynamism proved there
need be no limitations on the subjects women chose to portray.Elizabeth Thompson, Lady
Butler, The Roll Call, 1874When The Roll Call was exhibited at the Royal Academy in 1874, a
policeman was engaged to control the crowds desperate to see this new kind of military
painting, which gave a sympathetic portrayal of the suffering of the ordinary soldier. Despite her
popularity, Lady Butler had endured the challenges facing many women painters during this
period. As an art student, she had felt such frustration at the endless drawing of plaster casts
at the Female School that she paid for a private life class complete with an ”undraped female.“
She was rejected as a member of the academy three times between 1879 and 1881.Violet
Oakley, Study for ”Divine Law,” ca. 1917Oakley studied art under Cecilia Beaux at the
Pennsylvania Academy of the Fine Arts and then under the tutorship of illustrator Howard Pyle
at Drexel University. Pyle, recognizing her strong graphic talent, encouraged her to take up
mural painting. This design, interweaving celtic style lettering and art nouveau figures, was one
of a series of murals she painted for the Supreme Court Room in the Pennsylvania State
Capitol in Harrisburg, the first public commission of its kind carried out by a woman.In July
1848, in the United States, Elizabeth Cady Stanton and a group of female Quakers organized a
convention at Seneca Falls in New York, which served as the first public discussion of women’s
rights. Debating a number of issues concerning women’s moral, social, and political rights, the
meeting ended with one hundred signatories to a Declaration of Sentiments in which women’s
right to vote was a central argument. In 1855, Massachusetts became the first state in America
to pass its own Married Women’s Property Act, allowing married women to own and sell real



and personal property, to control their earnings, to sue, and to make wills. A few months later, a
parliamentary petition in Britain gathered 26,000 signatures in support of reform of married
women’s property laws. Prominent among the organizers of this campaign was Barbara Leigh
Smith (later Bodichon), an artist herself, and Bessie Rayner Parkes, founder of the feminist
English Woman’s Journal in 1858. The petition failed to make an impact, but was the beginning
of a growing tide of political challenge. However, married women in Britain would have to wait
until 1870 for the first women’s property act to be made law, and a further twelve years before
an act that gave them parity with their husbands.It is significant that so many women artists,
such as Barbara Leigh Smith, were at the vanguard of agitation for this change, and natural
that they should also campaign for equality within their profession. Here were women who had
left the notion of the lady amateur behind and who were exhibiting and selling their work,
carving out a rightful place within the art world. To hone their craft, more affluent aspiring
women artists would travel, often in pairs or groups, to Europe—to Paris, Rome, or Munich—
where they might study with private tutors and absorb the culture. In Britain, the schools of the
Royal Academy (RA) were considered the pinnacle of art training but even though two women,
Angelica Kauffman and Mary Moser, had been foundation members, no female members had
been elected since, nor could women enroll to study there. In 1860, Laura Herford gained
admission, simply because the drawings she submitted for the entrance exam were signed
with only her initials. With her gender cloaked, and judged on her art alone, her application was
a success, much to the bemusement of the male academicians who could find no rules to deny
her entry. What should have been a trailblazing moment stuttered to a halt in 1863, however,
when it was voted by the academy that no further female students should be admitted. To keep
quotas up, a further handful of women were admitted in 1867, but it was not until 1922 that
another woman, Annie Swynnerton, was elected as an associate member, while Dame Laura
Knight became the first woman to be elected a full member in 1936. Women wishing to study in
Paris, considered the epicenter of the artistic world, fared little better; they were not allowed to
attend the École des Beaux-Arts, the country’s leading art academy, until 1897. In comparison,
women artists in the United States found their art schools more receptive. The portraitist Sarah
Peale and her sister Anna Claypoole were the first women to become members of the
prestigious Pennsylvania Academy of the Fine Arts (PAFA) as early as 1824, though it would
be another two decades before female students were welcomed through its doors.By the end
of the century, art was becoming a legitimate vocation for women. The 1891 census in Britain
had 3,032 women listing their occupations as painters or engravers. This represented just one-
third of the number of men defining themselves in the same way, but it was more than double
the number recorded in the previous decade. In the United States, many mixed-sex art schools
had, at times, a ratio of 80 percent female students to 20 percent male.Progress did not solve
the challenge of combining a career with marriage and motherhood, a dilemma that rarely
troubled male artists. The English artist Mary Ellen Edwards forged a successful career as a
magazine illustrator during the 1860s and 1870s, contributing to titles such as Good Words,
The Cornhill Magazine, and The Graphic. The last, particularly prestigious, would eventually
employ her as a paid member of staff. It was a fruitful time for the illustrated periodical, with
work aplenty for talented illustrators and engravers. But it was also a fiercely competitive male
arena, making Edwards’s success all the more remarkable. Some women gave up art after
marrying, others had their careers cut tragically short when they died in childbirth, the fate of
both American artist May Alcott Nieriker and the German Paula Modersohn-Becker. There
were also women who made a success of being working mothers, such as Helen Allingham,
Laura Herford’s niece. One of the most popular British artists of the nineteenth century,



Allingham often painted her three children in her idyllic scenes of rural life, an art genre that
may have been easier to combine with motherhood than the military subjects that were the
specialization of fellow British artist Elizabeth Thompson. For some, art was a financial
necessity, as in the case of Louise Jopling, who separated from her first husband in 1871 and,
with two sons to raise, took to painting professionally, eventually founding her own art school.
Other women chose relationships beyond the boundaries of contemporary convention. The
American muralist Violet Oakley, the first woman to receive the Gold Medal of Honor from the
PAFA, lived openly with her life partner, Edith Emerson, for forty years.Acceptance and access
to an art education were the defining themes in the late nineteenth century, allowing women to
claim their position as artists with talent and ability to equal that of men. There was still much
ground to cover—black or working-class women artists are significant by their absence during
this period—but those who did blaze a trail did so in parallel with the women’s rights movement
of the 1850s, and the power of the visual image to further this cause would be fully exploited in
time. English novelist George Eliot (Mary Anne Evans), after viewing Rosa Bonheur’s Bocairus
Crossing the Pyrenees at the French Gallery in 1857, wrote to a friend exclaiming, “What
Power! This is the way women should assert their rights.” The first decade of the twentieth
century would see women do exactly that.Mary Cassatt, In the Loge, 1878Philadelphia-born
Mary Cassatt spent three years in Paris building her reputation as an artist before she was
invited by Edgar Degas to exhibit at the fourth impressionist exhibition. In the Loge, showing a
scene at a matinee at the Théâtre-Français, is typical of Cassatt’s subject matter, which drew
on her own experiences as an unmarried woman in the French capital. Ignoring the impudent,
yet impotent, gaze of a male admirer in the distance, Cassatt’s independent theater-goer
confidently surveys the auditorium through her opera glasses, casting her as bold onlooker
rather than vulnerable object.Lilly Martin Spencer, Young Husband: First Marketing, 1854Lilly
Spencer used her own husband as the model for this lighthearted commentary on married life,
in which a young man, sent grocery shopping by his wife, feels the sting of public humiliation
as the contents of his basket tumble to the ground. This role switch, though carried out in the
naive romantic flush of early marriage, is an unusual subject and offers an alternative to the
conventional nuclear family traditionally depicted in most mid-nineteenth century art.Louise
Jopling, Self-Portrait, 1877Louise Jopling Rowe studied in Paris under Charles Chaplin and,
during a long career, achieved revered professional status and public celebrity, which she used
to benefit the women’s rights movement. She established her own art school in Kensington,
London, in 1890, where she made her studio available for meetings of the Women’s Franchise
League, Women’s Suffrage Society, and the Women’s Freedom League. She also attended
suffrage demonstrations and was an active supporter of the Suffrage Atelier (see page
46).Cecilia Beaux, Sita and Sarita, or Young Girl with a Cat, 1893–94Best known for society
portraiture in the grand manner, Beaux’s mesmerizing painting of her cousin’s wife, Sarah
Allibone Leavitt, with her jet-black cat perched on her shoulder and their green eyes aligned,
reflects an artist of undeniable skill, but also of wit and modern sensibilities. Fiercely ambitious,
Beaux never married, believing it would limit her career. In 1895, she became the first woman
to have a regular teaching position at the Pennsylvania Academy of the Fine Arts.Anna Lea
Merritt, Love Locked Out, 1890Love Locked Out was painted as a tribute to the artist’s late
husband, but for a woman to paint a male nude was contentious. As Merritt’s painting showed
an unclothed child it was favorably received when exhibited at the Royal Academy in 1890, and
was subsequently the first picture by a woman purchased for the British nation by the Chantrey
Bequest. Female nudes as subjects were almost exclusively the preserve of male artists and
when Merritt exhibited her own female nude painting, Eve, five years earlier, the Athenaeum



magazine’s critic described it as “dull and incompetent.”Elizabeth Shippen Green, Life was
made for love and cheer, from Harper’s magazine, 1904Green met artists Violet Oakley and
Jessie Willcox Smith while studying at the Drexel Institute under Howard Pyle. They formed a
personal and professional friendship and, from 1901 to 1906, lived and worked together at the
Red Rose Inn, a 200-acre estate in Villanova, Pennsylvania. Shippen Green was one of the
leading lights in American illustration and was the first woman to have an exclusive contract
with Harper’s magazine. This picture depicts the ”Red Rose Girls“ in the grounds of their home
and suggests an idyllic community.Art Schools and the Women’s Art Education BoomPrior to
the 1860s, most women with an ambition to make a career as an artist were obliged to build a
patchwork program of training that might include instruction by a family member or
acquaintance, trips to study in Europe, and private art classes.Even as late as the 1830s, art
schools for women were practically nonexistent. In the United Kingdom at this time, Henry
Sass opened an art school in London’s Charlotte Street to which he admitted some women;
Eliza Fox and Anna Mary Howitt studied there in the 1840s, but opportunities were scarce.
Instead, women might travel to Paris, where it was commonplace to study in the well-run
ateliers of established artists such as Charles Chaplin, whose pupils included Louise Jopling
and the impressionists Eva Gonzales and Mary Cassatt. The studio system was also in place
in the United States; William Morris Hunt, who had studied in Paris alongside Millet, was a
vigorous exponent of European art. He became one of the leading teachers in Boston, with
May Alcott Nieriker among his students.The opening of the Female School of Art in London, in
1842, not only met a growing demand among women for an art education but, as a single-sex
school, addressed the concerns of a society obsessed with propriety. The National Art Training
School at South Kensington, founded in 1843, spawned 130 free, government-funded art-
training schools around Britain. Both schools emphasized art for manufacturing and industry,
and formed a blueprint for the establishment of similar schools in the United States, specifically
the Philadelphia School of Design for Women, opened in 1848 by Sarah Peter, the wife of the
city’s British consul. The school’s aim was to provide a practical, employment-oriented
approach to an art and design education, while equipping women with the skills they needed to
earn an income, in turn allowing them to seek independence and self-sufficiency.
Philadelphia’s industrialization meant demand was high for skilled designers, and the school
focused on salable skills, such as wood engraving and textile and wallpaper design. Other
schools, such as Boston’s Cowles Art School, proliferated in the wake of the Centennial
Exposition in Philadelphia in 1876, where it became clear from the exhibits displayed by British
companies that a marriage of industry and the aesthetic was a desirable alliance within the
accelerating consumer economy.Schools in the United States had the most progressive
attitude toward women with an ambition to study “fine” art. In its 1810 charter, the Pennsylvania
Academy of the Fine Arts (PAFA) stated that it should be organized for “the youth of both
sexes.” Women were invited to exhibit in its inaugural exhibition and, in 1844, the school
opened its antiquity classes to women. Twelve years later, segregation of these classes was
abolished, though fig leaves were applied to all the male statues to preserve the minds of the
female students. By 1860, a group of women headed by Eliza Haldeman and Mary Cassatt
had organized their own life class, and were offered a room in the school for their group; by
1868, women had successfully petitioned to be given life classes organized by the PAFA. Other
U.S. art schools were liberal enough to admit women—New York’s Cooper Union, founded by
Peter Cooper, welcomed not only women, but also black students, as did Oberlin College in
Ohio, where the sculptor Edmonia Lewis’s artistic talent first came to notice in the 1850s.For
much of the nineteenth century, many American female art students had their sights set on



Europe, aided by the PAFA, who introduced a traveling scholarship of $800 in 1891.
Thousands of women made their way to Paris each year to pursue art. Such were their
numbers by the end of the century that an American Girls’ Art Club was founded. Situated in
the city’s Latin Quarter, it provided a base for the women to meet, network, and take part in
dances, concerts, sketch clubs, and exhibitions.In the United Kingdom, the opening of
London’s Slade School of Fine Art, in 1871, at last presented a serious alternative to Royal
Academy schools, which had only reluctantly opened their doors to female students in the
1860s. Offering an education on equal terms with men, The Slade’s alumni included some of
the most successful British artists of the period: Kate Greenaway, Helen Allingham, Evelyn de
Morgan, Constance Markievicz, Gwen John, and Winifred Knights. Women and men studied
together, except in life classes, where women had to be satisfied with a model who was
modestly draped—a compromise, but at least an improvement on classical statuary.The
Académie Julian in Paris, which opened in 1868, offered a highly regarded alternative to the
Académie des Beaux-Arts (which did not admit women until 1897) and taught both men and
women, though classes were segregated. The académie experience was intense. Life classes
took place in crowded rooms from 8 am in the morning, with only short breaks until lunchtime.
Those who were particularly dedicated, and there were many, might carry on with additional
classes until 10 pm in the evening.Other Parisian establishments, the Académie Colarossi and
the Académie de la Grande Chaumière, also taught men and women together in classes,
though there was still systemic inequality in that women were charged around 30 percent more
in fees than their male counterparts. In Germany, the academies of Berlin, Dusseldorf, and
Munich did not admit women until well into the twentieth century. Though choices and
opportunities for women in art education had expanded enormously, in some quarters, deep-
rooted prejudices remained.Marie Bashkirtseff, In the Académie Julian in Paris, 1881Founded
in 1868, the Académie Julian admitted women, taught in classes separate to men and without
access to life models. Marie Bashkirtseff began her studies in 1877, and reveled in the
independence of art-student life, writing: “One feels so happy, so free, so proud.” She organized
anatomy lessons for herself before successfully lobbying for women students to be taught
using life models. Her busy scene depicting such a class nevertheless has a male youth
partially draped rather than fully nude.“People often say that, with only one or two exceptions,
no woman has made a great name in art; but they were given none of the opportunities which
each male artist claimed as his right.”Rodolphe Julian, founder of Académie Julian, interviewed
in The Sketch magazine, 1893Princess Louise, Duchess of Argyll, Queen Victoria, statue at
Kensington Palace, London, 1890–93Princess Louise, Duchess of Argyll, was the sixth child of
Queen Victoria, the most artistic, and the most unconventional. She enrolled at Kensington’s
National Art Training School in 1863 and studied sculpture under Mary Thornycroft, though her
duties as her mother’s personal secretary meant her attendance was sporadic. Later taught by
Joseph Boehm, she engaged the progressive architect Edward Godwin to design her studio at
Kensington Palace. Despite Queen Victoria’s stringent views to the contrary, Louise took a
keen interest in women’s rights and female suffrage.Edmonia Lewis, Old Arrow Maker,
1872The daughter of a Chippewa mother and black father, Edmonia Lewis’s career is all the
more remarkable for succeeding in a climate of racial, as well as gender, prejudice. She
studied at Oberlin College in Ohio, the first American college to admit women of all races, and
later moved to Rome in 1865, joining the group of American expatriate female sculptors based
there. A number of her works reference her ethnic heritage, such as this marble
composition.Harriet Goodhue Hosmer, Zenobia in Chains, ca. 1859Hosmer chose Zenobia as
the subject of her most celebrated sculpture for “her womanly modesty, her manly courage,



and her intellectual tastes.” The 6.5 ft (2 m) marble figure, which eloquently conveys the dignity
of the captured queen, was displayed at the International Exhibition in London in 1862, where it
drew crowds. But it was suggested by two British publications, The Queen and The Crayon,
that the bulk of the work had been carried out by Hosmer’s male assistant in Rome. Outraged
by such an accusation, Hosmer engaged lawyers who extracted an apology from the
journals.Early Women PhotographersTo take up the art of photography in the 1850s required
no small amount of commitment. It was often a case of trial, error, patience, and tenacity; an
artistic eye counted for very little if the practical science of photography could not be
navigated.Early women photographers were undaunted by the technical challenges they faced
and their photographs, consciously or not, form a remarkable body of work that frequently
veers into experimental and imaginative territory. Most photography from this time is the work
of amateurs, intended purely for distribution among friends and family. Untrammeled by the
tastes and expectations of patron or public (which frequently influenced the choice of subject
matter for women painters), they redefined the preordained vision of early twentieth-century
womanhood. Women photographers often used their sisters, friends, or daughters as sitters,
and took photographs in their homes—both factors that helped incubate the intimate and
uninhibited nature of the images.Photography required space to work, money to buy
equipment, and time to practice. Consequently, in these early years, it was almost exclusively a
pastime of the wealthy, which makes the activities of Sarah Louise Judd, a school teacher in
Minnesota, all the more remarkable. County history records show she began working at
producing daguerreotypes in a professional capacity in Stillwater in 1848, though none of her
photographs survive.In Britain, Clementina, Lady Hawarden, a mother of ten, was an upper-
class British woman who turned the first floor of her London home into a large studio, where, in
the early 1860s, she photographed her adolescent daughters in a series of enigmatic studies.
Using a freestanding mirror to play with light and reflection, she created compositions with an
evocative elegance. In her otherwise stark studio, she framed her sitters wearing extravagant,
fashionable clothes against a backdrop of furniture, hangings, and star-patterned wallpaper.
She gained a degree of recognition in her lifetime and was awarded a silver medal on the two
occasions she exhibited at the Photographic Society in 1863 and 1864.Julia Margaret
Cameron, also British, came to photography comparatively late in life, when her daughter
presented her with a camera at the age of 48. A complete novice, Cameron wrote of her first
attempts, “I did not know where to place my dark box, how to focus my sitter and my first
picture I effaced to my consternation by rubbing my hand over the filmy side of the glass.” It
was not long before she had become proficient, adapting early mistakes to create a deliberate
hazy focus that became the hallmark of her work. Boasting a starry circle of acquaintances,
she captured some of the era’s most eminent figures at the height of their celebrity, including
John Herschel and Scottish philosopher Thomas Carlyle. While almost all of her well-known
sitters were male, her portrayals of women drew on themes from history, literature, and
mythology, and show the marked influence of the aesthetic and later Pre-Raphaelite
movements. Her work benefited from greater exposure in her lifetime and after her death, due
in part to her network of high-profile connections.Both Cameron and Hawarden exhibited an
idiosyncratic talent for creative experimentation at a time when photography was in its infancy.
They tamed and transformed this new artistic medium and used it to construct a fresh, more
complex image of woman reimagined through the female gaze. They also blazed a trail for the
next generation of female photographers.The later years of the nineteenth century also
witnessed a number of women photographers come to prominence in the United States. Clover
Adams, wife of the writer Henry Adams, took up photography in 1883, and showed an instinct



for capturing women’s lives. Catharine Weed Barnes began to take photographs around the
same time and, by 1890, had become editor of American Amateur Photographer magazine,
which she used as a platform to champion other women photographers. Frances Benjamin
Johnston, one of America’s first female photojournalists, was an energetic advocate of women
photographers. She traveled countrywide on a broad range of assignments, mainly for Bain
News Service, and, in 1900, organized an exhibition of artistic photographs by women for the
International Congress of Photography, held in Paris, France, during the International
Exposition. Among those whose work was included in the exhibition was Sarah Choate Sears,
a prominent art patron in Boston, who had studied at the city’s Cowles Art School in the 1870s
and had taken up photography around 1890. The interest and participation of women such as
Sears and another of Johnston’s friends, Gertrude Käsebier, who was a member of the Photo-
Secession, helped to elevate photography as an art form. Anne Brigman, also a member of the
Photo-Secession, pushed this concept further, producing provocative, countercultural images
suggestive of paganism and female liberation. Whether pictorial or documentary, by the end of
the nineteenth century, it was clear photography was an oeuvre in which women could excel
and compete on equal terms with men.From the dreamy experimentalism of Clementina
Hawarden (top left and center) and Julia Margaret Cameron (top right), to the artful wit of
Frances Benjamin Johnston (bottom), the work of early women photographers fell somewhere
between art and reality. The results of their endeavors are often intimate, compelling, and
disarming portraits of private lives.“To an energetic, ambitious woman with even ordinary
opportunities, success is always possible . . . hard, intelligent and conscientious work seldom
fails to develop small beginnings into large results.”Frances Benjamin Johnston in an article
recommending photography as a career, Ladies’ Home Journal, 1897Poster for La Fronde
feminist newspaper, 1898Founded by actress and journalist Marguerite Durand in 1897, La
Fronde was financed by Jewish banker Gustave de Rothschild and took its name from the sling
used to hurl stones by antimonarchists, or “frondeurs,” of seventeenth-century France. Inspired
to found the paper by the matchgirls’ strike in East London, Durand was passionate about
equal rights and pay for women workers. The paper was staffed entirely by women who were
all paid according to levels for male employees set by trade unions.American graphic artist
Ethel Reed’s striking poster designs, made mainly for the publisher Lamson, Wolff & Co.,
combined various influences from art nouveau to Japanese art, and wove together striking
color palettes, boldly outlined figures, and stylized flowers or plants. She spent time in London,
where she contributed a cover to the avant-garde Yellow Book, edited by Aubrey Beardsley.
The Boston Sunday Herald poster (center) was her first published commission.Artistic dress,
which eschewed tight corseting in favor of looser styles in a palette of tasteful colors, was
popular with artists and within bohemian circles, allowing women freedom of movement as well
as artistic expression. The Healthy and Artistic Dress Union promoted this philosophy and
published three issues of Aglaia (left) between 1893 and 1894, named for the ”grace of
adornment“ in Greek mythology. Edited by the stained-glass designer Henry Holiday, who also
designed the cover featuring the three graces, contributors included G.F. Watts, Walter Crane,
and Arthur Liberty, founder of the department store in London. Similar dress reform
movements were founded in Germany and Austria and the two illustrations (center and right)
are taken from the German magazine Jugend, 1903.The Woman Artist: Dressing the Part and
Self-ImageWomen’s emergence and growing visibility in the art world during the nineteenth
century was fortified by an increasing confidence in how women promoted their own image.As
women transitioned from amateur to professional status in the art world, they also moved into
the public arena, where success and recognition elided with being seen. Women painted



themselves and each other, presenting in many cases a more truthful expression of how they
saw themselves and how they wished to be perceived. Though these depictions varied greatly
in style, they were significant in that the artists took control of their self-image, contesting the
visual assumptions of womanhood that had long been the output of the male artist.When
Italian-born Emma Richards painted her self-portrait in 1853, she adopted the contrapposto
posture favored by great artists of the past, such as Van Dyck and Rembrandt, adopting a
businesslike appearance of practical black dress, neatly parted hair, and the tools of her trade
—her brushes and palette. Regarding the viewer with an expression of solemnity and
determination, there is no doubt that this is an artist of serious intent. In later decades,
women’s portrayals of themselves in work clothes became more prevalent. Anna Bilinska’s Self-
Portrait with Apron and Brushes, painted in 1887, depicts the working artist as she sits against
a stark canvas backdrop, her apron crumpled and stained, her hair escaping from its pins. This
new, assertive self-presentation indicated a leap of confidence among women artists. While
women’s place in art through the centuries had been largely as muse and subject, these
portraits have more in common with the poses and attitudes of female painters of the
Renaissance. Artemisia Gentileschi’s self-portrait of 1638–39, in which her arm confidently
sweeps across a canvas, might well have served as inspiration to artists such as Bilinska,
Marie Bashkirtseff, and Elizabeth Nourse, all of whom painted themselves as resolute and
capable.Many women artists cultivated a bohemian appearance, in particular adopting the
principles of dress reform advocated by organizations such as the Healthy and Artistic Dress
Union. Disciples of dress reform advocated loose, flowing gowns in harmonious colors,
echoing the medieval tastes of the Pre-Raphaelites and in tune with the aesthetic movement of
the 1870s. The aesthetic movement was a cult of beauty, of which paintings by its leading
exponents (G.F. Watts and James Whistler, among others) were just one element. The style
cascaded from the walls of art galleries into public buildings, the home, and clothing,
announcing followers as people of discernment, individuality, and taste. Liberty, the London
department store opened in 1875, offered “art fabrics” and gowns with a historic flavor with
which fans of aestheticism could emulate the Pre-Raphaelite look. The artist Marie Spartali,
who modeled for Edward Burne-Jones, developed a personal style that saw her wear similar
costumes both on canvas and in real life. Emilie Flöge, the partner of Gustav Klimt, designed
striking dresses that fell from the shoulders with wide sleeves, specifically for a small artistic
customer base in Austria. Elisabeth Winterwerber was active in Germany in the 1890s working
in a similar oeuvre. Women of the Glasgow School of Art, such as Jessie Newbery and Ann
Macbeth, designed and embroidered their own dresses. For women artists, it was a style that
was comfortable and practical, but also a statement of creative individuality. Furthermore,
artistic dress was unrestricted in contrast to the tightly corseted conventions of nineteenth-
century fashion and so expressed a freedom of spirit and creativity beyond its aesthetic
appeal.The new medium of photography offered women artists an inexpensive method of
distributing their image to a wide audience at a time when the collecting of cartes-des-visites
was popular. Such images show how women artists chose to present themselves, often
projecting a style that denoted their profession, modeled on the self-presentation of male
artists through the centuries. Photography was also a tool to verify and prove female ability.
The American sculptor Harriet Hosmer was photographed in her studio, dressed in short skirts
and bloomers, standing on a scaffold, dwarfed by her looming statue of Missouri senator
Thomas Benton. For Hosmer, dissemination of this image was vital after she had been
accused of leaving work to craftsmen rather than executing it herself.Rosa Bonheur posed for
photographs not in the smock, breeches, and boots she wore when sketching in the abbatoirs,



markets, and stables of Paris, but in a skirt paired with a military jacket, her hair chopped to her
ears. Her fame may have been enhanced by stories of her unconventional appearance but she
believed in dressing up smartly for visitors and patrons.Elizabeth Thompson, Lady Butler,
presented a different image, but one that, in its own way, subverted preconceived expectations.
Forging a place in the masculine stronghold of military painting, Thompson’s 1874
breakthrough painting, The Roll Call, was all the more intriguing to the public for having been
painted by a young, twenty-seven-year-old woman, stylishly dressed but with no eccentric
affectations.In this respect, artists such as Bonheur and Thompson may have been
diametrically opposed in terms of their personal style, but they each projected an individuality
that did much to disrupt the notion of women artists as one homogenous and indiscriminate
group. Here, instead, were creators of serious work—individuals with taste, whether
consciously bohemian, practically garbed, or more conventionally corseted. Instead of
conforming to a standard type, women artists proved that femininity came in as many varieties
as the works they produced.Self-portraiture and photography allowed women to take control of
their professional image, molding how they wished to be perceived by the public. Rosa
Bonheur (top left, ca. 1870) is businesslike in a tailored tunic and full-length skirt, the breeches
she famously wore relegated to research trips to abbatoirs and stables. Edmonia Lewis (top
right, ca. 1870) cultivated a bohemian look with her smoking cap and cloak. Emma Richards
(bottom left, 1853) paints herself as the consummate professional, the tools of her trade visibly
part of the picture, and the tense set of her jaw suggesting a faint irritation at being interrupted
in her work. Anna Bilinska’s self-portrait (1887, bottom right) does not seek to glamorize her
profession but is, instead, a truthful presentation of an artist first, and a woman second.John
Leech, The Parliamentary Female, Punch magazine, 1853Role reversal, and the disruption of
the marital status quo, provided fertile material for comic papers of the period. As lighthearted
as Leech’s cartoon for the English satirical maagzine appears, the neglect and disintegration of
home life that would be the direct result of a working wife and mother was a persistent
argument used by anti-suffrage campaigners.Bertha Newcombe, An Incident in Connection
with a Presentation of the First Women’s Suffrage Petition to Parliament in 1866, 1910
(detail)Newcombe’s painting of a key moment in suffrage history, when Elizabeth Garrett
Anderson and Emily Davies presented a petition containing 1,499 signatures to John Stuart
Mill at Westminster, has a cosy quality to it. The suffrage art historian Elizabeth Crawford
suggests the unthreatening tone may have been to emphasize the constitutional roots of the
movement at a time when militancy was dominating the public’s perception of the suffrage
campaign.Matt Morgan, The Girl of the Period in Tomahawk, 1868In March 1868, British
weekly magazine The Saturday Review published an article by Eliza Lynn Linton attacking
modern women as lacking the grace, purity, and propriety of previous generations. Linton’s
comments provoked a media storm and satirical ripostes such as this cartoon published by
Tomahawk the following month, in which a perfectly pleasant young woman is painted as
wicked and demonic by The Saturday Review.Florence Claxton, The Choice of Paris, An Idyll,
1860Florence Claxton worked primarily as a comic illustrator for the periodical press during the
mid-nineteenth century, with several of her pictures engraved in the era’s leading publication,
The Illustrated London News. This, her most famous picture, was a parody of the Pre-
Raphaelite Brotherhood, with many elements recognizable to those who had been exposed to
the satirical backlash against the movement’s audacious ideas. In the foreground stands a
founder of the movement, Sir John Millais, making his ”choice“ of a slender, medieval maiden
over the Renaissance Madonna and conventional, crinoline-garbed Victorian. Another of
Claxton’s paintings, Women’s Work: A Medley (1861), was a witty riposte to Work by Pre-



Raphaelite artist Ford Madox Brown. Satire was not unusual in the nineteenth century, but such
self-assured satire by a woman was.2The March of the WomenVisualizing SuffragePaul Stahr,
1776—Retouching an Old Masterpiece—1915, front cover of Life magazine, 1915Watched by
the ghost of Thomas Jefferson, a woman wearing the purple, green, and white colors adopted
by the American Women’s Political Union “retouches” the Declaration of Independence, by
editing its most-famous line to read: “We hold these truths to be self evident, that all men and
women are created equal.”“. . . of all the many demonstrators who have tramped the same
route, the women have by far the greatest sense of the picturesque.”The Sphere magazine,
reporting on the banners that accompanied the suffragists’ march from London’s Embankment
to the Albert Hall on June 13, 1908By 1900, access to art education had greatly improved, with
the result that women were a growing presence in a variety of artistic disciplines—as exhibiting
artists, as book and magazine illustrators, as jewelry designers, muralists, and sculptors. The
fight for educational opportunities during the previous century had run in parallel to a wider
demand for political equality and the 1900s would witness an acceleration of organized
agitation focused on women achieving one fundamental aim—the right to vote.In the United
States, suffrage campaigners formed the National American Woman Suffrage Association
(NAWSA) in 1890 out of two separate organizations, with Susan B. Anthony, a campaigner
since the 1860s, at its head. By 1916, Alice Paul had formed a splinter organization from this
group, the National Woman’s Party. It had a single focus: achieving national enfranchisement,
using violent methods if necessary.In Britain, the suffrage movement gained a tangible identity
in 1897, with the formation of the National Union of Women’s Suffrage Societies (NUWSS)
under the leadership of Millicent Fawcett. The suffragist members of the NUWSS employed
patience and persuasion, believing that reasoned debate and lobbying were key to eventually
winning the vote. A separate organization, the Women’s Social and Political Union (WSPU),
emerged in 1903, led by Manchester suffragist Emmeline Pankhurst, who conceived a more
militant strategy summarized by its motto, “Deeds not Words.” Derisively dubbed “suffragettes”
by the Daily Mail, the term was quickly adopted by the WSPU, who named the organization’s
paper The Suffragette.This rise in suffrage activity in the decade leading up to World War I saw
art and design become a dominant tool in communicating the movement’s message. In
January 1907, professional artists, illustrators, and engravers (mostly female) formed the
Artists’ Suffrage League (ASL) in Britain, expressly to assist with preparations for the first large-
scale procession organized by the NUWSS on February 7. Later known as the “Mud March,”
owing to unfortunate weather, the rally nevertheless attracted three thousand participants,
notable for their red-and-white rosettes and numerous ASL-designed banners. Most of the
banner designs were the work of Mary Lowndes, whose ideas were sketched out on paper,
filled in with watercolor, and often accompanied by swatches of fabric. Lowndes, who had
trained at The Slade, worked as a stained-glass artist. She used the principles of stained-glass
design to good effect in her banners, which were a marriage of the bold and the beautiful.
Suffrage banners inevitably drew comparisons with those of the burgeoning trade union
movement, the earliest examples of which had been hand-stitched and embroidered by
women. Most trade union banners were now manufactured, but Lowndes insisted on reviving
needlework skills to produce hers, thus utilizing what was increasingly considered a lowly,
feminine skill to create powerful messages, enshrined in the socialist principles of arts and
crafts.
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Michelle 'dþ�'(, “Women’s History. I absolutely love the cover of this book, it fits the aesthetic of my
room so well too. This book is really cool because it contains real photographs from the early
18th century up until modern times. Each chapter contains details of important woman in
history and some famous feminists.”

Morgan, “Intersectional and cute. So cool and unique, the perfect coffee table book for a
women's rights activist. It also includes a lot of intersectionality, so you're meeting queer
women and women of color.”

Rex, “Survey aboutthe annoying .... A good survey about some of the very annoying, prone to
deviant exhibitionism.It is a very professional survey but the pink and the colored hands on the
front cover have to go because is misleading. This is not a Happy planner!”

Tim Jackson, “Great book!. Book delivered in great quality and has a great message. Definitely
recommend purchasing this (or a similar) book to anyone interested in art and/or feminism
movements throughout US history.”

Meow, “Great book, I keep in on my coffee table as art. I love this book. It covers so many of
the wonderful, amazing things we women have accomplished and overcome. I first had it in my
office, now it’s in my home on my coffee table. I would purchase again as a gift or the updated
version for myself. This is from 2017.”

BBTex, “Wonderful content about women's history with great pictures.. I purchased this book
for my 19 year old college freshman granddaughter. She and I were both extremely pleased
with the quality and content of the book. It is a large well-made book; a keeper for all time.”



UES Girl, “beautiful book - proud to own. beautiful book of the artwork of the feminist
movement. love having this on my coffee table - it's a conversation starter for sure. The images
are high quality!”

Francisco Ferrand Muschell, “Very Good. Very Good”

Daniela, “UN LIBRO MARAVILLOSO. El libro llegó sin detalles, cubierto. Hermoso.”
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